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Es vienkarsi gribeju gleznot

I just wanted to paint

Alekss Kacs. “Ainavas” / Alex Katz. Landscapes
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Alekss Kacs (Alex Katz, dz. 1927) glezniecibu apliiko no tas mate-
rialitates viedokla, netirzajot figuralisma un abstrakcijas jauta-
jumus, neapspriezot inovaciju un tradiciju problémas un parlecot
pari cininam starp konstruktivismu un realismu. Vina gleznas,
blidamas neatkarigas no izméru vai krasu izvéles, demonstré nepa-
rastu energijas blivumu un reti sastopamu garigo koncentraciju,
kas caur fizisku spéku interpretéta metafiziskas vibracijas. Tas ir
gleznu virsmas, kuras gremdéties. Tie ir triepieni, kas pieskaras.
Krasu laukumi, kuros pazust. Tas ir ainavas, kas ieskauj.

Kacs pats sevi dévé par gleznotaju - postabstrakcionistu. No
vienas puses, vins apgalvo, ka “nekad nav gribéjis gleznot abstrakti”,
no otras - ka vina gleznu “gramatika ir abstrakta”. Vai tur ir pretruna?
Aleksa Kaca personalizstades “Ainavas” kataloga muzeja Haus Kon-
struktiv (Cirihe) direktore Doroteja Strausa (Dorothea Strauss)
norada uz So ipaso starpstavokli - “smalko lizuma punktu” starp
abstrakto un figuralo, konstruktivo un uz sajiitam balstito, geomet-
risko un saplidinato. Alekss Kacs patieSam glezniecibai piedéve
ipasu nozimi ta vieta, lai to apliikotu ka objektus, kas uzrodas un
paziid, un tai janotic, lai més to uztvertu. Glezniecibu pasu par sevi
ieliekot tematiskos ramjos, nozimeé Saubities par jebkura attéla sta-
tusu. Tapéc jajauta - kas ir attéls? Peéc Magrita idejas - pipes attéls
nav pati pipe, bet tikai un vienigi trisdimensionala priekSmeta, ko

Leaving behind questions of figuration and abstraction, passing by
issues of innovation and tradition, skipping over the struggles be-
tween constructivism and realism, Alex Katz (b. 1927) investigates
painting matters from the inside of their materiality. Independent
from the decision of dimension or the choice of colour, these paintings
testify an uncommon density of energy, a rare mental concentration
translated in metaphysical vibrations through physical strength.
Surfaces to get drowned in. Brush-strokes to get hit by. Colour fields
in which to get lost. Landscapes in which to get wrapped.

Katz defines himself as a post-abstract painter: on the one hand
he claims that he “never wanted to paint abstract®, on the other hand,
that “the grammar” of his painting “is abstract”. A contradiction? In
the catalogue of Alex Katz’s show Landscapes at Haus Konstruktiv
in Ziirich, the director Dorothea Strauss identifies this specific mo-
ment of being suspended in the middle, a “subtle tipping point“ be-
tween abstraction and figuration, between construction and sensa-
tion, between geometry and floating. Indeed, Alex Katz is discussing
painting as a separate matter, rather than thinking about the objects
which appear and disappear, which we might believe to perceive.
Thematizing painting itself means questioning the status of a pic-
ture, of any picture. So, what is a picture? As Magritte teaches us, the
picture of a pipe is not the pipe itself, but merely a two-dimensional
reproduction of a three-dimensional object we call “pipe”. As prag-
matism teaches us, a painting is just made of some colour pigments
with binding agents on a surface like paper, canvas or cardboard.
And, last but not least, as physics teaches us, a painting is in the end
a mass of atoms made up of electrons, protons and neutrons in per-
petual movement. All pictures are an illusion, all representation is
mere appearance, inviting us to tell stories, to dream, to go on a jour-
ney within the imagination.

The 85-year old American artist Katz is considered one of the
most important painters of our time. He studied between 1946 and
1949 at the Cooper Union School of Art in New York, and later at the
Skowhegan School of Painting and Sculpture in Maine. Although since
then he has handled classical painting themes like portraits, land-
scapes or still lives, he pushes the treated genre over its own histori-
cal border. The genre, and the represented subject as well, are indeed
a pretext for the real content of this huge oeuvre to come through:
the act and the experience of painting as a continuous practice and
learning process.

The concentration on creative production itself leads to a very
particular understanding and translation of the issue of “landscape”
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meés dévejam par “pipi”, divdimensionala reprodukcija. No prag-
matisma viedokla raugoties, glezna ir vien dazu krasu pigmentu
sajaukums ar saistvielam, kas krasas notur pie virsmas - papira,
audekla vai kartona. Un pédéja, bet ne mazak biitiska, ir fizikas pie-
eja, kas gleznu beigu beigas pielidzina atomu masai, kura sastav
no nepartraukta kustiba esoSiem elektroniem, protoniem un neitro-
niem. Visi attéli ir iltzija, kas aicina miis stastit stastus, sapnot un
doties iztéles celojuma.

85 gadus vecais amerikanu makslinieks Kacs ir uzskatams
par vienu no svarigakajiem miisu laika gleznotajiem. No 1946. l1dz
1949. gadam vins studéja Kiipera apvienibas makslas skola (Coo-
per Union School of Art) Nujorka, vélak Skouhigenas Glezniecibas
un télniecibas skola (Skowhegan School of Painting and Sculpture)
Meina, ASV. Lai gan kops ta laika Kacs strada glezniecibas klasis-
kajos Zanros - glezno portretus, ainavas un klusas dabas -, sev pa-
klautas Zanru robeZas vin$ nemitigi véstures nogriezni bida uz
prieksu. Patiesiba Zanrs un attélotais temats $aja vérienigaja dail-
rade ir tikai atruna, kas vijas cauri tas patiesajam saturam, kur
darbs glezniecibas joma un pieredze taja ir ka nepartraukts vingri-
nasanas un maciSanas process.

Uzmanibas koncentrésana uz radoso uzdevumu noved pie loti
ipasas ainavas izpratnes un interpretacijas Aleksa Kaca dailradé -
skatitajs sastopas ar milzigam gludu, tiru un skaidru krasu virsmam,
kas, ievérojot precizas geometriskas kompozicijas, ietvertas gigan-
tiskos makslas darbos. Ainavas cilvéka auguma apnem skatitajus,
lai tos ieklautu sevi. Sadi land-scape jeb ainavas koncepts, it Tpasi
vérotadja uztveré, atgriezas pie savas vésturiskas nozimes - land-
shape jeb zemes formas. Eiropas ainavu konvencija (European Land-
scape Convention) varam lasit $adu definiciju: “Péc cilvéku uztveres
ainava ir teritorija, kuras raksturs paklauts dabas un / vai cilvéku
darbibas un mijiedarbes faktoriem.”* Péc definicijas ainava ir ne
tik daudz objekts, kas eksisté pats par sevi, bet drizak subjekts,
kurs radies cilvéka véroSanas un uztveres rezultata. Ta ir kulttras
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in Alex Katz’ oeuvre: the viewer finds themself confronted with huge
surfaces of clean and clear flat colours, painted all over the gigantic
art pieces, following their precise geometric composition. The land-
scapes reach human size, are able to wrap the viewers, to involve
them with their entire body. The concept of “land-scape” goes back
here to its original meaning: land-shape, the form of the land, espe-
cially in the perception of an observer. In the European Landscape
Convention, we read the following definition: “Landscape means an
area, as perceived by people, whose character is the result of the ac-
tion and interaction of natural and/or human factors”.! By definition,
landscape is not just a given object that exists by itself, but rather a
subject born out of human observation and perception. It's a cultural
construction. Landscape only exists through our gaze, the concept
born at a precise historic moment, in concomitance with the first
autonomous Dutch landscape paintings at the end of the 16th cen-
tury, while before that, during the Renaissance, the painted country-
side was limited to an existence of being the background for theo-
logical representations. The word landscape was born with the
depicted representation of the farmers’ outside space, with the im-
age of a framed Nature scene, when the gaze of the artists descended
from the sky to the earth, from the Divine to the sensory world where
the mortals’ daily life takes place - only from this moment on consid-
ered to be worth existing in art. In that sense landscape becomes a
sort of metaphor for the viewing process itself. As Alex Katz states in
an interview with the Austrian magazine Standard: “seeing is cultur-
ally defined” and on the Swiss radio SRF 2 he adds, “you think that
what you see with your eyes is real, but it is culturally built.” This
means that when we admire the real countryside present before our
eyes, we see through the glasses of the whole landscape tradition,
starting with pre-Renaissance Giotto, through Renaissance Leonardo
da Vinci, 16th century Dutch art, the Romantics Corot, Constable or
Turner, up to Impressionism and Post-impressionism with Monet
and Cezanne.

Alekss Kacs. Saulriets 2. Audekls, ella /
Alex Katz. Sunset 2. Oil on canvas
274.3x213.4 cm. 2008

Foto / Photo: Paul Takeuchi
Foto no publicitates materialiem / Publicity photos
Pateiciba / Courtesy of the Prolitteris, Zurich
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Alekss Kacs. Provinctauna. Kartons, ella /
Alex Katz. Provincetown. Oil on board
61x76.2 cm. 1959
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Alekss Kacs. Ada zalé. Audekls, ella /
Ada in the Grass. Oil on canvas
78.7x115.6 cm. 1963

Foto / Photo: Paul Takeuchi
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Pateiciba / Courtesy of the Prolitteris, Zurich

konstrukcija. Koncepts, ka ainava pastav tikai un vienigi miisu skati-
Sanas bridi, radies noteikta véstures posma - lidztekus pirmajam
patstavigajam holandieSu ainavu gleznam 16. gs. beigas. Pirms tam,
renesanses laika, gleznotas lauku ainavas aprobezojas ar fona sta-
tusu teologiska rakstura télojumam. Vards “ainava”? (landscape)
radas, lai attélotu zemnieku izmantotas artelpas, lai laika, kad mak-
slinieka skatiens no debesim pievérsas zemei, paraditu ieramétu
Dabas ainu, lai no Dieviskas pasaules pievérstos jutekliskajai, kur
mirstigie pavada ikdienas dzivi, - tikai no ta briza varam uzskatit to
par maksla eso$u. $ada izpratné ainava kliist par savveida skati$anas
procesa metaforu. Alekss Kacs intervija austrieSu Zurnalam Standard
norada, ka “redzésana ir kulturali noteikta”, un Sveices radio SRF 2
vins piebilst: “Tev Skiet, ka tas, ko tu redzi ar acim, ir ists, bet patiesiba
tas ir kulturali uzbivets.” Tas nozimé, ka tad, kad jismojam par miisu
acu prieksa esoSu istu lauku ainavu, més to ieraugam caur visas “ai-
navas” atainoSanas tradicijas brillem - sakot ar protorenesanses
makslinieka DZoto, cauri renesanses laika dzivojosa Leonardo da
Vindi, 16. gs. holandieSu makslinieku, romantisma laika parstavju
Kamila Koro, DZona Konstebla, DZozefa Térnera, beidzot ar impre-
sionista Kloda Moné un postimpresionista Pola Sezana darbiem.

Turpmakaja saruna Alekss Kacs atklaj savu attieksmi, pané-
mienus, parliecibu, centienus un $aubas. Acimredzami jautri...

Barbara Feslere: Patikami ar jums iepazities! Ieprieks jiis
esat sniedzis intervijas saviem kolégiem, pieméram, Francesko
Klementem un Ri¢ardam Prinsam. Ka jiis saprotaties ar citiem
maksliniekiem?

Alekss Kacs: Nu, Klemente ir mans draugs, un es domaju, ka
vins ir labakais, kas Italija bijis kop$ de Kiriko. Un Ri¢ards Prinss
bija ka dinamits, pildits ar vardiem, kad naca runat par maniem
darbiem; mums sanaca lieliska intervija.

B.F.: Es biju izbrinita par $o izvéli, jo biju iztélojusies glez-
notaja darbu ka loti savrupu un vientulu.

A.K.: Tads tas nav. Tu vienkarsi glezno viens pats, bet biitiba ta
ir sabiedriska aktivitate.

B.E.: Jusu personalizstade ir darbs Homage to Monet (“Velti-
jums Mongé”). Ta ir vieniga skaidri izteikta atsauce vai saistiba ar
cita makslinieka darbu, tacu, kad skatos jiisu gleznas, mani ne-
partraukti parnem apskaidribas mirkli, iedomajoties par daza-
diem makslas véstures posmiem. Vai jiisu unikala un originala
dailrade ir pilna ar izsmalcinatiem un netieSiem majieniem?

A.K.: Més dzivojam postmoderna pasaulé un varam izmantot
jebkuru avotu, kadu vien velamies. Liela dala manu darbu nak no
manis pasa. Es izmantoju sevi ka darbu pirmsakumu, jo esmu ta
stradajis Cetrdesmit gadus un tas man Skiet tikpat saistosi ka kaut
kas cits, taCu tas pilniba paver tradiciju diskursu. Man skiet, ka ma-
nas gleznas izskatas jaunas, un taja pasa laika tas ir tradicionalas.

B.F.: Jus kada no intervijam apgalvojat, ka jums vienalga,
vai esat vai neesat tradicionals, tacu, skatoties jisu darbus, es
tos neuztveru ka tradicionalus. Es gribéju teikt - tas nav tapeéc,
ka gleznojat tradicionalos Zanrus, ka ainavu vai portretu, kuru
izvélé jus vienmer esat tradicionals.

A.K.: Ng, tas attiecas uz glezniecibu. Ta nav tradicionala. Ta ir
jaunas gleznas radiSanas ideja.

B.F.: Vai més varétu apgalvot, ka attélotas lietas ir iegansts,
lai runatu par glezniecibu vispar?
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In the following conversation, Alex Katz reveals his rela-
tions, his techniques, his convictions, his struggles and his doubts:
having fun, apparently...

Barbara Fissler: Nice to meet you! In the past, you have giv-
en interviews to colleagues, for example Francesco Clemente or
Richard Prince. How do you relate to other artists?

Alex Katz: Well, Clemente is a friend and I thought he was the
best thing that came out since De Chirico in Italy. And Richard Prince
was a sort of dynamite with words, he came over to talk about my
works and so I asked him and we had a great interview.

B.F.: I was wondering about this choice, because I imagine
the work of a painter as a very solitary situation.

A.K.: No it’s not, you just do it alone, but it’s a social activity,
basically.

B.E.: In this show, there is an Homage to Monet. And it is the
only explicit quotation or relation to another artist’s work, but
when I see your paintings, I have continuous moments of enlight-
enment, thinking about different stages in art history. Is your
oeuvre packed with subtle and implicit allusions, even though
it’s unique and original?

A.K.: We live in a postmodern world and you are able to use
any source you want. A lot of my work comes from me. [ use myself
as a source, because I did things forty years ago and they are as in-
teresting as anything else. But that opens up the whole discourse of
tradition. [ think my paintings look new and at the same time they
are traditional.

B.F.: You said somewhere that you don’t care to be traditional,
but if I look at your work I don’t perceive it as a traditional work,
I mean it’s not because you paint traditional genres like land-
scapes or portraits that you are necessarily traditional.

A.K.: No, it relates to painting. It’s not traditional. It’s an idea
of making a new painting.
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A.K.: Nu protams, tas runa par glezniecibu, bet stasts ir par to,
ka tradicionali attélojosa glezna lielakoties izskatas veca, tapéc ma-
naiecere ir radit jaunu. Es esmu ietekméjies no daudzam abstraktam
gleznam, tadéjadi to var dévet par postabstrakto glezniecibu.

B.F.: Ja, YouTube skatamaja video jiis sakat, ka jiisu gleznie-
cibas gramatika ir abstrakta. Tagad mes esam Haus Konstruktiv,
kas, tapat ka visas citas, nav neitrala vieta, - sava zina konteksta
nozime veido darba stastijumu.

A.K.:]3, vieta var lasit “gleznu gramatiku”.

B.F.: Esmu pamanijusi, ka jiisu darbiem ir loti racionala geo-
metriska uzbuve, kura figura ir kas tads, kas paradas un pazud.

A.K.: Ziniet, tas ir esamibas punkts - lidzvértigs jiisu redzes pie-
redzes nepastavigumam. Un Sis punkts visu laiku mainas. Es domaju,
ka manas gleznas izskatas redlakas neka Rembranta. Manuprat, vina
gleznas neizskatas realistiskas. Tas varbit ir lieliskas gleznas, bet
tas vairs nav realas.

B.F.: Tada gadijuma ko jiis saprotat ar vardu “realistisks”?

A.K.: Realistisks - kad jusu redzéjums ietekmé kulttiru. Masu
kultiira galvenokart dominé fotografijas un filmas, un es veidoju dia-
logu ar to. Manas gleznas, ta teikt, ir daudz realakas neka fotografi-
jas. Ar to es domaju, ka jums vairak izjitu radisies, skatoties manas
gleznas, nevis fotografijas. Fotografija izskatas ka fotografija, tacu
es varu panakt lielaku tieSas tagadnes atainojumu. Un tas faktiski ir
tas, ko gleznieciba dara.

B.F.: Més varétu parunat par jusu gleznu struktiiru un izme-
riem. Nemot véra darbu milzigas aprises, skatitajs tajos var pil-
nigi ienakt vai, vél labak, klit par to dalu.

A.K.: Pilnigi pareizi.

B.F.: Ta nav vairs tikai gleznu skatiSanas, bet skatitaja ie-
saistiSana, padarot to par lidzdalibnieku.

A.K.: TieSi tads ari bija mérkis - uzgleznot ainavu ka vidi, nevis
bildi ka mazu cauruminu siena.

B.F.: Vai logu.

A.K.: 3, tas nav nekads logs. Gleznai skatitjjs ir jaieskauj. Un,
lai to varétu izdarit, tai jabut noteikta izméra. Es méginu gleznot
ainavas, cik vien mazas iespéjams, tacu izmeérs ir un paliek butisks
faktors. Méroga parnesanas idejai nav precedentu. Ta ir ka ieieSana
nezinama zona. Es nezinaju, vai tas darbosies vai ne. Tacu, ja reiz
tas ir izdarits un cilvéki sak ar to aprast, tam vairs nav sakotnéja
jaunuma statusa.

B.E.: Manuprat, lai izprastu jisu turpmako attistibu, mazas
20. gs. 50. gadu kolazas Saja personalizstade visu izskaidro.

A.K.: Nu, tas visu formulé.

B.E.: Tas it ka atklaj jiisu darbu izcelsmi.

A .K.: Tas tiesa.

B.E.: Peksni viss Klust skaidrs, kapéc jusu darbos krasu lau-
kumi ir tik plakani un kapéec formas ir tik skaidras. Jusu gleznas
apskatot, mani radas apskaidriba.

A.K.: Tas liecina, ka mérogs patieSam bija eksperiments ar ko-
lazam, kuras es ieviesu lielajas gleznas. Péc kolazam ar lielajam glez-
nam bija viegli stradat.

B.F.: Bet ka jums izdevas iegiit to vieglumu un gaiSumu $aja
gigantiskaja méroga?

A.K.: Turjauir visa ta sals.

B.E.: Ka tas darbojas?

A.K.: Lieta, ar ko es visvairak lepojos, ir virsma. Ta lielakoties
domata gleznotajiem, kas médz teikt, ka vini izliek savu sirdi uz aru.

50 studija 90

B.E.: Could we affirm that the objects of representation are a
pretext to talk about painting itself?

A.K.: Well, of course, it’s about painting, but it is about - like
most traditional representational painting looks old - the idea of
making one new. I've been influenced by a lot of abstract painting.
So, in this sense, it’s a post-abstract painting.

B.F.: Yes, in a video on YouTube you say that the grammar of
your painting is abstract. And now we are at Haus Konstruktiv,
which is - as all of them - not an innocent place, in a way, the
meaning of the context is directing the lecture of the work.

AK.: Yeah, it fits. They can read the “grammar of the paintings”.

B.F.: I've noticed that your work has a very rational geomet-
ric architecture, and the represented figure is something that
appears and disappears.

AK.: It's the point of being, like, what you see is a variable, you
know? And it’s changing all the time, and I think my paintings look
more realistic than Rembrandt. Those paintings don’t look realistic
to me. They’re may be great paintings, but they are not realistic any-
more.

B.E.: So, what does “realistic” mean for you?

A.K.: Realisticis when your vision dominates the culture. Then
it's realistic. Our culture is dominated primarily by photographs and
movies, and I have a dialogue with that, it’s to say, well, my paintings
are more realistic than a photo. | mean you have more the sensation
of seeing something in my paintings than in a photo. A photo looks
like a photo, and I get more into the immediate present. That’s what
painting does, actually.

B.F.: We now may talk about the framing of your pictures and
their dimensions. Having those huge sizes, the landscapes come
into a naturalistic dimension and the viewer gets into it, or bet-
ter, gets to be even a part of it.

A.K.: That's exactly right.

B.E.: It’s not just a gaze on a picture, but the involvement of
the viewer.

A.K.: That was exactly the intention: to paint an environment
as alandscape, rather than a picture as a hole in the wall.

B.F.: Or a window.

A.K.: Yes, that’s not a window, the painting wraps around you.
And they need to be a certain size to do so. I try to make them as small
as I can, but the size is an important factor. The idea of going figur-
ative by scale has no precedent. It’s like going to an unknown area
and I didn’t know whether it would work out or not. Once it's done
and other people adapt things, it doesn’t have the initial novelty any-
more.

B.E.: I think, to understand your further evolution, the small
collages from the 1950s in the show are very illuminating.

A.K.: Well, they setitall up.

B.F.: It's as if they would reveal the origin of your work.

A.K.: That’s right.

B.E.:: All of sudden you understand why the colours are so
flat, why the forms are so clear. For me it was a sort of enlighten-
ment to see them.

A.K.: They say that the scale was really an experiment with
the collages, and I brought them into the large paintings. The large
paintings were easy, after the collages.

B.E.: Yes, but how can you manage to obtain this great facil-
ity, this lightness on this gigantic scale?

Skats no izstades / View from the exhibition
2013
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Vini nekad to nebiis spéjigi izdarit. (Smejas) Tas sanaca, kad nolému
izméginat klat mitru krasu uz mitras. Gaju uz Medisona laukumu,
kas bija pari ielai, un tad arl nolému stradat $aja tehnika. Parasti gan
ar So panémienu tiek gleznotas mazas un sliktas gleznas. (Smejas)

B.F.: Sliktas gleznas?

AK.: ]3, “sliktas gleznas” glezno $aja tehnika. Klajot jaunu krasu
slani uz nenozuvusa, var radit lielu, gludu virsmu. Tadu ka mana glez-
na ar dzeltenajam pukém. Viss audekls tiek nokrasots ar balto, un
péc tam baltajam slanim virsi tiek klata krasa.

B.F.: Tapat ka freskai?

A.K.: Tapat ka freskai, ja. ST mitra ellas glezniecibas tehnika ir
diezgan sarezgita lieta, jo apaks$éjam krasu slanim jabut pietiekami
mitram, lai tas sajauktos ar augs$€jo slani, ari augSéjam slanim ir
jabut uzliktam pareizi, un katra modulacija var veidot nianses. Ta
var iegit vairakas tonalas gradacijas. Es lielas gleznas uzgleznoju
piecas vai sesas stundas.

B.E.: Viens pats vai ar kada palidzibu?

A.K.: Viens pats.

B.E.:: Visu viens pats?

A.K.: Dzeltenais darbs prasija seSas stundas, tas ari viss.

B.E.: Vai jus sportojat?

A.K.:]3, es nodarbojos ar atlétiku.

B.F.: Tade] ka gleznoSana ir fiziski Joti nogurdinosa?

A.K.: Ng, ta nav nemaz tik nogurdinosa, bet prasa diezgan daudz
fiziska darba, tas gan.

B.F.: Nakamais jautajums ir mazliet personisks: kada ir sa-
juta, atskatoties uz paveikto péc seSdesmit gadu ilgas darbo-
Sanas?

A.K.: Nu, ta ir liela lieta. Man ir paveicies, ka varu gleznot tik
ilgi. Lai klutu par pilna laika gleznotaju, man jauniba bija jasamaksa
par to noteikta cena, tacu es nolému, ka to darisu. Viena lieta noved
pie nakamas. Ta nav konceptuala lieta. Jums vispirms jaiemacas
zimeét. Tad jaiemacas uzzimét cilvéku, péc tam jaiemacas gleznot.
Ziniet, pagaja ilgs laiks, lidz apguvu tehniku. Nedomaju, ka es biitu
bijis 1pasi talantigs, tacu biju loti ietiepigs un smagi stradaju, lai to
iemacitos. Daudz smagak neka citi gleznotaji. Es tieSam citigi stra-
daju, lai attistitu tehniku. Esmu iznicinajis tiikkstos$ gleznu, ko radiju,
bidams divdesmitgadnieks.

A.K.: That’s the whole thing.

B.F.: How does that work?

AK.: Well, that's the thing I'm most proud of, the surface. It’s
mostly for painters who say - eat your heart out. They’re never going
to be able to do it. (Laughs) It started when I decided to try a wet-on-
wet technique and I used to go to Madison Square, which was across
the way, and I decided to work wet-on-wet. And wet-on-wet is usu-
ally for small and bad paintings (Laughs).

B.F.: Bad painting.

A.K.: Yeah “bad painting” uses wet-on-wet. And it makes a big
flowing surface, the wet-on-wet, like the one with the yellow flowers.
The whole canvas is painted white and then the paint is put onto the
white paint.

B.F.: Like “fresco”?

A.K.: Like “fresco”, yes, wet-on-wet and it’s tricky stuff, because
the underpaint has to be right to receive the top paint, and the top
paint has to be put on right, and the inflections make differences.
And so you get a lot of multi-tones that way, with the wet-on-wet. |
painted the big paintings in five or six hours.

B.F.: Alone or with some help?

A.K.: By myself.

B.F.: All by yourself.

A.K.: The yellow one was about six hours, that’s all.

B.F.: Are you doing sports?

A.K.: Yeah, I do alot of athletics.

B.F.: Because it’s physically very tiring.

AK.: Noit's not that tiring, but I do a lot of physical work, yeah.

B.F.: The last question is a little bit personal: how does it feel
to have been working on your oeuvre for sixty years, for such a
long time?

A.K.: Wel], that’s the big thing, I was very lucky to paint that
long. To be a full-time painter, [ paid the price when I was young, but
I decided that I will do it. One thing leads to another. It’s not a con-
ceptual thing. You have to learn how to draw. Then you have to learn
how to draw people, then you have to learn how to paint. You know,
it took a long time to learn the techniques. I don't think [ was par-
ticularly talented. But I was very wilful and I worked hard on them,
a lot harder than most painters. I really worked hard to develop the
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B.E.: Tiesam? Jus to izdarijat?

AK.:]3, patiesam. (Smejas) Tikstos gleznu. Es gleznoju katru die-
nu un ménesa beigas nodomaju - labi, $is gleznas pasaulei nav isti
nepiecieSamas.

B.F.: Kapéc?

A.K.: Es vienkarsi gribéju gleznot. Mani interesé€ja konkrétais
bridis, tuvaka tagadne, un es gleznoju vienu gleznu, péc tam nakamo,
un péc divu gadu perioda $kita, ka vienigais, kas mani bija intereséjis,
bija tas, cik daudz esmu iemacijies. Pati glezna mani neintereséja.
Es dzivoju vieta, kur nebija apkures, tapéc darbus tikai pavirsi uz-
maléju un metu kamina.

B.E.: Tatad jis neparprotami vairak bijat ieintereséts pro-
cesa, nevis rezultata.

A.K.: Macibu procesj, ja. Lai gan dazi darbi ir saglabajusies.
Pieméram, izstades mazaja telpa tadi ir. Tie ir tie dazi, ko es neiz-
nicinaju.

B.F.: Ka jus izveléjaties, kurus atstat?

AK.: Es nezinu. Varbiit izmetu tos, kuros bija parak daudz darba
ieguldits vai kuri vienkarsi bija garlaicigi. Kas zina, ko es domaju.
(Smejas) Kada tam vairs nozime.

B.F.: Tas ir loti spécigi!

A.K.: Péc desmit gadu perioda biju loti uztrenégjis tehnisko pusi.
Ar to var tikt pie plasas auditorijas, kas grib gleznas: cilvéks no ielas,
kam patik bildes; makslas tirgotajs, kuram patik kas tads, ko vins var
pardot; muzeja kurators, kurs uzskata, ka glezna ir ta vérta, lai ka-
ratos muzeja pie sienas; rakstnieks, kas grib kaut ko saistoSu uz-
rakstit; ari gleznotajs, kuru interesé aktuala gleznieciba. Ir dazadas
auditorijas, kuras gleznieciba saista atsSkirigi mérki. Un, ziniet, nekad
nevar izkontrolét tas visas uzreiz.

B.E.: Vai tas jiisos neradija spriedzi? Vai jiis neveléjaties vei-
dot darbu apzinatu prieksatlasi, méginot apjaust, ko auditorija
pienems un ko - ne?

A.K.: Né, man patieSam tas nebija svarigi. Gleznas izskatijas
labi, kad es tas biju tikko radijis, bet tris gadus vélak saku apzinaties,
ka tas vairs nav interesantas. (Smejas) Dazas es sagriezu, lai izman-
totu ka stiiru stiprinajumus uz kilramjiem. Es virzijos uz jauniem
darbibas laukiem. Esmu izméginajis spékus reprezentativaja glez-
niecib3, plenéros, turklat es nenacu no akadémijas, kura tiek macits,
ka to darit, lidz ar to man nacas eksperimentét. Gleznojot es zina-
ju, ka mani darbi neatbilst tradicijam. Manuprat, abstrakcionisma
otras paaudzes gleznotaji, kas lielakoties bija mana gada gajuma,
radija lieliskas gleznas, bet tas bija konvencionalas.

B.E.: Jiis izmeéginajat jaunus panémienus.

A.K.: Ka mana vienaudze DZoana Micela (Joan Mitchell, 1925-
1992). Vina bija loti laba gleznotaja, bet vinas darbi ir daudz konven-
cionalaki par manam kolazam. Ta ka nevar zinat, vai mani darbi ir
gana labi. Tagad esmu parsteigts, jo ir atlasiti darbi, ko es nekad ne-
biju iedomajies ieraudzit atrodamies pie muzeja sienas. Es joprojam
izjiitu to pasu nedrosibu ka tad, kad Sos darbus radiju...

No anglu valodas tulkojusi Elina Duce

1 European Landscape Convention. http://conventions.coe.int/Treaty/en/Treaties/
Html/176.htm (skatits 10.04.2013.).

2 Saskana ar Konstantina Karula “Latviesu etimologijas vardnicu” (Riga: Avots, 2001,
57.-58. Ipp.) vards “ainava” atvasinats no “aina”, kas radies 19. gs. otraja pusg, iesp&jams,
no libiedu valodas varda “aina” ar nozimi — zale, siens. — Red. piez.
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technique. I destroyed a thousand paintings from my twenties.

B.E.: Really? You did that?

AK.: Yes, really (Laughs). A thousand paintings. I painted every
day, and at the end of the month I thought, well, the world doesn’t
really need these paintings.

B.F.: Why?

A.K.: I just wanted to paint. | was curious about the immediate
present and [ painted a painting, and then another one, and at the
end of two years, it seemed the only thing I was interested in was
how much I learned. The painting itself was not interesting. I lived
in a place that had no heat, and I just used to bust them up and throw
them into the fireplace.

B.F.: So you were clearly more interested in the process
than the result.

AK:: In the learning, yes. Though some of the works survived,
for example, the one in the small room in the show. Those are the
ones [ didn’t destroy.

B.F.: How did you choose?

AK.: I don’t know. If they had too much labour in it [ maybe
threw them away, or if they were just boring. Who knows what I
thought. (Laughs). 1 don’t give a damn.

B.F.: That’s really strong!

A.K.: It was at the end of that more or less ten year period, I had
avery strong technique and you have a lot of audiences for the paint-
ings. You have the man of the street who likes the image. You have the
dealer who likes something he can sell. You have the museum’s cura-
tor who thinks it's worth hanging in the museum. You have the writer
who wants something interesting to write about. And you have the
painter who is interested in the actual painting. There are different
audiences, who see in the painting different objects. You know, you
can never control all five at once.

B.E.: So those contradictory expectations stressed you? Did
you want to make a sort of conscious pre-selection of what you
expected to be accepted by those audiences and what wouldn’t
be?

A.K.: No, I really didn’t care. Well, the paintings looked okay
when I did them and then, three years later, you get aware that they
are not that interesting. (Laughs) I cut some up to use them as corner
supports on stretchers. [ was moving to new areas. [ was doing rep-
resentational paintings, plein air paintings and [ didn’t come from an
academy where we learned how to do it, so I had to do experiments.
When I was making the paintings, I knew that they weren’t conven-
tional. For me, the second generation of abstract painters who were
from my age were doing beautiful paintings, but they were conven-
tional.

B.E.: You tried a new way.

A.K.: Like Joan Mitchell who is from the same age, she is a very
good painter, but her stuff is much more conventional than what [
was doing with those collages. So there was no way knowing if they
were good enough. I'm very surprised now, because they picked up
paintings that [ never have imagined hanging on a museum wall. [
still feel the same insecurity as when I depicted them...

1 Council of Europe, http://conventions.coe.int/Treaty/en/Treaties/Html/176.htm
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