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Kaiespéjams radit bezgaligu viegluma deju, nepartrauktas Saubas
un muzigas kustibas iespaidu ar visstatiskako un materialako
makslas veidu, ja neskaita télniecibu, proti - ar glezniecibu? Berliné
dzivojoSais polu gleznotajs Vavzinecs Tokarskis (Wawrzyniec
Tokarski) saruna skaidro savus makslinieciskas darbibas principus,
kas attiecinami uz trauslu robezu starp abstrakto ekspresionismu
un reklamas plakatu, starp vizualu poéziju un kritisku lozungu.
Vina gleznieciba ir ka nepartrauktaizzina, ka apzinas un atklasmes
attiriSanas process, kur no masu mediju absoliti trakas pasaules
panemtie elementi tiek parkartoti, lai raditu jaunas nozimes, kas teju
brinumaina karta paradas uz gleznas virsmas...

Barbara Feslere: Kas jiis interesé miisdienas sameéra retaja
un nemainigaja, tradicionalaja makslas veida - gleznieciba?

Vavzinecs Tokarskis: Ciktal es vien varu atminéties, par glez-
niecibu runa ka par mirusu, precizak - kop$ mana acu prieksa tadu
uzskatu veidoja Jozefs KoSuts, ar kuru es studéju kopa devindesmito
sakuma. Ta¢u $aja makslas veida joprojam ir daudz darama, lai ari
ne taja izpausmes stila, kada es médzu darboties. Es nedomaju, ka
gleznieciba biitu loti novecojusi, nedz ari ta salidzindjuma ar citiem
makslas veidiem biitu uzskatama par ipasi tradicionalu izteiksmes
lidzekli. Viss, kas maksla tiek izmantots, laika gaita iesaknojas,
un Saja konteksta tadi izteiksmes veidi ka instalacija, video vai
performance pat péc daziem gadiem sava zina kliist vienveidigi.
Glezniecibas trumpis no laika gala ir bijis tas, ka tai ir vieglak izvai-

How is it possible to create a never ending dance of lightness, a
thinking of continuous questioning and a work in progress in per-
petual movement with the most static and material medium in art
beside sculpture, that’s to say with painting? In the following con-
versation the Berlin-based Polish painter Wawrzyniec Tokarski ex-
plains his strategies on a tightrope between abstract expressionism
and the advertising poster, between visual poetry and critical slogan.
Painting lived as a permanent cognition and purification process of
covering and discovering, where elements picked up from a totally
crazy world of mass media are organized in an always different way,
in order to produce constantly new meanings which appear almost
magically from the coloured surface...

Barbara Fassler: What interests you in the medium of paint-
ing, nowadays a quite rare and still traditional technique?

Wawrzyniec Tokarski: It has been customary to talk of painting
as dead, since as long as I can remember, or more specifically since
it has been questioned to my face by Joseph Kosuth with whom I
studied in the early nineties. Despite this, there is still a lot of work
to be done in that genre, even though generally not in the way I am
using it.  also don’t think painting is very much outdated, neither it
is to be considered a particularly traditional medium in compari-
son. Everything you use in art gets established by time, so in this
context, even after a few years media like installation, video or
performance become sort of uniformed. The trump of painting since
forever is that it is easier to avoid being literal. In photography, for
comparison, it is possible to manipulate the subject, but hard to
stay ambiguous while doing that. In painting there are different
means to leave the conclusion open to the viewer without being ob-
vious about it. That is how [ understand the usage of the blur in the
paintings of Gerhard Richter. This is what attracts me most about
painting. I may not finish an image, and those white fields allow the
viewer to complete it.

B.E.: I noticed that you practice a very fast painting style with
gestural parts and dripping, we know from Abstract Expression-
ism, Neo-Expressionism or even the so-called “Bad Painting”.
Which are your own criteria of what is “good” painting for your-
self?

W.T.: Having criteria about what is “good” painting is not very
good for a start, although it is hard to avoid that, actually. I try, as
much as I can, not to pay attention to what could be “good” painting,
nor do [ try to do “bad painting” as an intentional choice. Neither
am I painting especially quickly, I think. In a similar way Abstract
Expressionism, even though it looks fast, has never been done
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rities no burtiskuma jeb precizas atkartosanas. Fotografija, pie-
meéram, ir iespéjams manipulét ar izvéléto tému, bet, to darot,
griti palikt neviennozimigam. Gleznieciba ir dazadi lidzekli, lai
secinajumu skatitajam atstatu atvértu bez acimredzamas skaid-
ribas. Ta es saprotu izsméréjumu (blur) lietojumu Gerharda Rihtera
gleznas. Tas mani gleznieciba saista visvairak. Es varu nenostradat
attélu lidz galam, un tie baltie laukumi lauj skatitajam to pabeigt.

B.F.: Es pamaniju, ka jiis gleznojat loti atri, ar veikliem trie-
pieniem un nopilinajumiem, kadus més pazistam no abstrakta
ekspresionisma, neoekspresionisma vai pat no ta sauktas slik-
tas glezniecibas. Kadi ir jiisu pasa Kritériji par to, kas ir “laba”
gleznieciba?

V.T.: Nav nemaz labi, ja sakuma ir kritériji, kas ir “laba” glez-
nieciba, lai gan patiesiba no ta ir griti izvairities. Es, cik vien varu,
cenSos nepiegriezt véribu tam, kas varétu biut “laba” gleznieciba,
nedz ari apzinati méginu taisit “sliktu” glezniecibu. Man $kiet, ka
es ari negleznoju Ipa$i atri. Lidziga veida abstrakta ekspresionisma
darbi, lai gan izskatas, nekad nav uzgleznoti atri. Man stradajot patik
novérsties, lai iegiitu distanci. S1viena sola spersana uz priek$u un
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quickly. I like to be distracted while working, to gain distance. This
going a step ahead and two back again helps me to avoid getting
caught in a mantra of repetition and self confidence. What creates
the impression that the paintings are fast is their quality of laziness
or conciseness. | believe an image is as good as it is simple. On the
other hand, chance and confusion are still an important part of my
approach...

B.F.: Painting may be a clarifying process from confusion to
clearness and simplicity?

W.T.: Of course, this is one of the aspects why I've chosen this
medium. During the painting process you actually have time and
means to reconsider. This is not possible in an immediate tech-
nique, where the product is done in one click. In painting it is neces-
sary to actually progress on it, being exposed to the sometimes tire-
some and unpleasant process of clarification. Less is more...

B.F.: When I saw your art for the first time I thought that it
could be the product of different people, because you apply a
wide range of different styles from abstraction to figuration,
from graphics to typography. What holds your work together?




divus atpakal palidz man izvairities no iestrégSanas atkartosanas
mantra un pasparliecinatiba. Tas, ka gleznas top atri, ir bezriipibas
vai koncentrétibas kvalitates radits iespaids. Uzskatu, ka tirs, ne-
sarezgits attéls ir labs. No otras puses, nejausiba un neskaidriba
joprojam ir svariga manas darba metodes dala...

B.F.: Vai gleznojot no neskaidribas iespéjams iegit skaidribu
un vienkarsibu?

V.T.: Protams, tas ir viens no aspektiem, kadé] es esmu izvélé&jies
$0 mediju. Isteniba glezno$anas laika tev ir laiks un lidzekli, lai
visu ripigi apdomatu. To nav iespéjams izdarit kada momentana
medija, kura galarezultats tiek panakts ar vienu klikski. Reizém,
lai giitu panakumus glezniecib3, ir japaklaujas nogurdinoSam un
nepatikamam apskaidribas procesam. Mazak ir vairak...

B.F.: Kad es apskatiju jusu darbus pirmo reizi, nodomaju,
ka tos varétu biit radijusi dazadi cilveki, jo jus izmantojat plasu
dazadu stilu spektru - no abstrakcijas lidz figuralismam, no zi-
méjuma lidz burtu uzdrukasanai. Kas jiisu darbus satur kopa?

V.T.: Man patik par tiem domat ka par visu Visumu. Tam ir da-
zZas robezas, bet tas ir bezgaligs. Es nesaprotu, kapéc man vajadzétu

W.T.: I like to think of it like the whole Universe. It has some
boundaries, but it’s endless. I don’t understand why I should arti-
ficially limit myself. We have only one life, but all the same we are
not limited to one point of view. I prefer to search through multiple
perspectives, rather than remain constrained to a straight “one way”
road. Everything interests me. Today it might be politics, tomorrow
it might be what happens on the moon. I don’t feel obliged to fulfil
any duty.

B.F.: I meant more the formal aspect than the topics. You
use different styles and formal codes, maybe influenced from
the history of art.

W.T.: Sure, you can see that just as quotations, but also it is al-
together impossible to avoid a personal note, therefore I'm not in-
sisting on anything intentionally special and recognizable in my
art, on any sort of personal signature. Trying to be special is always
limiting yourself. Look at Beuys or Warhol, the work doesn’t dissoci-
ate itself from the outside world by artistic means, quite on the con-
trary. I would not even dare to speak about a style or convention. It
is completely out of question in this context.
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sevi ierobezot. Mums ir tikai viena dzive, bet tas laika més neap-
robezojamies ar vienu viedokli. Labak izvélos izpétit vairakas
perspektivas, nevis aprobezojos ar taisnu vienvirziena celu. Mani
interesé viss. Es nejiitos spiests pildit kadu pienakumu.

B.F.: Es vairak domaju formalos aspektus ka témas. Jus, ie-
spéjams, ietekméjaties no makslas véstures, izmantojat dazadus
stilus un formalos kodus.

V.T.: Protams, jis manus darbus varat apskatit vienkarsi ka
citatus, bet, kopuma nemot, nav iespéjams izvairities no perso-
nigam piezimém, tapéc es tisi sava maksla neuzsveru neko ipasu
un atpazistamu, jebkada veida personigo rokrakstu. Censanas bt
ipasam vienmeér tevi ierobeZo. Paskatieties uz Boisu vai Vorho-
lu, vinu darbi neierobezo sevi ar arpasaules makslinieciskiem
lidzekliem, tiesi otradi.

B.F.: Vai darba aplikota probléma jums ir daudz svarigaka
neka forma?

V.T.: Saturs, protams, ir biitisks, forma ir tikai raksturlielums.
No otras puses, tu no sevis ka témas ar griitibam vari izvairities
sava darba. Tas spiezas cauri. Ta ka es neesmu spéjigs sevi izjust
tiesi, man ir jamégina sevi saprast caur pasauli ka caur spoguli,
tapéc man nav vajadzibas izcelt mani pasu.

B.F.: Pirmais iespaids par jisu darbiem ir tads, ka tie ir mil-
zigos, gandriz monumentalos izméros. Jums nepiecieSams lie-
laks vizualais iespaids, jiis vélaties atdarinat reklamas efektu
uz ielam vai jiis cenS$aties ka zem kupola ieskaut un ta iesaistit
skatitaju? Vai jus varétu izskaidrot savu izvéli?

V.T.: Katrs no jisu pienémumiem ir dala no atbildes. Es nesauk-
tu darbus par monumentaliem, jo vards “monumentals” man izklau-
sas ka zvérests - tas ir kaut kas tads, kas mégina but lielaks, neka
patiesiba ir, kamér es visu laiku cenSos palikt samérigs. Jums
vajadzeétu nemt véra, ka attéla izmérs vienmer ir saistits ar kon-
tekstu, kura tas paradas. Man lielas formas patik, jo tas nav tikai
atslégas caurums, caur kuru paliirét, bet kliist par dalu no ainavas,
tikpat ieraugamu ka arhitektara.

B.F.: Esmu ievérojusi, ka loti bieZi jiusu gleznas izstadées
ir novietotas vienada augstuma, lai telpa iegiitu savveida
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Arhitektu k|Gda
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Gouache on cotton
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B.F.: The issue is more important than the form, for you?

W.T.: The content of course is essential, the form is only an at-
tribute. On the other hand, you can hardly avoid making a subject
of yourself in your own work. This seeps through. As I am unable
to experience myself directly, [ must try to understand myself
through the world, as a mirror, therefore I don’t need to put the
accent on myself.

B.F.: Another first impression of your works is their huge,
almost monumental dimension. Do you look for more visibility,
do you want to imitate the effect of advertising in the streets
or do you try to englobe and so integrate the viewer? Could you
explain your choice?

W.T.: Each of your suppositions is a part of the answer. [ wouldn’t
call the works monumental, because the word “monumental” sounds
to me like swearing, it's something which tries to appear bigger than
it really is, while I am trying to stay appropriate at all times. You
should consider that the size of an image is always relative to the
context where it appears. What I prefer in the bigger format is that
itisn’t just a keyhole to peep through, but it becomes part of the
scenery, as obvious as architecture.

B.F.: I've noticed that very often in your exhibitions the paint-
ings are the same height, rather than the same overall scale, to
become a sort of “layout” and a regular grid in the space. Do you
calculate the exhibition settings when deciding the dimension
of a single artwork?

W.T.: No, but I try to keep the work modular. It enhances vari-
ability and allows rearrangements. I try not to put too many exter-
nal form variables into the equation, because there is enough diver-
sity inside the paintings themselves. An artist is not an omnipotent
objective entity and should have the possibility to reconsider and
adopt his work if need be.

B.F.:  now would like to come back to the issue of the ad-
vertisement. You apply visual and communication methods of
advertising, but your message is often ambiguous, not direct or
even ironic. How do you construct your images and how do you
generate meaning in your paintings?




izkartojumu, klitu par regularu rezgi. Vai jus izskaitlojat
izstades ekspozicijas uzbuvi, kad izlemjat par makslas darba
izméru?

V.T.: Ng, bet es cenSos saglabat darbus modularus. Tas palie-
lina manas variaciju iespéjas un paklaujas parveidei. Es méginu

dojuma, jo pasas gleznas jau ir pietiekami liela dazadiba. Mak-
slinieks tacu nav nekada visuvarena objektiva biitne, un vinam ne-
piecieSama iespéja pardomat un, ja vajadzigs, darbu pielagot.

B.F.: Es gribétu atgriezties pie jautajuma par reklamu. Jis
pielietojat reklamas vizualas un komunikacijas metodes, bet
jusu vestijums biezi vien ir divdomigs, nevis tiess vai pat iro-
nisks. Ka jis veidojat savus attélus, un ka jus radat gleznu jéegu?

V.T.: Protams, reklamai ir skaidrs meérkis pardot jums kaut ko,
bet veids, ka reklama veidota, ir Joti mainijies pédéjo divdesmit gadu
laika. Reklama pati par sevi nav bez ironijas. Patiesiba es pat teik-
tu, ka taja pasaulé nav iespéjams biit nopietnam.

B.F.: Tatad jus domajat, ka beigu beigas tas nemaz nav tik
atskirigas?

VavZinecs Tokarskis
Vispilnigakas krasas
Audekls, guasa /
Wawrzyniec Tokarski

The most complete of colors
Gouache on cotton
300x300 cm. 2006
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Publicity photos

Pateiciba maksliniekam / Courtesy of
the artist

W.T.: Of course, an advertisement has a clear aim to sell you
something, but the way advertising is formulated has been chang-
ing a lot, even in the last twenty years. An advertisement itself is
not free of irony. Actually, [ would say that it is not possible to be
serious in that world.

B.F.: So you think they are not so different in the end?

W.T.: I think what distinguishes my work from advertising is
that I'm selling something else.

B.F.: What?

W.T.: If I knew... Every day it’s a different item.

B.F.: Do you sell a message or do you sell a painting?

W.T.: This question is like if light is made of waves or particles.
A message in a painting is manifested in a material way, so, if [ am
selling a message, [ might be also selling a painting.

B.F.: Which is the relationship between text and image?
Could we say that One plus One is Three? A third meaning is
generated from the two original elements? How would you de-
scribe this mechanism?

WT: The sum of elements is usually supposed to be more than
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V.T.: Es domaju, ka manu darbu no reklamas atskir tas, ka es
pardodu kaut ko citu.

B.F.: Ko?

V.T.: Ja es zinatu... Katru dienu ta ir cita lieta.

B.F.: Jus pardodat véstijumu vai gleznu?

V.T.: Tas ir kaut kas lidzigs jautdjumam, vai gaisma ir radusies
no vilniem vai skaliem. Véstijums glezna paradas materiala veida,
lidz ar to, ja es pardodu véstijumu, es varétu pardot ari gleznu.

B.F.: Kada ir saistiba starp tekstu un attélu? Vai més varam
teikt, ka viens plus viens ir tris? Vai rodas tresa nozime no diviem
sakotnéjiem elementiem? Ka jus aprakstitu $o mehanismu?

V.T.: Elementu summai vajadzetu but lielakai neka tikai to
kombinacijai. Pieméram, ja jis biivéjat masinu, rezultata rodas kaut
kas vairak neka tikai skriivju un detaJu savakums, jo masinai biis
radies vairak funkciju neka tad, ja Sos elementus jis noliksiet viena
rinda citu citam blakus uz gridas. Aritmeétiskais jautajums, cik ir
viens plus viens, ir ar jautajums, kadu aksiomu jis izvélaties. At-
ceros kadu 80. gadu polu karikatiiru, kura pilis nésa uzrakstus
“2x2=5", kas, lai cik divaini biitu, varétu bt labs pamats, uz ko
meés esam radusi balstit aritmétiku. Probléma ir taja, ka ikdienas
pasaule nebis spéjiga empiriski apstiprinat rezultatus, kas sa-
sniegti ar Sadas sistémas palidzibu, tadéjadi ta tiks padarita praktiski
nelietojama. Tacu zinatne konstanti izgudro dazadus instrumentus,
lai izprastu pasauli arpus mums pieejamas miesiskas pieredzes, un
es ticu, ka makslai ir tadas pasas tiesibas radit jaunus rikus, kas tiek
lietoti tiem paSiem merkiem.

B.E.: Runajot par pretrunam, vai domajat, ka jus ar tekstu,
kas ir ka paraksts zem fotografijas, didaktiski neizcelat attéla no-
zimi? Teksts var iedarboties ka skatama attéla burtisks apraksts
vai gluzi pretéji - teksts var atvert citu jégas dimensiju, kas var
radit spriedzi starp abiem iepriekSminétajiem.

V.T.: Es saprotu, par ko jis runajat, bet es nezinu, vai es So dalu
visas situacijas konsekventi un apzinati kontrolé&ju. Attélam blakus
esoSam tekstam vajadzétu to papildinat. Tas nozimé, ka attéls sa-
tur kadu informaciju un teksts So véstijumu papildina, precizé vai
ir pretruna ar to. Tas biitu optimali, tacu komercpasaulé, pieméram,
parak liela iztéloSanas ir lieka. Paskatieties miizikas video, kur
miizika ir galvena un video parasti ir tikai papildinajums. Reklama
jus biezi redzésiet bildes, kuru vienigais mérkis ir nokert jisu uz-
manibuy, jiis jau zinat - “pardod seksu” un tada gara...

B.F.: Makslas pasaulé parasti ir citi noteikumi neka rekla-
mas pasaulé, kura ir loti skaidri mérki un komunikacijas stra-
tégija, tas funkcija ir noteikta, pat ja ta ir ironiska. Maksla ir
daudz poétiskaks konteksts un atvértaks vestijums. Manuprat,
jus savos darbos parbaudat $is robeZas, izmantojot reklamas
tematus un stratégijas, transponéjot to makslas pasaulé. Jisu
dzéligos un neparprotamos véstijumus varétu uztvert ka pro-
vokaciju makslas sféra.

V.T.: STiemesla dé] es sakotnéji nebiju maksla. Bet, no otras pu-
ses, neesmu pirmais makslinieks, kurs kéries klat Siem jautajumiem.
Tadi cilvéki ka Barbara Krigere, kas izturas pret makslu ka pret sa-
zinas lidzekli, saka savu karjeru reklamas nozaré. Maksla ka no
pareéjas pasaules izoléta zona mani nekad nav intereséjusi. Es to
neveértéju ka kaut ko tadu. Man ta ir ka kaut kam noderigs instru-
ments. Daudzi uzskata, ka makslai vajadzétu but transcendentalai,
bet, manuprat, ta ir ilizija. Tev ir janem labakais no abam pasaulém.
Uzgleznota attéla “neprecizais” téls nonak sadursme ar skaidro
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just the combination of them. For example, when you build a car,
the result is more than just an accumulation of screws and the
parts it consists of, because it has more functionalities than all the
elements aligned next to each other on the floor. The arithmetic
question, what is the sum of one plus one, is also the question of
what axiom you choose. I recall a Polish cartoon from the eighties,
amob carrying statements “2 x 2 = 5” which, funnily enough, might
be as good a foundation to base arithmetics on as the one we are
accustomed to. The problem is that the everyday world wouldn’t
be able to empirically confirm results achieved with such a system,
making it practically unusable. But science is constantly reinvent-
ing its tools to understand the world beyond what is accessible to
our bodily experience, and [ believe that art has the same right to
redefine the tools that are used for its own aims.

B.F.: When you speak about contradiction, do you then mean
that you are not underlining the meaning of an image with the
text in a didactic way, like a credit line under a photograph? The
text can function as a literal description of what you see in the
picture, or on the contrary, the text can open another dimension
of meaning, which can produce a sort of tension between the
two.

W.T.: [ understand what you are talking about, but [ don’t know
if  am consistently and consciously controlling this part in all situa-
tions. Generally the text next to an image is supposed to be comple-
mentary to it. This means that the image provides some information
and the text assists, refines or contradicts that message. While that
would be optimal, in the commercial world, for instance, a lot of
the imaginary is redundant. Look at music videos, where the music
is the subject and the video, usually, is just an addition to it. In an
advertisement, you will often see pictures whose only aim is just to
catch your attention, you know, “sex sells” and the like...

B.F.: Normally in the art world there are other rules than
in the world of advertising, where you find a very clear aim and
communication strategy, even if it’s ironic, the function is de-
fined. In art, you move in a poetic context and the message is
more open. I think in your work you are testing those limits, using
advertising matters and strategies, then transposed into the art
world. Your cutting and univocal messages could also be per-
ceived as a provocation in the art sphere.

W.T.: This is why initially I was not into art. But on the other
hand, I'm not the first artist addressing those issues. People like
Barbara Kruger, who treats art as a communication medium, start-
ed her career in advertising. | was never interested in art as an iso-
lated zone from the rest of the world. I do not value it just as such.
For me it is a tool, useful for something. For many, art is supposed
to be transcendent, but I think this is an illusion. You have to take
the best of both worlds. The ‘not accurate’ character of the painted
image clashes together with the clear statement of the verb.

B.F.: Your paintings are a collage of quotes from our visual
and verbal culture. Could we assume that the flow of pictures
which is bombarding us through the mass media influences or
more precisely constitutes our perception of the world?

W.T.: Obviously you cannot avoid that. I think we are partly
conscious of this influence, on the other hand we are exposed to a
constant flow so much that the most of it escapes our attention. I
don’t see the artist as a creative entity, that’s a religious category.
By catholic definition, to create means to make something out of




varda apgalvojumu.

B.E.: Jiisu gleznas ir vizualas un verbalas valodas citatu ko-
laza. Vai més varam pienemt, ka attélu straume, ar kuriem miis
bombardé masu mediji, ietekmeé vai, prezicak, veido miisu pa-
saules uztveri?

V.T.: Jis no ta nevarat izvairities. Es domaju, ka daléji més
apzinamies So ietekmi, no otras puses, més esam tik Joti paklauti
Sai pastavigai informacijas plismai, ka lielaka dala no tas izgaist
no musu uzmanibas. Es neredzu makslinieku ka radoSu butni, ta
ir religiska kategorija. Péc katolu definicijas radit nozime izga-
tavot kaut ko no neka. Tas biitu pretruna ar termodinamikas li-
kumiem, tapéc es negrasos to nopietni apspriest. Vieniga lieta, ko
meés, makslinieki, citu starpa varam izdarit, péc mana pazemiga
viedokla, ir tas, ka més varam pastavoSo matériju un informaciju
parstradat.

B.F.: Juis biezi savas gleznas lidztekus attéliem un tekstiem
ieklaujat daZus logo, kur daudznacionalas kapitalistiskas
kompanijas ir noliktas vienlidzigas pozicijas ar nevalstiskam
organizacijam Vai ar So ricibu jis pazinojat, ka viss tapat ir
firmas zime, pieméram, Virgin, Ferrari, karogs vai makslas
darbs, un tas varétu biit ari uzskatams par simbolu, ikonu vai
kulturalu paradigmu?

V.T.: Beigu beigas mani vairs neinteresg, kas ir logo un kas nav.
Es pret pieejamo vizualo télu valodu izturos vienadi - nav svarigi,
vai pamata ir starptautisku korporaciju, valstu vai nevalstiskas
humanas palidzibas organizacijas attéli. Es tikai gribu uzsvert, ka
viss ir apSaubams.

B.E.: Tatad vai més varam definét to ka socialo simbolu iztir-
zaSanu, uzskatot Ferrariun Virgin par miisu kultiiras “logo”?

V.T.: Protams, krusts, jaunava, zivs, pusmeéness... tie visi kaut
ko atspogulo noteikta konteksta. Més uztveram projekcijas visur,
vai nu més to apzinamies vai ne. Koka zimé&jums ir ta projekcija uz
papira virsmas. Objekts kliist par subjektu, un virsma ir konteksts.
Teorijas un visparindjumi nebiitu pat iespéjami bez sadi ieviestas
abstrakcijas.

B.F.: Tagad es gribétu uzdot jums daudz praktiskaku jauta-
jumu. Ka jus radat témas, par kuram runajat savas gleznas?
Tas nosedz gandriz neierobeZotu jautajumu loku, sikot ar me-
tafiziku un beidzot ar miisu pasaules, laika vai iespéju atspo-
gulojumu un, protams, ar makslas pasauli pasu par sevi. Ka
darba, kur jus uz abstrakta ekspresionisma stila raditas glez-
nas rakstat “Lai iegiitu pla§aku informaciju, zvaniet +49 (0)
179 50 20 885", piedavajot personigu palidzibu makslas darba
skatitajam.

V.T.: Es savu pieeju nosauktu par pseidonejausu. Es vienkarsi
censos spontani reagét uz jebkuru tému, kas mani taja bridi piesaista.
Ka jau es jums ieprieks teicu, esmu nezéligs pretinieks jebkurai
sistémai, patja tas ne vienmér nostrada. Censos izvairities no iera-
dumiem. Es censos neveidot principus, iznemot tadus, lai sasniegtu
mérkus pa isako celu. Personigi es to uzskatu par vissvarigako, lai
iespéju robezas saglabatu brivibu, lai jau rit nonaktu pretruna ar
pasa Sodien teikto.

No anglu valodas tulkojusi Elina Diice

nothing. It would contradict the laws of thermodynamics, there-
fore I'm not going to seriously comment on this. The only thing we
artists, among others, can do, in my humble opinion, is processing
the existing substance and information.

B.E.: You often integrate, beside images and texts, some logos
into your paintings: those of multinational capitalistic compa-
nies are treated the same way as those of humanitarian orga-
nizations. Are you declaring by this move that everything is a
logo the same way, for instance a Virgin, a Ferrari, a flag or an
artwork, and could as well be seen as a symbol, an icon or a
cultural paradigm?

W.T.: At the end of the day I'm not interested in what is a logo
and what is not. I treat the available imagery alike, no matter if in-
spired by international corporations, states or humanitarian non-
governmental organizations. I just want to underline that every-
thing is questionable.

B.E.: So could we define it as a questioning of social symbols,
considering a Ferrari and a Virgin a “logo” of our culture?

W.T.: Of course - the cross, the virgin, the fish, the crescent
moon... all that represents something in a given context. We utilize
projections everywhere, whether aware of it or not. A drawing of a
tree is its projection on the surface of paper. The object becomes the
subject and the surface is the context. Generalizations and theo-
ries based thereon would not even be possible without abstraction
introduced in this way. But here we enter territory where I do not
feel very comfortable.

B.E.: Now I would like to ask you a more practical question.
How do you generate the topics you talk about in your pictures?
They cover an almost unlimited range of issues, from metaphys-
ics to reflections on our world, time or chance, and of course
about the art world itself. Like in the painting where you write
on an abstract expressionist painting “For further information
call +49 (0) 179 50 20 885", offering personal assistance to the
viewer of the artwork.

W.T.: | would call my approach pseudo-random. I am just trying
to react spontaneously to whatever subject I am attracted to at the
moment. There is no system or strategy behind it, as I told you be-
fore,  am violently opposed to any system, even if it doesn’t always
work out. I try to avoid habits. I try not to set up principles, except
to reach targets by the shortest way. Personally I see it as most im-
portant to maintain freedom, as far as possible, even if for the sake of
contradicting tomorrow everything I say today.
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