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Iréne Huga (Iréne Hug) saruna mis aicina neuztvert visu tik nopiet-
ni, ka tas izskatas. Loti atskirigi no tirajiem, lakoniskajiem amerikanu
minimalistu un konceptualistu panémieniem Iréne Huga savas ar klie-
dzoS$i raibiem objektiem, gleznam un fotografijam ciesi piepilditajas
telpas bombardé mis ar véstijumiem, kas aizskar dzivei svarigo. Ber-
liné dzivojosa SveicieSu maksliniece aspratigi apSauba misu ticibu ob-
jektivas pasaules patiesibam (un to attélojumam), ka ari mudina miis
lidz paSiem pamatiem izzinat lietu un vardu isto nozimi, kas slépjas
aiz aréja tela. Dzilaka izpratne un nepartraukts atzinas process ir
iespéjams vien universalas Saubas, kas vispirms noarda pasaules
virsslani. Tikai un vienigi pastavigi apSaubot, més spéjam lietas ap-
likot no jauna un ar valodas palidzibu atkal un atkal iedzivoties pa-
saulé, izejot nebeidzamu apSaubiSanas un atkartotas definésanas ciklu.
Valoda kliist par Irénes Hugas galveno domasanas darbariku, un tas
nozime paraug valodas ka darbarika lietoSanas robeZzas. Vardi, kas
aizdomajas par pasu valodu, Irénai izaug no telpas un kliedz uz mums
pilna kakla, lai ieskaidrotu, ka ikviens vards un tadéjadi ari katra
nozimes pieskir§ana pasaulei ir tikai un vienigi cilvéku roku darbs un
ka aiz valodas robezam pasaule izplén gaisa. Magiska noskana istab-
augu énas veido vardus, kas mums atkal brutali norada uz ilaziju: Don’t
take it as read (“Neuzskati to par paSsaprotamu”). Bez énam paliek
parivien “Mulkigas lietas”, “Fatals apgalvojums” vai labakaja gadijuma
“Substitiits” valoda ka aizstajéja lietam, ko ta apzimé, jeb maksla ka
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In our conversation, Irene Hug invites us not to take everything as
seriously as it may appear. In stark contrast to clean, laconic American
minimalist and conceptualist approaches, Hug’s boldly colourful ob-
jects, paintings and photographs in tightly packed spaces bombard us
with messages about the important things in life. The Swiss artist, who
resides in Berlin, wittily undermines our faith in the objective world
(and its depiction) and urges us to grasp the deeper meaning of things
and words hidden behind their external image. Only universal doubts
that strip away the world’s surface layer can facilitate deeper under-
standing and an uninterrupted process of learning. Only through per-
petual doubt can we see things anew and use language to rediscover the
world again and again, undergoing an endless cycle of doubt and rede-
finition. Language is Hug's main cognitive working tool, and its mean-
ing transcends the limits of using language as a tool. For Hug, words
that hint at language itself grow out of space and scream at us at full vol-
ume to explain that every word and therefore any assignation of mean-
ing to the world is entirely created by humans, and beyond the boun-
daries of language the world evaporates into thin air. The shadows of
the potted plants magically create words that once again brutally re-
veal the illusion: Don't take it as read. Only Silly Things, Fatal Statement
or in the best case Substitute remain without shadows: language as a
substitute for the things it names or art as a substitute for a substitute
oracopy of a copy.
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aizstajéja aizstajéja vai ka kopijas kopija.

Barbara Feslere: Vai pasaule ir tikai un vienigi mani un cilvéku
izdomajums?

Iréne Huga: Vai visa pasaule ir mani, es nevaru pateikt, bet kat-
ra zina ta ir cilvéku izdomajums. Es esmu cilvéks un redzu pasauli ka
cilvéks. Viss, ko més uztveram un iedomajamies, vienmeér ir tikai un
vienigi no cilvéka skatpunkta. Tatad es varu pasauli ieraudzit tikai no
sava cilvéciskas blitnes novérosanas torna, tigeris vai gliemezis drosi
vien redzétu citu pasauli.

B.F.: Tatad pasaule nav manu téls?

I.H.: Mani attiecas uz to, vai kaut kas ir patiesiba vai izdomajums.
Es sliecos domat, ka viss ir izdomajums.

B.F.: Tapéc zem tava vienradza stav rakstits ergo sum (“tatad
esmu”)?

I.H.: Tad, kad es izdomaju un radu vienradzi, tas eksisté ari pa-
tiesiba, proti, Sis organiska stikla un aluminija vienradzis.

B.F.: Un burtu skulptiiras “Mulkigas lietas” atraSanas vieta
tiesi lidzas tavas galerijas ipaSnieka darba galdam tacu nevar biit
sakritiba? Vai tas ir dzeliens makslas tirgum, makslas pasaulei vai
pattevis pasas makslai?

I.H.: Par to es gan publiski neizteik$os, jo tam varétu biit neat-
griezeniskas sekas. Lai komenté mans galerists, kurs o véstijumu ir
itin labi sapratis, ko vins$ jau ir apliecinajis isa piezimé.

B.F.: Bet vai maksla ir realitates atveids vai drizak tas sub-
stitiits? Ar to domaju tavu burtu skulptiiru, kas veido tiesi So
vardu.

I.H.: Esvaru vien paskaidrot, ko man nozimé darbs “Substitits”. Ko
tas nozimé makslai kopuma, ir parak plass jautajums. Skulptiira veidota
no trisdimensionaliem burtiem, kas izgatavoti no vienreiz jau lietota
koka. Rakstu zimes man vienmeér saistas ar kaut ko priekSmetisku, pat
ja tas ir nodrukatas. Rakstitais teksts man ir ne vien virsma, bet ar1
objekts. So aspektu es uzsveru savos darbos, vardiem pieskirot telpisku
dimensiju - ta, ka tie telpa klist klatesoSi. Agrak mebelém izmantotais
koks liek burtiem izskatities ka tadam mébelém. Tie ir sakrauti cits uz
cita ka galdi un krésli pirms gridas mazgasanas. Vardi pasi par sevi
ir substititi tam, ko tie apzimé. Vards “galds” nav tas pats, kas galds.
Burti veido skanas, kas savukart savienojuma veido jégu, ka, piemé-
ram, “galds” vai “substitits”. “Substitits” atSkiriba no “galda” veido un
aizstaj pats sevi.

B.F.: Vai var apgalvot, ka vards ir aizstajéjs objektam vai jé-
dzienam, ko tas apzime?

I.H.: Neliels ekskurss valodnieciba: vards sastav no burtiem. Burti
ir abstraktas zimes, kas apzimé skanas, kuras “pareizi” savienojot
veidojas vards un ta nozime, pieméram, “galds”. Tacu vards “galds”
nav tas pats, kas galds, tas ir galda substitiits, aizstajéjs. Skulptiiras
“Substitiits” gadijuma tas izskatas Sadi: ta aizstaj aizstajéju. lestajas
tada ka domasanas cilpa. Jédziens nav tas pats, kas lieta, savukart lietas
attéls nav tas pats, kas uzrakstitais teksts. Kas tad isti ko atspogulo?
Tas ir bieZs motivs manos darbos: ko reprezenté zimes?

B.F.: Vai rakstitais teksts atspogulo realitati vai reprezenté to?

I.H.: Ab&jadi! Ta ir realitate, jo fiziski klatesoSa, un reprezenté to
ideju, kas izteikta rakstiski.

B.F.: Materials vai nematerials substitiits? Atspogulojums vai
patilazija? Viena tava darba ir teikts: De omnibus dubitandum est
(“Par visu jasaubas”). Vai mums tieSam par visu ir jaSaubas? Un,
ja ta, tad kas saskana ar $o radikala skepticisma neaprakstito
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Barbara Fassler: Is the world entirely composed of deceptions,
ahuman construct?

Iréne Hug: Whether the whole world is a deception I cannot say,
butitis certainly the product of human imagination. I am a human being
and see the world through human eyes. Everything that we perceive
and imagine is solely from the human viewpoint. Therefore I will see the
world from my human observation tower, while a tiger or a snail would
probably see another world.

B.F.: So the world is not a deception?

I.H.: Deceptions relate to whether something is true or imagined.
Itend to think that everything is imagined.

B.F.: Is that why ergo sum (‘therefore I am’) is written beneath
your unicorn?

I.H.: When I imagine and create a unicorn, it also exists in reality;
thatis this unicorn of organic glass and aluminium.

B.F.: And the positioning of the letter sculpture Silly Things right
beside your gallery owner’s desk - surely this isn’ta coincidence? Is
this a dig at the art market, the art world or even your own art?

I.H.:  won't say anything about that in public, because there may
be grave consequences. I'll let my gallery representative comment on
this, as he has seen the message and understood what it means, and has
already issued a brief statement.

B.F.: Butis art a form of reality or its Substitute? By that | mean
your letter sculpture which forms this word.

I.H.: [ can only say what the work Substitute means to me. The
question of what it means to art as a whole is too broad. The sculpture
is formed from three-dimensional letters made from re-cycled wood.
Letters, even printed ones, have always been associated for me with
something practical. For me, written text is not just the surface, but
the object itself. | emphasise this aspect in my work by giving words a
spatial dimension, so that they become present in space. Wood previ-
ously used in furniture makes the letters look like furniture. They are
piled one on top of another, like tables and chairs before the floor is
mopped. Words in themselves are substitutes for what they designate.
The word ‘table’ is not the same thing as a table. Words form sounds,
which in combination form meaning, for example ‘table’ or ‘substitute’.
Unlike ‘table’, Substitute creates and substitutes itself.

B.F.: Is it possible to say that a word is a substitute for the ob-
jector conceptit describes?

I.H.: A small detour into linguistics: a word consists of letters.
Letters are abstract signs designating sounds which when “correctly”
joined create a word and its meaning, for example, ‘table’. But the word
‘table’ is not the same as a table - it is a table substitute, a replacement.
In the case of the sculpture Substitute it works as follows: it replaces the
replacement. A sort of thought-loop sets in. A concept is not the same
as a thing, and the image of a thing is not the same as written text. So
what really reflects what? This is a common motif in my works: what
do signs represent?

B.F.: Does written textreflect or representreality?

I.H.: Both! It is reality because it is physically present, and it re-
presents the idea expressed in writing.

B.F.: A material or non-material substitute? A reflection or an
illusion? In one of your works it is stated: De omnibus dubitandum
est (‘Everything must be doubted’). Should we really doubt every-
thing? And if so, then what, in connection with the blank page of
this radical scepticism, remains after us in the world? Won’t even
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lapu paliek aiz mums pasaulé? Vai pat saprats mius vairs neglabs?
Te domaju tavu gaismas kasti Farewell To Reason (“Ardievas sa-
pratam”).

ILH.: Mans jautajuma uzstadijums gan nav tik plass, ta ir tava
interpretacija, kas ari1 ir iesp€jama. Tu jau pieskaries filozofiskajam
kontekstam. Savos fotodarbos es ar Photoshop programmu mainu da-
zadus reklamas sauklus, ko esmu atradusi uz plakatu stendiem. Ka-
da no ielas ainam nebiit ne nejausi paradas Sis teikums, ka par visu
vajadzétu Saubities. Es neprotu latinu valodu, tadé] sakuma sapratu
tikai vardu “omnibuss”, kas man skita smiekligi. Tikai tas, kurs saprot
81 latinu teikuma nozimi, var saprast to, ka teikums varétu attiekties
uz pasu makslas darbu, jo teikumi tacu tiek manipuléti un lidz ar to
ari véstijumi nav isti. Maldi un tiem sekojosas Saubas ka nozimes par-
raidiSanas lidzeklis tadéjadi klist par savdabigu celvedi un manu
darbu lasiSanas veidu. Nevajag sekot bultai (Farewell To Reason) un at-
vadities no saprata!l

B.F.: Tatad ir jasaubas par iespéju kaut ko attélot patiesi, ka
arivispar par fotografijas objektivitati.

LLH.: Esmu parliecinata, ka apSaubiSana jau noris lidz ar digitala
laikmeta piedavatajam jaunajam iesp€jam. Kada cita attéla ir redzams
teikums, kas pievérs uzmanibu Sai tendencei: “Kas ir fotografija?”
Tas lasams tie$i virs fotopiederumu veikala ieejas. Saubi$anas ir in-
teresanta nodarbe, ta ir priekSnoteikums domasanai vai analizei, kas
ariir itin jauks Rietumu pasaules tikums jau kop$ antika laikmeta un
tad atkal kop$ 16. gadsimta. Saubas vienmér ir vieta. Més $aubamies
ari tad, kad redzam kadu no maniem attéliem, kaut gan varétu ari jau-
tat, par ko tad tur tiesi jaSaubas: par uznémumu zimoliem, reklamas
saukliem, produktu izcelsmi, uznémumu vésturi? Saubas iespéjams
nolasit dazados limenos: filozofiski, eksistenciali, reali vai ari attieciba
uz makslu ka tadu. Izmantot Saubas maksla nozimé pavisam konkréti
apSaubit jebkuru attélojumu vai maksliniecisku izpausmi.

B.F.: Vai tu ar saviem eksistencialajiem, urdosajiem izteicie-
niem velies provocét vai drizak atbrivot skatitaju no vina pate-
rétaja eksistences un mudinat uz aktivam pardomam?

I.H.: Ja vien skatitajs uztver, ka tur ir kaut kas mulsinoss, kas jau
valodas dé] vien neiederas attéla, pieméram, teikums francu valoda
fotografija no Dienvidamerikas, tad jau nu biitu jaklist aizdomigam
un jadoma, ka kaut kas ir divaini. Sddos mulsuma briZos skatitajs klast
uzmanigs, nojaus, ka tur kaut kas varbiit nav kartiba, un sak meklét
citas neatbilstibas. Mani pasu interesé meklét ka sunim péddzinim un
risinat miklas: pieméram, sameklét “Vikipédija”, kas bija Rokselana
(Roxelane). Ko gan tas turku frizieris vispar bija domajis? (Fotoattéla
Hidden Woman - “Paslépta sieviete”.)

B.F.: Vai tu centies izaicinat skatitaja véroSanas talantu un
koncentrésanas spéjas, spéeléjot savdabigu Lieldienu olu mek-
lesanas vizualo spéli un tadéejadi pasludinot karu virspuséjibai
un pavirsibai? Pieméram, Attention, maintain tention (“Uzmanibu,
saglabajiet spriedzi”) runa par visu manu organu atvértibu un zin-
kari ka priekSnoteikumu domasanai un atzinam. Citviet varam
lasit: On n’a pas fini d’avoir tout vu (“Vél viss nav pieredzéts”).

I.H.: No skatitaja es vispar neko negaidu, vina pasa zina ir, ka vins
vélas izturéties. Tomeér, jo precizak vin$ raugas, jo vairak iesp&jams at-
klat un piedzivot, jo lielaku prieku tas vinam sagada, jo vairak atzinu
vins$ gist. Jo vairak skatitajs laujas, jo vairak vin$ sanem atpakal. Es
ceruy, ka nozimju kopsakaribas manos darbos ir saprotamas visiem
skatitajiem, tomeér ir skaidrs ari tas, ka nepastav tikai viens skatiSanas
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reason save us? Here I am referring to your light box Farewell To
Reason.

I.H.: My question is not as broad as that - that is your interpret-
ation, which is also possible. You are already touching on the philo-
sophical context. In my photographic works [ use Photoshop to change
various advertising slogans I find on hoardings. The sentence that you
must doubt everything appeared quite un-coincidentally in one of the
street scenes. [ don’t know Latin, so initially I only understood the word
omnibus, which sounded funny to me. Only those who understand the
meaning of this sentence in Latin would understand that the sentence
could apply to the artwork itself, because the sentences are manipulated
and therefore the messages are not real either. Deceptions and their sub-
sequent doubts as a means of transmitting meaning thereby becomes
a sort of pathway and form of reading for my works. Therefore, you
shouldn’t follow the arrow (Farewell To Reason) and abandon reason!

B.F.: So we must doubt the possibility of truthfully depicting
something and the objectivity of photography as such.

I.H.: [ am convinced that having doubts is proceeding together
with the new opportunities presented by the digital age. In another
image there is a sentence that draws attention to this trend: “What is
photography?” It can be seen directly above the entrance to the photo-
graphy store. Doubting is an interesting pastime. It is a precondition
for thinking or analysis and was a virtue in the Western world in ancient
times and has been again since the 16" century. Doubt is always appro-
priate. We also doubt when we see one of my images, and the question
could be asked what exactly should be doubted there: the corporate lo-
gos, the advertising slogans, the origins of the products, the history of
the company? Doubts can be read at a number of levels: philosophically,
existentially, realistically or in relation to art as such. Utilising doubt in
art means very concretely doubting any depiction or artistic expression.

B.F.: With your existential, troubling statements, are you trying
to provoke the viewer or liberate them from their consumer ex-
istence and encourage active reflection?

I.H.: As long as the viewer perceives that there is something con-
fusing there, something that doesn’t fit the picture because of the lan-
guage, for example, a sentence in French in a photo from South America,
then they should become suspicious and think that something odd is
going on. At such moments of confusion, the viewer grows cautious,
understanding that something may be amiss, and they start looking for
other incompatibilities. [ personally like to be a bloodhound and solve
mysteries: for example, using Wikipedia to discover who Roxelane was.
What did that Turkish barber even mean? (In the photo Hidden Woman.)

B.F.: Do you try to provoke the viewer’s powers of observation
and concentration through a peculiar Easter egg hunting game,
thereby declaring war on shallowness and superficiality? For ex-
ample, Attention, maintain tension speaks about the openness of all
the sensory organs and curiosity as preconditions for all thought
and understanding. In one place we can read: On n’a pas fini d’avoir
tout vu (‘We haven’t finished looking at everything’).

I.H.: [ don’t expect anything from the viewer - they themselves
know how they want to behave. However, the more keenly they look,
the more they can uncover and experience, the more insights they will
gain. The more the viewer submits, the more they will get back in re-
turn. [ hope that the interrelationships of meanings in my works are
understandable to all viewers, but itis also clear that there is notjust one
way of seeing. Everybody reads my texts differently, so therefore the
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veids, katrs cilvéks tekstus lasa at$kirigi, tapéc manu darbu neatne-
mama sastavdala ir atvértas interpretacijas iespéjas.

B.F.: Runa ir ari par skatitaja aicinasanu un stimuléSanu re-
flektét, domat patstavigi.

I.H.: Katra zina tads ir piedavajums, tas gan nav materials ma-
cibam, drizak - lai spélétos, ar mérki atklat dazadus lasiSanas veidus.
Katrs interpreté atsevisku teikumu nozimi vai to kopsakaribas loti
atSkirigi atkariba no situacijas, personiskas pieredzes, kultiiras, re-
ligijas vai valodas.

B.F.: Ka tu strada? No kurienes rodas tavi teikumi? Vai tie ir
citati no gramatam vai ar1 fragmenti no sarunam ar draugiem, vai
sakamvardu un ikdienas izteikumu atvasinajumi? Vai ari tu tos
pati esiradijusino jauna?

I.H.: Tas viss ir taisniba, teksti ir no manas tekstu kolekcijas, ko
esmu izveidojusi, apkopojot tekstus no dazadiem kontekstiem, ikdienas
runas, reklamas, literatiiras un filozofijas. Reklama tacu ari var biit loti
filozofiska. DaZreiz tie saukli ir ari loti labi. Tas atkarigs no ta, kada
konteksta tie tiek lasiti. Ari manos darbos nozime ir tas situacijas
kontekstam, kura attiecigais teikums tiek ievietots, - tam ir svariga
loma nozimes rasanas procesa.

B.F.: Tatad saistiba ar vietu izveidojas dazadi nozimes limeni..

I.H.: ]3, jéga var parvietoties dazados virzienos, bet lielakoties
runa ir ari par valodu ka tadu, un tad nozime ir pasrefleksiva. No vie-
nas puses - es respektéju reklamas tieSos véstijumus, no otras - ari
saspéli starp lidzas novietotiem saukliem, ko tad var lasit saistiti. Labs
piemérs Saja sakariba ir reklamas sauklis Wir planen Ihre Gedanken
(“Més planojam jisu domas”): Sis teikums bija lasams kada dizaina
reklama, bet, ja par to pamatigak padomajam, tas var kliit bied€joss.
Kas man to saka, un par kdidam domam ir runa? Tas ir “Lielais bralis”,
kas dirigé miisu domas; reklamas gadijuma tair “tikai” pati reklama, ko
mes vairs neuztveram nopietni, tomeér tas ir iespaidigi, ka ta parvalda
manipulacijas mehanismu. Es vél€jos vélreiz uzsvert: jo spécigaki ir
teikumi, jo vairak iespé&jams iespaidot skatitaju.

B.F.: Atskiriba no DZenijas Holceres vai Barbaras Kriigeres,
kas strada lidzigi ar eksistencialiem un dazreiz politiskiem sauk-
liem un ir izveidojusas gandriz ne ar ko nesajaucamu vizualo
stilu, tavi vestijumi ir izpilditi visdazadakajas materialajas for-
mas: skulpturas, instalacijas, gleznieciba, fotografija. Nereti starp
varda jégu un materiala nozimi izveidojas saikne - daléji pret-
runiga, daléji atbalstosa. Piemeérs $adai paradibai ir objekts “Hi-
merons” (Chimeron), atvasinajums no himeras, kas ir maldu téls,
papildinats ar pasaku zvéru no tumsa, smagnéja koka. Ekstréma
kontrasta rezultata starp maldu téla netveramibu un koka mate-
rialitati izveidojas aizraujos$a pretruna.

L.H.:Ir daZasatSkiribasno Barbaras Kriigeres vai DZenijas Holceres,
kuru darbos svarigs ir vispirms jau pats véstijums, kamér manas
refleksijas attiecas uz valodu ka tadu. Tadéjadi paveras sarezgitaki
nozimju limeni, un materials, no ka ir izveidots divdimensionals vai
trisdimensionals vards, patiedm to visu vél papildina. So materialu,
protams, var uztvert vizuali vai ar tausti, un tas ietekmeé gan rakstita
koptélu, gan ta lasiSanas veidu. Starp iesainojumu un saturu, aréjo télu
un nozimi notiek kompleksa saspéle.

B.F.: Kada nozime ir makslinieciskajai estétikai? Tavi objekti
vienmeér ir veidoti loti gleznieciski un skaisti.

I.H.: Pirmajam iespaidam par darbiem jabit apzinati spécigam:
lieli objekti, koSas krasas, izsmalcinatas krasu kombinacijas. Es agrak
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possibility of open interpretation is an essential aspect of my works.

B.F.: So we are also talking about stimulating the viewer to re-
flect, to think for themselves.

I.H.: That’s what I offer, although it is not material for education,
rather - the aim is to play, in order to reveal various ways of reading.
People have very different interpretations of individual sentences or
their interrelationships depending on their situation, personal experi-
ence, culture, religion and language.

B.F.: How do you work? Where do your sentences come from?
Are they quotes from books, fragments from conversations with
friends or derivations of proverbs and everyday expressions? Or
have you truly created them from scratch?

I.H.: All of that is true. The texts come from my collection, which
[ have compiled by gathering texts from various contexts - everyday
speech, advertisements, literature and philosophy. Advertising can be
very philosophical, and sometimes the slogans are very good. This de-
pends on the context in which they are read. In my works the context of
the situation in which the respective sentence is placed is significant:
it plays an important partin the process of creating meaning.

B.F.: So various levels of meaning develop in connection with
the location.

I.H.: Yes, the meaning may shift in various directions, but mostly
the question is about language itself, and then the meaning is self-
reflexive. [ respect both the direct messages in an advertisement as well
as the interplay between slogans placed next to one another so they can
be read in combination. A good example is the advertising slogan Wir
planen lhre Gedanken (‘We are planning your thoughts’): this sentence
came from a design advertisement, but if you think about it carefully it
can become threatening. Who is saying this and what thoughts are under
discussion? This is Big Brother conducting our thoughts: in the case of
the advertisement it is “only” the ad itself, and we don’t take it seriously,
but the way it controls the mechanism of manipulation is impressive.
[ want to stress again that the stronger the sentences, the greater the
possibility of leaving an impression on the viewer.

B.F.: In contrast to Jenny Holzer and Barbara Kruger, who work
with similar existential and occasionally political slogans and who
have developed almost unique visual styles, your messages are de-
picted in the most varied material forms: sculptures, installations,
paintings, photographs. Not infrequently a link is forged between
the meaning of the word and the material, which is partly contra-
dictory and partly substantiation. An example of this tendency is
the object Chimeron, a derivation of a chimera, a deceptive image,
supplemented by a fairy-tale creature made from dark, heavy
wood. An engaging contradiction arises between the intangibility
of the deceptive image and the materiality of the wood.

I.H.: There are a number of differences between myself and Bar-
bara Kruger or Jenny Holzer, because in their works the message is pri-
mary, while my inclination is toward language as such. For this reason
more complex levels of meaning open up, and this is all enhanced by
the material from which the two or three dimensional word is formed.
Naturally, this material can be perceived visually or by touch, and it af-
fects the overall image of what is written as well as the way it is read.
There is a complex interrelationship between the packaging and con-
tent, the external image and the meaning.

B.F.: What is the significance of artistic aesthetics? Your objects
are always very visually appealing and beautiful.

biju gleznotaja un joprojam savos darbos pievérsu lielu uzmanibu
vizualajam télam un optiskajam pieredzéjumam. Pirmais vizualais kai-
rinajums pamudina skatitaju atlicinat laiku, lai darbu aplikotu ilgak
un saktu lasit vardus vai teikumus. Vispirms skatitajs sastopas ar aréjo
Skietamibu un tikai péc tam nonak pie satura un nozimes.

B.F.: Estétika un skaista virsma ka pievilinosa narkotika.

I.H.: J3, tieSi t, spéciga izteiksme. Miisu parpilditaja pasaulé ir ne-
piecieSamas viltibas un dazadi lidzekli, lai més tiktu pamaniti.

B.F.: Agrak tu biji grafike, tagad tu ar savu tehnisko spéju starp-
niecibu iefiltréjies reklamas pardosanas logika, lai nejausi sastap-
tus véstijumus parverstu literaros, filozofiskos vai eksistencialos
komentaros, kas spéj iekustinat, ja tos pamanam un tiem lauja-
mies. Ko tu doma par $im attiecibam starp tieSo un neparprotamo
komunikacijas formu reklama un netieSajiem, daudznozimigajiem
un aizplivurotajiem makslinieciskas izteiksmes formas impulsiem,
kas drizak tiecas vedinat uz pardomam?

I.H.: Tikai un vienigi skatitaja uzdevums ir spét orientéties Sajos
nozimes dzunglos. Reklamu més sameéra skaidri varam pamanit un
nolasit apkartéja vidé. Més Ipasi nedomajam par to, jo teksts tiesi no-
rada uz kadu preci vai pakalpojumu. Turpretim maniem tekstiem atski-
riba no reklamas efektiem ir javésta plasakas kopsakaribas tvertas
domasanas veértibas. Tac¢u ari reklama var atrast filozofiskas domas,
pieméram, The world is our invention (“Pasaule ir miisu izdomajums”),
par ko més rundjam sakuma. Protams, makslas konteksta skatitajs
reklamas tekstu uztver citadi neka uz ielas. Gaidas ir citadakas, un
atskirigs ir art uzmanibas veids.

B.F.: Tatad teksts kluist par savveida ready-made makslu? Tas
tiek pasludinats par makslas darbu, dekontekstualizéjot ikdienas
dzivi un parvietojot makslas konteksta?

I.H.: Notikumu secibas zina tas ta ir, bet tie nav isti ready-made, jo
tie ir daudz vairak manipuléti un izmainiti.

B.F.: Tieir “prepareéti” ready-made?

I.H.: ], ta to varétu nosaukt.

B.F.: Apméram trisdesmit gadus tu dzivo arzemés. Vispirms
Amsterdama, bet péc miira krisanas Berliné. Vai tava pastaviga
mobilitate un ari makslinieka nedrosa ikdiena ietekmé tavus
darbus?

I.H.: Es tiecos pécizaicindjuma, man patik pilsétas vide, urbanas
situacijas, kuras ir loti daudz, ko redzét, jo uz ielas daudz kas notiek. Es
domaju, ka to, kas mums patik, més ari atrodam, jo més to mekléjam.
Més izvélamies to, kam laujam miis ietekmeét.

B.F.: Vai es uzdevu “pareizos jautajumus”?

I.H.: Ta ka nevienam, kuram kaut kas tiek skaidrots, paskaidro-
to nav iesp€jams sasaistit ar to, kas patiesam ir skaidrs, tad skaidri
skaidrojumi nebut tadi nav.

B.F.: Tad jau més tagad varéetu sakt atkal no sakuma sarunaties
par maldiem un manu teliem.

I.H.: J3, patiesi, jo “nav ta, ka tu doma”! e
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I.H.: The firstimpression of the object must be consciously powerful:
large objects, bright colours, refined colour combinations. Previously [
was a painter, and [ still pay great attention in my work to visual imagery
and the optical experience. The first visual seduction entices the viewer
to spend longer viewing the work and to start reading the words or sen-
tences. Initially the viewer encounters the external appearance before
moving on to the content and meaning.

B.F.: Aesthetics and a beautiful surface as a bewitching nar-
cotic.

I.H.: Yes, precisely, powerful expression. In our overcrowded world,
in order to attract attention we need to be cunning and to use various
resources.

B.F.: Previously you were a graphic artist, but now you use
your technical skills to infiltrate the logic of advertising in order to
transform accidentally encountered messages into literary, philo-
sophical or existential comments that have the power to move us
if we notice them and surrender to them. What do you think of the
relationship between the direct, unambiguous forms of commu-
nication used in advertising and the indirect, polysemantic, veiled
impulses of the forms of artistic expression which are more thought-
provoking?

I.H.: It is the viewer’s job to find their way through these jungles
of meaning. It is quite easy to notice and read an advertisement in its
surrounding environment. We don’t think about it much since the text
directly indicates a product or service. Unlike with advertising effects,
my texts must project intellectual assets encompassed in broader inter-
relationships. But you can also find philosophical thought in advertis-
ing, for example, The world is our invention, which we discussed earlier.
Of course, in an artistic context the viewer perceives advertising text
differently than on the street. Both the expectations and the type of at-
tention are different.

B.F.: So the text becomes a kind of ready-made art? It is declared
to be a work of art, decontextualizing everyday life and trans-
forming itin the artistic context?

I.H.: This is the case in terms of the sequence of events, but they
aren’t really ready-made, because they are manipulated and changed
much more.

B.F.: So they are ready-made preparations?

I.H.: Yes, you could call them that.

B.F.: You've been living abroad for about 30 years, first in Am-
sterdam and then, after the wall came down, in Berlin. Does your
constant moving around and living the insecure life of an artist
affect your work?

L.H.: [ seek challenges, and I like cities and an urban environ-
ment where there is a lot to see, because a lot happens on the street. [
think that we tend to find what we like because we go looking for it. We
choose the thing that we allow to influence us.

B.F.: Did I ask the “right” questions?

I.H.: Since it is not possible to connect the explanation with some-
thing that is truly clear to someone receiving an explanation, there are
no such things as clear explanations.

B.F.: So now we could start talking again about deceptions and
illusory images.

I.H.: Yes, because “it’s not what you think”! e
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