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Dodoties uz Amsterdamu, jautaju vietéjiem makslas atbalstitajiem,
kuri biitu videomakslas grandi Niderlandes videomaksl3, ja iespéjams -
sievietes. Man tika atbildéts, ka ievéribas cienigas ir Jiillika Rudéliusa
(Julika Rudelius) un Pilvi Takala (Pilvi Takala). Interesanti, ka ne Jilika
Rudéliusa, ne Pilvi Takala nav niderlandietes péc izcelsmes.! Abas ir
dzivojusas un stradajusas Amsterdama makslinieku aspirantiiras pro-
grammas ietvaros. Julika ir vaciete un Sobrid dzivo Nujorka, bet Pilvi
ir somiete un dzivo gan Amsterdama, gan Helsinkos vai Stambula -
atkariba, kur notiek iecerétie projekti. Aplikojot maksliniecu darbus,
visvairak parsteidz vinu etnografiska interese par sabiedribu un me-
hanismiem, saskana ar kuriem ta funkcioné. Abas makslinieces, skiet,
ir izmeklétaja zinatkares un vélmes uzzinat vara, ko citadak varétu
dévet par epistemofiliju. Pilvi Takala pargérbjas par Sniegbaltiti un
censas iekliit Disnejlenda (2009) vai cita projekta “Neparprotama
sajita” (Broad Sense, 2011) parvar drosibas kontroli un apmeklé strikti
ierobezotu konferenci Eiropas Parlament3, savukart Jalika Rudéliusa
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When going to Amsterdam, I asked the local art promoters who
would be the greats in Dutch video art, preferably female. They gave
me the names of Julika Rudelius and Pilvi Takala. Interestingly enough,
neither Julika Rudelius, nor Pilvi Takala are Dutch by origin.! Both have
lived and worked in Amsterdam in the framework of artist residency
programmes, but Julika is German, now living in New York, whereas
Pilvi is Finnish, living in between Amsterdam and Helsinki, or Istanbul -
wherever her projects take place. What is most striking, when looking at
their work, is their ethnographic interest in society and the mechanisms
it functions within. Both artists seem to be driven by an investigative
curiosity and desire to know - epistemophilia. If Pilvi Takala dresses as
Snow White and tries to enter Disneyland (2009) or in another project
Broad Sense (2011) manages to get through security control to attend
a strictly limited conference in the European Parliament, Julika Rude-
lius explores the way of life led by rich people as demonstrated by her
works Forever (2006) and Dressage (2009), or the gestures of power



péta bagatnieku dzivesveidu darbos “Vienmér” (Forever, 2006) un “Ga-
tavoSanas” (Dressage, 2009) vai varas un harismatiskas runas zestus
darba “Parejas rituali” (Rites of Passage, 2008).

Laine Kristberga: Pipiloti Rista saruna Londonas Teita moder-
nas makslas muzeja teica, ka vinas izpratné videoinstalacijas ir
gleznas ar gaismu. Juisu gadijuma, no otras puses, videoinstalacijas
nes$kiet tik daudz medijs, ar kura palidzibu nodot konkrétu vés-
tijumu, ka instruments, lai pétitu cilvéku uzvedibu, socialos un
Kultiiras stereotipus un aizspriedumus. Vai jus tam piekritat?

Pilvi Takala: Es piekritu, ka atseviskus videodarbus tiesam var
aprakstit ka gleznas ar gaismu, bet manos darbos video vairak ir ka
stastiSanas paligriks, balstoties uz intervencém? un reali notiekosam
situacijam. Biezi man video ir vistieSakais instruments, ka sasniegt un
komunicét ar skatitaju.

Julika Rudeéliusa: Ja, protams. Es patiesiba nedomaju, ka ir iespé-
jams noskirums starp abam izpausmém. Katra zina es neapgalvotu,
ka videoinstalacija ir tikai un vienigi glezna ar gaismu. Ta ietver abus
ekspresijas veidus. Manos darbos video ir medijs, bet tas, ko es velos
panakt, ir, lai mans darbs aizkustinatu skatitaju, dazreiz pat neapzinati.
Lai to panaktu, es lieku kopa gan ar estétiku, gan psihologiju, gan citiem
faktoriem saistitus panémienus. Es neveicu antropologisku izpéti,
drizak cinos ar saviem démoniem, ar paradibam, no kuram baidos vai
kuras mani fascineé.

L.K.: Tad nebutu pareizi apgalvot, ka jus redzat makslu ka so-
cialas izpausmes formu?

P.T.: Es redzu makslu ka domasanas riku un komunikacijas I1-
dzekli. Ta var but ar1 sociala izpausme, bet ne tikai. Metodes, kuras es
izmantoju savos darbos, ir loti lidzigas tam, ko pieméro antropologija vai
sociologija. Arl man ir jabiit konkréta vieta un janovéro cilvéku reakcija
dazadas situacijas. Atseviskos darbos es censos apskatit specifisku
kultiru, mikrotelpas. Tomér man neviens neliek naktklaja ar pétijuma
rezultatiem vai korelacijam, kas man neizbégami biitu jadara, ja es biitu
ista sociologe vai antropologe. Katra zina es negribu piedavat nekadus
starpkultiiru salidzinajumus. Tapat es nevélos izdarit visaptverosus
secinajumus par kadu konkreétu cilveku grupu vai nacijam.

J.R.: ], protams, es uzskatu, ka maksla var bit sociala izpausme.
Tac¢u maksla tikai ka sociala izpausme, manuprat, ir loti garlaiciga, jo
tada gadijuma gan man, gan maniem izpétes objektiem klatos labak, ja
es veiktu socialo darbu. Es neesmu seviski sabiedriska. Paskatieties uz
maniem darbiem! Protams, nevaru noliegt, ka véroju cilvekus, bet vini
bieziir atbaido$i un ne parak pievilcigi. Un tomér es pievérSu uzmanibu
daudzam lietam, kas, péc manam domam, ir sabiedriski nozimigas, un
daru to Joti personiski. Tas viss ir izkristalizéjies no manam sajitam
par Siem cilvékiem. Es pétu socialos apstaklus, bet socialie apstakli ma-
na uztvereé var bit ar1loti nomacosi, despotiski un Sausmigi.

L.K.: Vai es varétu apgalvot, ka var vilkt paraléles starp jusu
videodarbiem un arheologiju? Liekas, ka ari jus uztverat kadu nie-
cigu detalu vai paradibu nevis ka atseviski pastavosu artefaktu,
bet ka dalu no visaptverosa lieluma. Tadéjadi katra paradiba par-
vérsas par informativu zimi, nodrosinot materialu kultiiras un
sabiedribas analizei.

P.T.: Es vairak saskatu paraléles ar sociologiju un antropologiju,
bet es piekritu, ka manus darbus var izmantot kultiiras un sabiedribas
analizéSanai. Manu darbu dél ar mani ir sazinajusies cilveki, kas nav
saistiti ar makslas pasauli. Man ir svarigi, ka mani darbi ir nozimigi
un pieejami arl tiem, kas nav makslas profesionali. Tie ir jebkuram

and art of charismatic speaking in politics in Rites of Passage (2008).

Laine Kristberga: Pipilotti Rist in a talk organized at the Tate
Modern Museum in London said that in her understanding, video
installations are paintings with light. For you, on the other hand,
the video installations do not seem as much as a medium to convey
a certain message, but rather a tool to investigate human behaviour,
social and cultural stereotypes and prejudices. Would you agree?

Pilvi Takala: I agree that certain video works can be really de-
scribed as paintings with light, but in my works video is more like a
storytelling tool, based on interventions? and real-life situations. For
me, video is often the most direct instrument to communicate and to
reach the audience.

Julika Rudelius: Yes, of course, I don’t really think that you can
divide that into two. [ would certainly not say that a video installation
is only a painting with light. It is both. For me, video is a medium, but
what [ want to achieve at the end is that my work touches the viewer
sometimes in a kind of unconscious way. To do that, [ put together a lot
of aesthetic and psychological and other choices. ] am not doing like an-
thropological research, I'm rather fighting with my demons, the things
I'm afraid of or fascinated by.

L.K.: So it would not be right to claim that you see art as a form
of social expression?

P.T.: I see art as a tool for thinking and as a means of communica-
tion. It can be also a form of social expression, but not only that. Meth-
ods [ use in my work are very similar to those used in anthropology
or sociology. For me, too, I have to be at a certain place and observe
people’s reactions. In some of my works I attempt to look at specific
cultures, microcosms. Nevertheless, [ don’t have any pressure to come
up with certain results or comparative analyses like [ would if I was
a proper sociologist or anthropologist. Certainly [ don’t want to come
up with any cross-cultural conclusions. Nor do I want to come up with
generalizations about certain groups of people or nations.

J.R.: Yes, of course, I think art can be a form of social expression.
Art only as social expression, I think, is very boring, because in that
case [ would be better off and my subjects would be better off if  did
social work. I'm not very social. Look at my work - [ mean, I'm looking
at people, but they are often very scary and not very charming. Yet I'm
putting my finger on a lot of things which I think are socially relevant,
I put them there in a very personal way. It all centres on my feeling about
these people. I study social circumstances, but social circumstances
for me are also very overpowering, oppressive and scary.

L.K.: Can I claim that parallels can be drawn between your film-
making and archaeology? It seems that you, too, perceive a particu-
lar phenomenon not as a detached artefact, but as part of a compre-
hensible whole. Thus each phenomenon becomes a readable sign
providing material for cultural and social analyses.

P.T.: | see more parallels with sociology and anthropology, but I do
agree that my work can be used as a tool for cultural and social analysis.
Because of my work, I'm often contacted by people who are not part
of the art world. It is important for me that the work is relevant and
accessible also to those who are not art professionals. My work is really
accessible to anybody, it does not depend on anyone’s knowledge of
art history. The audience can identify with the situations I portray.

J.R.: That’s funny, that’s kind of interesting! I never really thought
about it, but in a way, yes, what I do is [ dig until I find gestures or rela-
tionships or a way to show the things that anybody can relate to. When
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Pilvi Takala. Neparprotama sajita /
Broad Sense
Video. 2011

Pateiciba maksliniecei / Courtesy of the artist

saprotami, un izpratne par tiem nav atkariga no katra apmeklétaja
makslas véstures zindSanam. Skatitaji var identificéties ar manis
attélotajam situacijam.

J.R.: Tas ir interesanti! Sads skatfjums man nekad agrak nav ienacis
prata. Es nekad par to ta neesmu domajusi, bet sava zin3, ja, tas, ko es
daru... es “roku”, kamer atrodu meklétos Zestus vai attiecibas, vai veidu,
ka paraditlietas, kas visiem zinama meéra ir saistoSas. Kad jiis raugaties
uz shémojumiem, ka cilveki cits pret citu attiecas sabiedriba vai ka tie
uzvedas, jis vienmér pamanisiet sikos Zestus. Var apgalvot, ka sava
veida es roku tapat kaarheologs, bet péc tam es Sos atradumus apskatu
jauna estétiska gaisma.

L.K.: Noradotuzlidzibam konkréta sociala grupa, jiusu darbus
varétu klasificet ari ka etnografiska kino atzaru. Tomer lielaka
dala etnografisko filmu médz piedavat kultiiras visparinajumus,
radot kadu konkrétu notikumu vai artefaktu, vai personu un ne-
tieSi noradot vai atklati apgalvojot, ka konkrétais ir tipisks, tas
ir, visparigs. Vai tads ir ari jisu mérkis vai gluzi otradi - jas no ta
vélaties izvairities?

J.R.: Uzskatu, ka nakt klaja ar visparinajumiem par cilvékiem ir
loti spécigs ierocis, ja tas tiek izmantots ka kritikas instruments, bet
tas, ko es vélos panakt ar savu makslu, ir likt skatitajam raudzities uz
kadu manis piedavato, konkréto grupu un taja pasa laika raudzities uz
sevi ka skatitaju. Es izdaru zindmus visparinajumus, bet ne tapéc, ka
vélos pateikt, ka visi ir vienadi vai ka kadai grupai ir jabit tiesi tadai,
ka to attéloju, - es stradaju ar So instrumentu, lai galvenokart paraditu
cilvekiem, cik divaini ir vinu aizspriedumi un pienémumi. Es saku ar
lielu kliSeju, kas filméSanas laika tiek salauzta un papildinata ar citiem
limeniem. Galvenais motivs ir nevis tas, ka jis skataties uz viniem, bet
kajis skataties uz viniem un péc tam atpakal uz sevi.

L.K.: Reflektivaipasiba...

J.R.: J3, tapéc daudzi cilveki jatas neérti, skatoties manas filmas.
Vinijitas neérti, jo vini skatas pasi uz sevi. Un $is neértums mana dzive
ir loti lielas devas. Ta ka var apgalvot, ka es jums, draugi, sniedzu savu
neértumu. (smejas)

P.T.: Skatoties manus darbus, auditorijai ir iespéja uzzinat, kada
bija attiecigajas situacijas iesaistito cilvéku reakcija, bet, no otras puses,
skatitaji var ari vizualizét, ko vini daritu lidziga situacija. Pieméram,
ko tie daritu, sastopot sievieti, kas pastaigajas iepirkSanas centra ar
lielu daudzumu naudas, ieliktu caurspidiga plastmasas maisina, vai
kada biitu vinu reakcija pret cilveku, kas vinu darbavieta tikai sédétu
un “domatu”. Taja pasa laika es nenoradu, ka kada no $im ricibam vai
izpausmém ir pareiza vai nepareiza.

60 studija 79/1

you look at certain patterns how people relate to each other in society
or how they behave, you always have these small gestures. You can say
thatin a way I'm digging down like in archaeology, but then whatIdois
Ireaddress itin a new aesthetic way.

L.K.: Also, by pinpointing the similarities within a given social
group your work falls in the category of ethnographic filmmaking.
However, most ethnographic films make cultural generalisations
by showing a particular event or artefact, or person, and implying
or openly claiming that the particular is typical, that is, general. Is
this your goal or, on the contrary, you want to avoid that?

J.R.: I do think that making generalisations about people is a very
strong tool when you use it as a critical tool, but what I try to do with
my art is that you look at a particular group presented by me and at the
same time you look at yourself how you are as a viewer. I'm working
with generalisations, but not because I want to say that everybody is
the same or a certain group should be like this, but  work with this tool
in order to show people how weird their prejudices and assumptions
are. [ start with a big cliché, but during the filming the cliché breaks up
and is diversified. The main idea is not that you look at them, but that
you look at them and then back at yourself.

L.K.: The reflective value...

J.R.: Yes, that’s why people feel very awkward when watching
my films. They feel awkward because they look at themselves. And |
have this awkwardness a lot in my life. So, basically, [ give you guys my
awkwardness.(laughing)

P.T.: When looking at my work the audience has the opportunity
to find out what were the reactions of people involved in the particu-
lar situation to my interventions, but on the other hand, the viewers can
also visualize what they would do in a similar situation. For example,
what they would do with a lady walking in the shopping mall with a lot
of money put in a transparent plastic bag or how would they react to
someone just sitting and doing “brain work” at their work place. I am
not pointing that any of the actions is right or wrong.

L.K.: The ethnographic filmmaker Jean Rouch has been de-
fined as the “filmmaker-diver”, who “plunges” into real-life situ-
ations. Yet your work often involves some staging. To what degree
your work can be seen as authentic social commentary and to what
extent it is skillfully orchestrated by means of employing actors
and editing the material?

P.T.: I relate to the idea “diving” into real-life situations and I think
[ am making a social commentary. Also, the word “authentic” suits my
work to some extent, as my work is based on real events and it often



L.K.: Etnografiska kino reZisors Zans Russ tiek saukts par “re-
Zisoru niréju”, kurs “ienirst” faktiski notiekos$as situacijas. Tomér
jusu darbos ir inscenéjuma elements. Kada mera jusu darbus var
apliukot ka autentisku komentaru par sabiedribu, un kada meéra
tie ir prasmigi planoti un vaditi, izmantojot aktierus un monteéjot
safilméto materialu?

P.T.: Man ir tuva realas dzives situacijas “ienirSanas” ideja, un
man liekas, ka es sniedzu komentaru par sabiedribu. Ari apzimé&jums
“autentisks” zinama meéra atbilst maniem darbiem, jo tie ir balstiti
uz faktiskiem notikumiem un tajos bieZi ir izmantots dokumentala
rakstura materials. Tomér es arl manipuléju situacijas. Patiesiba es
biezi izraisu visu situaciju ar ieprieks ripigi izplanotu intervenci, un
es arl izmantoju materialu t3, lai rezultats biitu, péc manam domam,
interesants. DaZreiz es esmu iesaistijusi ar1 aktierus - gadijumos, kad
jaunasieviete attiecigaja situacijaisti neatbilst darbaidejai. Bet tas man
ne visai patik, jo tad man ir daudz mazaka kontrole par improvizéto
situaciju. Ja es iesaistu citus, man viniem jasniedz instrukcijas, ka
rikoties visas iespéjamas situacijas, bet intervences organizésanas
pamata ir nezina par to, ka situacija patiesiba izvértisies. Daudz
interesantak ir atrasties tur pasai un izspélét konkréto situaciju péc
vajadzibas.

J.R.: Manuprat, aktierus esmu izmantojusi tikai vienu reizi, es
vienmeér stradaju ar neprofesionaliem aktieriem. Patiesiba uzskatu,
ka misdienas robezskirtne starp aktieriem profesionaliem un
amatieriem loti strauji sartik ta iemesla dél, ka mobilais telefons tiek
izmantots fotouznémumu un video ierakstisanai. Cilvéki inscené tik
lielu dalu savas dzives, ka ir griiti pateikt, kur sakas un kur beidzas
“aktiermaksla”. Savus darbus ne tikai montéju, es ari reZiséju visu
situaciju kopuma. Es sadalu lomas, rezervéju filméSanas vietu un,
kamer Sie cilveki ir $aja vietd, uzdodu tiem konkrétus jautajumus, par
ko skatitdjam savukart nav ne jausmas. Ta ka faktiski manos darbos
nav situaciju, kuras es “ienirstu”, tas visas ir inscenétas. “lenir§anas”
motivuizmantoju ka Saubu elementu skatitajam - tas kalpo ka savveida
reklama.

L.K.: Tomeér es atkal atgrieziSos pie Rusa. Kad vinam jautaja,
kapéc vina filmas par Afriku galvenokart dominé viriesi, vins at-
bildéja: “Ja tu gribi uznemt filmas par Afrikas sievietém, tevirjabut
sievietei. Virietis nevar ieklut sieviesu sabiedriba, tas vienkarsi ir
neiespéjami. Tas ir aizliegts. Ta ir virie$u sabiedriba, par kuras
dalu es varu klut, tapéc tas ir tas, ko es filméju.” Tas ir jautajums
par to cilvéku grupu uzticésanos, kuras jiis attélojat savos darbos,
un veidu, ka jiis varatiesaistities vinu vidé nepamanitas.

P.T.: Mans kermenis un lidzdaliba noteikti ir svariga, un tas, ka
man neizdodas palikt neredzamai (speciali), ir manu darbu pamata.
Fakts, ka esmu sieviete, spélé zinamu lomu, jo 1pasi tada darba ka
“Notikums Garnethild” (Event on Garnethill), kur es uzvilku katolu
skolas formastérpu un “burzijos” starp paréjam skolniecém uz ielas.
Ar1darba “Ista Sniegbaltite” (The Real Snow White) es varéju atveidot
tieSi So personazu, jo esmu sieviete. Ja man biitu jaizvélas pargérbties
par kadu no princiem, kurs gan izraditu interesi par mani? (smejas)
Savukart Sniegbaltite ir loti populara un iecienita varone. Es gan ne-
maku teikt par darbu “Praktikante” (The Trainee), bet somu kultiira sie-
vietes tiek uzskatitas par runigakdm un pastav lielaka iesp&jamiba, ka
vinas pirmas uzsaks sarunu. Ja es biitu jauns virietis un sédétu biroja
un neko nedaritu - ka $aja projekta -, cilvéki domatu, ka tas ir parasts
somu virietis. Sarezgitak ir ar starpkultiiru projektiem, pieméram,

Julika Rudéliusa. Gatavosanas. Videoinstalacija /
Julika Rudelius. Dressage. Video installation
2009

Pateiciba maksliniecei / Courtesy of the artist

consists of documentary footage, but I also manipulate the situations.
I actually often cause the whole situation by my carefully planned
intervention and [ also choose the material to use in the final piece ac-
cording to what I think is interesting. [ have used actors occasionally,
when a young woman performing just wouldn’t suit my idea, but I
don’tlike to do that because it gives me much less control of the impro-
vised situation. If use other people, I have to instruct them beforehand
how to act in all possible situations, but the whole point of doing the
intervention is not knowing exactly what’s going to happen. It’s more
exciting to be in the situations myself.

J.R.:Ithink I used actors only once, I always work with non-actors.
Even so, I think that nowadays the border between actors and non-
actors diminishes very rapidly by the use of cell phone photography
and video. People basically start staging so many parts of their lives
that you don’t know where the acting starts and where it ends. 'm not
only editing, but I'm also staging situations. I cast the people, Ibook the
venue and, while these people are at these places, I'm asking them (in-
visibly for the viewer) certain questions. So there is basically nothing
plunged into, it’s all staged. The “plunged-into” part I use for the audi-
ence to doubt whatitis that present - it’s like a teaser.

L.K.: I will return to Rouch again. When he was asked why his
films on Africa are male-orientated, he replied: “If you want to
make films about African women, you have to be a woman. A man
cannot enter women’s society, itis justimpossible. Itis forbidden. It
is the male society I can be part of, so that is what I film.” Likewise,
itis a question about trust from the groups you are portraying in
your work and the way you can infiltrate and stay “invisible”.

P.T.: My body and presence is definitely important and me failing
to be invisible (on purpose) is at the core of my work. The fact that I'm
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Pilvi Takala. Praktikante. Videoinstalacija /
The Trainee. Video installation
2008

Pateiciba maksliniecei | Courtesy of the artist

Turcija es apmekléju tikai virieSiem paredzétas kafejnicas kopa ar
trim turku sievietém, lai spélétu galda spéles. Es biju gan sieviete, gan
sveSzemniece, un varbiit pratigak biitu bijis satit tikai turku sievietes
uz $Im vietam, bet tada gadijuma es biitu izslégta pati no sava darba.

J.R.: Viena lieta par RuSu - es nedomaju, ka vin$ var klat par dalu
no Afrikas viriesu sabiedribas. Es uzskatu, ka ta ir ilazija. Ideja par
etnografu kadas kopienas izpét€, kliistot par dalu no $is kopienas, - ta
ir nesasniedzama vélme.

L.K.: Darba “Vienmeér” sievietes Skiet patiesi atklatas un vinas
tevuztic savas domas par skaistumu. Sava zina tair uzticéSanas. Ja
tu, pieméram, butu virietis, iespéjams, vinas tev neuzticétos?

J.R.: Estanedomaju.]3, Saja darbavinas man daudz ko pastasta, bet
taja pasa laika vinas neko ipasSu ta ari nepasaka. Katra zina tie nav lieli
noslépumi, ko vinas man uztic. Mana uztveré vardi ir savveida reklama,
bet aisberga neredzamaja dala jums atklajas, ka $is sievietes sadar-
bojas ar kameru, ka vinas pagriezas, un tas ir tas, ko vinas patiesiba
pasaka. Tas, kas cilvékiem liek saviebties, skatoties “Vienmeér”, ir vi-
sas pozitivas lietas, kuras $is bagatas sievietes par sevi saka. Un tad
skatitajs sarauc pieri: ja, §is bagatas sievietes - vinas nav kritiskas pret
sevi. Bet tas bija mans plans un inscenéjums! Sabiedriba sievietém
vienmeér jasaka: “Loti pateicos, bet es izskatos tieSam briesmigi, es
esmu resna.” Un provokacija ir ta, ka $is sievietes ir 70 gadu vecas un
vinas stasta paréjiem, cik skaistas vinas ir! ]a, cilvéki manos darbos
man uzticas, bet $1s uzticéSanas vairak tiek izpausta uzvediba, ne
vardos. Ja jis pierakstitu tekstu no visam manam filmam, jis redzétu,
ka neviens neko ipasu nav pateicis.

L.K.: (jautdjums Pilvi Takalai) Kino zinatniece Lora Malvija
(Laura Mulvey) ir teikusi, ka sievie$u zinatkare “izpauZas gandriz
ka neparvarams dzinulis ar mérki atklat kaut ko, un $i vélme
tiek izjusta tik spécigi, ka ta parspéj jebkadus aizliegumus vai
briesmas”. Vai tu tam piekristu attieciba uz saviem darbiem?

P.T.: Es varu piekrist $im apgalvojumam, bet es gan nesaskatu,
kapéc Sai zinatkarei ir jabit attiecinamai uz sievietém. Manos dar-
bos man ir vélme piederét un piedalities un atklat un izprast man ne-
zinamas socialas sistémas. Man katra zina nav nekas pret rajieniem un
parmetumiem no apsardzes Disnejlenda vaiiepirkSanas centros, betes
neteiktu, ka sevi paklauju briesmam. Faktiski zinama briesmu pakape
ir nozimiga manu darbu sastavdala. Aréji $kietami bistamas darbibas
patiesiba ir diezgan nekaitigas un daudz pastasta par nerakstitajiem
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Jalika Rudéliusa. Vienmér. Videoinstalacija /
Julika Rudelius. Forever. Video installation
2006

Pateiciba maksliniecei / Courtesy of the artist

female also plays a certain role, especially in works such as Event on
Garnethill, where I dressed in a catholic school uniform and hanged out
on the streets among the school kids. Also in The Real Snow White - 1
could play exactly this character, because I am female. If I had to choose
to be a prince, who would be interested in me? (laughing) The character
of Snow White, on the other hand, is very popular and appealing. I'm
notsure how it worked in The Trainee, butin Finnish culture women are
considered to be more talkative and more likely to start a conversation.
If a young man were to sitin the office and do nothing - like I did in my
project - people would think that it is just a normal Finnish guy. It is
more difficult with intercultural projects, like the one I did in Turkey,
where I entered male- only coffee houses with three Turkish women to
play games. I was both female and foreign and it would have made sense
to send only Turkish women to these places, but in that case I would
have been excluded from my own work.

J.R.: One thing about Rouch - I think he cannot be part of the male
society in Africa either. I think that’s an illusion. This idea of being an
ethnographer for society as part of society - thatis a desire. It'salso the
desire through your research to go into another society, but I think it’s
always an illusion.

L.K.: In Forever women seem to be candidly open and they tell
you what they think of beauty. In a way they do trust you. If you, for
example, were male, probably they wouldn’t trust you?

J.R.: I don’t think so. In Forever, yes, they tell me a lot, but at the
same time they say nothing, they don’t tell me big secrets. For me,
the words become a form of a teaser, but underneath you see how the
women act with the camera, how they turn around and that’s what
they are really saying. What makes people cringe in Forever is the
positive things these wealthy women are saying about themselves.
So the audience say - oh, these rich women, they are not critical about
themselves. But that was totally intended, that was what I staged! In
society, women always have to say: “Thank you very much, but [ look
really awful, I am fat, etc.” And the provocation is that these women
are 70 years old and they are telling people how beautiful they are! Yes,
my subjects trust me, but the trust is expressed more in the way they
behave than what they say. If you typed down all my films, you would
see - nothing is said.

L.K. to P.T.: The film theorist Laura Mulvey has said that fe-
male curiosity “is experienced almost like a drive with an aim and



likumiem, kas miis spécigi ierobeZo. Nest naudu caurspidiga plastmasas
maisina iepirk$anas centra ir minimals risks, bet cilvékiem tas liekas
kaut kas seviski bistams. Uzvilkt skolas formu nekada zina nav pret-
likumigi vai pret noteikumiem, bet es tiku bridinata, ka man jabit ga-
tavai tiesas pravam, kad filméju “Notikumu Garnethila”.

L.K.: (jautdajums Jilikai Rudéliusai) Nemot véra makslas vesturi
un faktu, ka atseviSskiem makslas novirzieniem nebija lemts parak
gars$ miizs, un to, ka jaunakas tendences miisdienu sabiedriba
dikté, ka ikvienam nepiecieSams Facebook un Twitter profils, vai,
péctavam domam, videomakslai ir nakotne?

J.R.: Man liekas, video ieguva lielaku ievéribu maksla tapéc,
ka tas kluva pieejamaks. Pirms tam bija tikai kino un cilvéki, kas
stradaja eksperimentala kino laucina, bet tad naca video. Es domaju,
videomaksla paliks, tapat ka paliks fotomaksla. Videomaksla pati par
sevinav makslas novirziens, ta es nepavisam nedomaju. Betinteresanti
Sobrid ir tas, ka video un fotografija ir mediji, kas kluvusi tik pieejami
pasdarinajumiem, ka jiis varat domat - kapéc gan iet uz muzeju, lai
redzétu kadu darbu, ja to var apskatit Youtube. Manu darbu realizacijas
izmaksas ir pieaugusas lielos apméros, un man griiti pateikt, vai tas
noticis neapzinati, lai uzsvértu atskiribu starp neskaidru, majas
apstaklos filmétu Youtube video, vai ne. Es nedomaju, ka videomakslai
lemts 1ss miizs, uzskatu, ka tas ir medijs un ka tas turpinasies, bet
tas pozicionéjums var mainities pieejamibas dél. Katra zina bis
interesanti redzét, kada nakotne videomakslai biis $aja socialo tiklu
un pasreklamas cirka, kura més visi Sobrid atrodamies. ®

Julika Rudéliusa dzimusi 1968. gada Kelné, Vacija. Sobrid dzivo un strada
Amsterdama un Nujorka. Personalizstades: BijlmAir: Your Blood is as Red as
Mine, Amsterdama (2004); Geld! Julika Rudelius, Graca (2006). Grupu izstades:
Untitled, Londona (2004); Populism, Vilna, Amsterdama un Frankfurte (2005);
Kvandzu biennale, Dienvidkoreja (2006); The Youth of Today, Frankfurte (2006);
Global Feminisms, Nujorka (2007).

Pilvi Takala dzimusi 1981. gada Helsinkos. Sobrid dzivo un strada Amsterdama.
Personalizstades: Between Sharing and Caring, Nante (2007); The Trainee,
Helsinki (2008); The Angels, Turku (2008); Outshiners, Zagreba (2008). Grupu
izstades: 9. Stambulas biennale (2005); Songs of Freedom and Love, Stambula
(2006); 5. Berlines biennale (2008); And the moral of the story is... Morality
Act lll, Roterdama (2010); 4. Bukarestes biennale (2010); How to Work (More
for) Less, Bazele (2011); The Other Tradition, Brisele (2011); If It’s Part Broke,
Half Fix It, Vilna (2011). 2011. gada 9. junija Pilvi Takala kluva par prestizas Prix
de Rome balvas ieguvéju.

' Saskana ar Pilvi Takalas teikto paldies jasaka Niderlandes valdibai, kura ir |oti dasna jauno
makslinieku atbalstisana. Sniedzot finanséjumu un nodrosinot maksliniekus ar rado3o telpu,
maksliniekiem nav cita uzdevuma ka radit. Apstakli ir ideali, un, pateicoties $adam divu vai
vairaku gadu programmam, jaunos, perspektivos maksliniekus Niderlande vélak nodévé par
sev piederosiem.

2 Intervence — interaktivs makslas projekts, kad tiek iesaistiti skatitaji vai izmantots iepriek$
radits makslas darbs / vieta. Ka makslas izpausmes veids intervence tiek saistita ar Vines
akcionistiem, dadas kustibu un neodadaistiem.

object to discover something felt so strongly that it overwhelms
prohibition or danger”. Would you agree?

P.T.: | can relate to the quote, but I don’t see why this curiosity
should be female in particular. In my practice [ have a drive to belong
and to take part in situations and to discover and understand social
systems not familiar to me. I definitely don’t mind being embarrassed
or being scolded by security in Disneyland or malls, but I wouldn’t say I
put myself in danger in my work. I think the degree of danger is actually
a crucial part of my practice. The seemingly dangerous acts that actu-
ally are quite harmless tell a lot about how strongly we are limited by
unwritten rules. Carrying cash in a transparent plastic bag in a mall is
aminor risk, but appears as something extremely dangerous. Dressing
up inaschool uniformis in no way illegal, or even against the rules, but I
was told I should prepare being sued when making Event on Garnethill.

L.K. to J.R.: Taking into account art history and the fact that
some art movements were very short-lived and that the latest trends
in today’s society dictate that everyone should be on Facebook and
Twitter, do you think video art has a future?

J.R.: 1 guess video became more important in art because it became
more accessible. Previously, you had film and people working with ex-
perimental film, but then video came onto the platform. I think video
art is going to stay, as photography is going to stay. Video art in itself
is not a movement, I don’t think so at all. But what is interesting at the
moment, video and photography are the two mediums that are so ac-
cessible for self-made stuff that you can question yourself why, for ex-
ample, you would go to a museum when you can see a movie on YouTube.
My production costs increased enormously, and I don’t know whether it
happened subconsciously to make a distinction between a hand-held,
shaky YouTube movie or not. I don’t think that video art is short-lived,
[ think it's a medium and it’s going to continue, but its whole standing
might change through its accessibility. It will be interesting to see what
future video art will have in this full-blown social media and self-pro-
moting circus we are in at the moment.

Julika Rudelius —born in 1968 in Cologne, Germany, currently lives and works in
New York City. Solo exhibitions have been presented by the Grazer Kunstverein in
Graz, Austria (2006) and the Stedeljik Museum Bureau in Amsterdam, NL (2004).
Group exhibitions include Untitled 2004 at London Tate Modern (2004), Global
Feminisms at the Brooklyn Museum, New York (2007); the Gwangju Biennale in
Korea (2006); The Youth of Today at the SchirnKunsthalle in Frankfurt, (2006),
and Populism (2005), which toured to institutions in Vilnius, Oslo, Amsterdam,
and Frankfurt.

Pilvi Takala — born in 1981, Helsinki, currently lives and works in Amsterdam.
Solo exhibitions include Kiasma Museum of Contemporary Art, Helsinki; Turku
Art Museum; Galerija Miroslav Kraljevic, Zagreb; Frac des Pays de la Loire, Nantes.
Her work has been shown in group shows in Kunsthalle Basel; Wiels, Brussels;
Witte de With, Rotterdam; CAC, Vilnius; 4 Bucharest Biennial; Eskilstuna Art
Museum, Sweden; 5t Berlin Biennial; 9t Istanbul Biennial; Platform Garanti,
Istanbul and Kunsthalle Helsinki. On 9 June 2011, Pilvi received the prestigious
Prix de Rome award.

Translator into English: Laine Kristberga

" In line with what Takala has said, thanks is due to the Dutch Government, which is very
generous in supporting young artists. By providing funding and ensuring the artists with
studios, the artists have no other task but to create. The conditions are ideal, and also due to
such residency programmes lasting for a couple of years, the Duch later adopt these young
and promising artists as their own.

2 Intervention — an art project that interacts with the audience, previously created works of
art or an existing venue. As a form of artistic expression, intervention is linked with Viennese
Actionism, the Dada movement and neo-Dadaism.
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