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UTE META BAUERE

lelas atgusana

Es runasu par attiecibam starp makslas institicijam un to, ko ~

parasti sauc par aktivismu maksla. Konferences ievada ir minéts,
ka es esmu kritike, bet tas ta nav. Es esmu kuratore. Domaju, ka
te ir svarigi uzsvért 3o atskiribu. Es nerakstu recenzijas. Ceru, ka
man piemit kritiska pieeja, bet es neesmu kritike.

K& makslas institicijam vai kuratoriem vajadzétu traktét
dazadus makslas projektus, neméginot tos piesavinaties vai
funkcionalizét? Ka més, kuratori, varam izradit cienu teritorijam,
ko maksla uzskata par savam? Ko isti Sodien nozimé "publiska
teritorija” vai “publiska telpa”, kad tik daudzas lietas tiek priva-
tizétas? Es domaju, ka $im problémam vajadzétu bat svarigam ari
pécpadomiju situacija. Uz ko norada mana referata virsraksts? Vai
més runajam par ielas atgisanu vai atklaSanu no jauna? Sasto-
poties ar laikmetigo aktivismu makslas praksé, daudzi cilvéki
saka: “Ak, 1a ir tikai atgrie3anas 70. gados”. Bet es nedomaju, ka
tas ta ir. Man skiet, ka mums jaruna par atgGsanu, nevis atkla-
Sanu, jo publiska telpa tiek pastdvigi saSaurinata, ari juridiska
nozimé, Ka jus varbut zinat, “lelas atglsana” bija aktivisma kusti-
ba Lielbritanija 90. gadu vidi un beigas. Ta sakas ka reiva parti-
jas, kolonizéjot publisko teritoriju Joti neparastos veidos un ap-
vienojot populdro kultiru ar politisko aktivismu.

Es jus iepazistinasu ar 4 projektiem, kas ir saistiti ar izstadi
Documenta 11, wispirms jau tapéc, ka Tomass Hirshorns bija
uzaicinats 3eit ierasties. 26|, ka vins nevaréja piedalities. Butu
interesanti apspriest $o0s jautajumus ar vinu. Vind saka savu dar-
bibu ka aktivists un tad kjuva par makslinieku, kamér citi saka ar
makslu un vélak noléma klut par aktivistiem. Mums ir jaredz
atskiriba starp Siem darbibas veidiem.

Es saku ar grupu Park Fiction. Si grupa sastdv no dazadu
nozaru parstavjiem: arhitektiem, laudim no socialo dienestu un
kopienu grupam. Vini satikas, jo visiem bija kopiga interese par
St. Pauli, kadreizéjo Hamburgas stradnieku rajonu netilu no
ostas. Tagad Hamburgas piejiras rajons tiek uzskatits par
vispievilcigdko vietu dzivoklu celtniecibai. Pilséta ir privatizéjusi

. daju no sava publiska ipasuma, un tas noveda pie situacijas, kad
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Reclaim the Street

I'll speak about the relations between the art institution and
what is usually called artistic activism. It is mentioned in the con-
ference introduction that I'm a critic, but this is not the case. I'm
a curator, | think it's important to make this distinctions here. |
don’t write reviews. Hopefully I'm critical, but I'm not a critic.

How can art institutions or curators deal with different art
practices without appropriating them or functionalising them?
How can we as curators show respect for the territories that art
practices claim for themselves? Also, what does ‘public territory’
or ‘public space’ mean today, when so many things are being
privatised? | think these issues must also be relevant in a post-
Soviet situation. What does my title imply? Are we talking about
reclaiming the street or about rediscovering it? When they are
confronted with contemporary activist art practice, many people
say: "Oh, it's just the 1970s once again.” But | don't think that's
the case. | think we must be talking about reclaiming, not redis-
covering, because public space is continuously being shrunk, also
in legal terms. As you may know, Reclaim the Street was an
active movement in Britain in the mid-to-late 1990s. It started
with rave parties that colonised public territory in very innovative
ways, combining popular culture with political activism.

I'll talk you through 4 projects that relate to Documenta 11,
first of all because Thomas Hirschhorn was invited to come here.
It's a pity he wasn't able to participate. It would have been inter-
esting to discuss these things with him. He started out as an
activist and then became an artist, while others have started in
art and then decided to be more activist. We need to see the dis-
tinction between these practices.

I'll begin with Park Fiction. This group consists of people
from different backgrounds: architects, people from social net-
works and neighbourhood groups. They came together because
of a shared interest for St Pauli, which used to be a working-class
area near the harbour in Hamburg. The Hamburg waterfront is
now considered the most attractive territory for building flats.
The city has privatised parts of its public property, and this creat-
ed the situation with squatted houses in the 1980s. In the mean-
time, many new buildings have been put up. A small part of the
waterfront was left, and these people said: “Instead of having




ostu, més gribétu mazliet zalas vides Sejienes iedzivotajiem.” Lai
atbalstitu vietéjas sabiedribas vajadzibas, tka apvienotas dazada
veida prasmes un spéjas. Makslas joma varéja piedavat sim-
bolisku kapitalu - spéju radit publicitati. Ir interesanti apliikot, ka
tas tika darits. No pilsétas programmas ar nosaukumu “Maksla
un publiska telpa” 3i grupa dabdja zindmus lidzek|us, lai finansé-
tu un popularizétu 3o projektu, ko apkaimes grupas nebitu
paveikusas saviem spékiem. Park Fiction vispirms izveidoja
“Vélmju arhivu” par to, kads parks 3eit varétu bat, un tad vini
stradaja ar dazadam interesu grupam, ari ar bérniem), lai attistitu
iedzivotaju idejas parka izveidei.

Prostitlicija 3aja rajona ir reducéta. St. Pauli bija daudz
sarkano lukturu baru, bet tie ir parveidoti jauniesu izklaides
vietas. Tagad Seit darbojas daudzas mizikas grupas. Meés
redzam, ka vispirms parks tika improvizéts. Vini izveidoja lidojoso
paklaju un daudzas citas lietas bérniem. Tas izskatds péc jaukas
socialas aktivitates, bet policija nemitigi véroja, vai kaut kas
nenotiek. Tur bija narkotikas, un tika ienemtas majas. Diezgan
raibi. Bez tam St. Pauli rajona bija ari lielas turku, horvatu un
serbu diasporas, lidz ar to vinu vajadzibas ari bija janem véra.

Parkam attistoties, Park Fiction grupa iesaistijas Margita
Cenki. Vina izveidoja filmu par to, ka cilvékiem ar savam vélmém
vajadzeja iziet ielas, lai kaut kas notiktu. Filmas veidodana
piedalijas daudz cilvéku, ari vacu mazikas grupas, pieméram, The
Golden Lemon.

Mums ka kuratoriem bija sev jajauta, kada veida 3adu grupu
paradit izstadé Documenta. Projekta norises vieta ir Hamburga,
nevis Kasele, un mums nebija nodoma radit maksligu situaciju.
Galu gala més ielidzadm grupu Park Fiction un kopd ar viniem
radijam ipasas mébeles, sava veida atlidzibu, ko vini vélak varéja
alzvest majas. Park Fiction grupas cina prasija ilgstosu iesaistisa-
nos. Lai saglabdtu dargo Hamburgas piekrasti neapbiivétu,
nepietiek rikot izstades. Park Fiction nebija parasts makslas pro-

jekts, bet tadas islaicigas situacijas ka izstades varéja radit 3ai

hetai jauna veida publicitati un vienlaikus atvieglot apceri un
debates. Tadé| grupa saka darboties ar konteineriem improvizéta
veida. Sakuma vinus finanséja Hamburgas pilséta, bet tad mai-
nijas valdiba un finanséjums apstajas. Tomér viniem izdevas
dabut atbalstu no Bundeskulturstiftung (Federdla kultdras
fonda). Man $kiet, tie bija 500 000 eiro parka izbiives uzsak3anai,
un péc devinu gadu cinas daja no 1a patiesi bija istenota. ..

Nakama projekta autors ir Tomass HirShorns. Vins vélas
uzcelt cetrus pieminek|us. Viens no tiem, veltits Zilam Delézam,
tika izveidots Avinona. Piemineklis Spinozam tika radits
Amsterdama, bet piemineklis Antonio Graméi joprojdm nav
uzcelts. Izstadei Documenta 11 Kaselé Hirshorns planoja islaicigu
pieminekli Zorzam Bataijam. Tas noteikti bija ieceréts tikai simts
izstades dienam. Vin3 to neuzskata par socialu iejauksanos kopie-
nas dzivé. T3 katra zina ir daja no vina makslinieciskas darbibas,
bet vins nevélas to padarit par makslas institicijas sastavdalu.
Vinam ir vajadzigs makslas institicijas finanséjums un auditorija,
bet vin3 vélas savu projektu lokalizét citd vieta.

HirShorns neuzskata sevi par socidlo darbinieku, ka nereti
klGdaini minéts publikacijas. Dzivojamais rajons Friedrich Wohler
Siedlung, ko vin3 izvéléjas piemineklim, ir socidlo maju projekts
arpus Kaseles centra. Bezdarba limenis eit ir augsts, bet tas nav
graustu rajons. Tas ir gluZi parasts stradnieku rajons, kadi ir katra
Vacijas pilséta un parasti aiznem lielu daju no pilsétas dzivojama
fonda. Noteikti japaskaidro, ka $adas teritorijas neparstav misu
sabiedribas minoritates. Hirshorns nopirka dajus vecus tak-
sometrus un izveidoja Bataija satiksmes dienestu no Documenta
izstades 3 vieta, lai makslas publikas pilni autobusi ierastos %aja
rajona. Es paliku Kaselé gandriz visas 100 izstades dienas, un
sakuma ari biju skeptiska par to, ko visi $ie Documenta apmek-
I8taju tikstodi nodaris konkrétajai vietai. Bet man jasaka, ka istu

another house that blocks the view to the harbour, we'd like to
have a little bit of green space for the people living there.” To
meet the needs of the local community, different skills and
potentials were brought together. The art field could contribute
the symbolic capital of being able to create publicity. It's inter-
esting to see how that was done. From a city programme called
“Art and Public Space” the group got some money to finance
and publicise this project, which the neighbourhood groups
wouldn’t have managed on their own. Park Fiction first created
an ‘Archive of Wishes' for what a park there could be, and then
they worked with different interest groups, also with children, to
develop the residents’ idea for the park.

Prostitution has been cut back in the area. St Pauli used to
have many red light bars, but they have been transformed for
youth culture. There are many music groups there now. We see
how the park was improvised at first. They built a flying carpet,
and a lot of other things for children. It looks like a nice social
enterprise, but the police was always watching, in case some-
thing would happen. There were drugs, and squatted houses.
Quite a mix. Also, there were big Turkish, Croatian and Serbian
populations in St Pauli, so their requirements also had to be met.

As the park was being developed Margit Czenki was
involved in the Park Fiction group. She created a film about how
people’s desires had to hit the street in order for something to
happen. Many people collaborated on the film, also German
music groups like The Golden Lemon.

As curators we had to ask ourselves how we could present
this kind of group in Documenta. The location of the project is
Hamburg and not Kassel, and we had no intention to create an
artificial situation. We ended up inviting Park Fiction and creating
specific furniture together with them, as a kind of payback that
they could take home later. Park Fiction's struggle required a
long-term commitment. Keeping a part of the highly-priced
Hamburg waterfront open is nothing you can achieve with just
exhibitions. Park Fiction was not an ordinary art project, but tem-
porary situations like exibitions could create new kinds of public-
ity for the cause, and at the same time facilitate reflection and
debate. Therefore, the group started working in improvised ways
with containers. First they had money from the city of Hamburg,
but then there was a change of government there and the fund-
ing stopped. However, they managed to get support from the
Bundeskulturstiftung (the Federal Cultural Endowment) instead.
I think it was 500 000 euro to start building the park, and after
nine years of fighting some parts of it were actually realised.

The next project is by Thomas Hirschhorn. He wants to
build four monuments, One of them, to Gilles Deleuze, was
realised in Avignon. The Spinoza Monument was created in
Amsterdam, and the monument to Antonio Gramsci is still unre-
alised. For Documenta 17 in Kassel, Hirschhorn planned a
temporary monument to Georges Bataille, It was always meant
to last only for the hundred days of the exhibition. He doesn't
see it as a social intervention in the community. It’s very clearly
part of his artistic practice, but he doesn’t want it to be in the
middle of an art institution. He needs the funding of the art insti-
tution. He needs the audience of the art institution, but he wants
his project to be localised at a different spot.

Hirschhorn doesn’t see himself as a social worker, which the
press often mistakenly assumed. The residential area he chose
for realising the monument, the Friedrich Wohler Siedlung, is a
social housing project outside central Kassel. Unemployment fig-
ures are high there, but it's not a run-down ghetto. It's a very
normal working-class area, of the kind that exists in every
German city and usually accounts for a large portion of urban liv-
ing space. One thing has to be made clear: areas like this one
don’t represent a minority in our society. Hirschhorn bought
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tunstu uzplidu nebija. Tikai noteikts skaits makslas pasaules par-
stavju devas uz turieni. Pieminekli Bataijam visvairak izmantoja
vietéjie iedzivotaji.

Piemineklis sastavéja no daZzadiem pakartotiem elementiem:
Bataija taksometriem, Imbiss kioska (kura cilvéki varéja ne tikai
paést, bet ari satikties — 3ai rajond nebija tadu iespéju; diemzél
turku gimenei, kas vadija kiosku, nedeva atjauju turpinat darbu
péc izstades beigam), Bataija bibliotékas (ko izveidoja francu
makslinieks, kas specializéjas Bataija izpété, iedalot to tadas
témas ka sports, sekss un maksla, un man jaatzistas, ka seksa
bibliotéka bija |oti populara. Daudzas soft-porn filmas, protams,
raisija debates, bet patiesiba turku kopiena tapat tas skatas...),
Bataija skulpturas artelpa (ieskaitot spuldzu virknes ka brivdabas
svétkos), tikla kameras, lai parraiditu projekta télus interneta un
visbeidzot televizijas studijas (kura 6 cilvéku grupa katru darba
dienu veidoja 10 min{iSu programmu valsts méroga sabiedriska-
jam kanalam, sasniedzot skatitaju miljonus).

Bataija pieminek|a projektad bija iesaistiti ap 26 vietdjie
iedzivotaji. Bibliotéku, kiosku un visu pardjo vadija vietéjie.
Tomass HirShorns viniem maksaja un vienmér 1 eiro vairdk, neka
par to pasu darbu maksatu Documenta. Projekts radija darba
iespéjas visu vasaru 4 meénesu garuma. Hirshorns uzturéjas
Friedrich Wohler Siedlung visu projekta laiku. Pasa sakuma vel
pirms projekta atkladanas kads ielauzas vina dzivokli un nozaga
visu televizijas aparatUru. Vins sacija, ka, ja 5 dienu laika nozag-
tais netiks atdots, vins atcels visu projektu. Un viss tika atdots, jo
tie bija vietéjie. Vini saprata situaciju, un péc tam nekas vairs neti-

ka nozagts, pat ja aparatira atradas kopienas vidé, buda ar

atvértiem logiem. ledzivotaji aizsargaja pieminekli. Documenta
parstavji badijas, ka projekta vértigas sastavdalas kopiena nozags
vai sabojas.

Daudzi makslas vides parstavji un amerikanu kolekcionari
iemiléja Hirshorna darbu. Daudzi citi teica: “Ak, tas izskatas ta, jo
tas ir nabadzigs rajons..." Bet iedzivotdji sacija: “Ak Dievs, ja
Tomass batu Javis mums palidzét, viss izskatitos patiesam skaisti
un ne tik nolaisti, bet jabit makslinieciski...” Hirshorns vienmeér
strada ar létiem materialiem no DIY veikaliem. Vins negrib, lai cil-
veki uzskatitu vina darbus par nelietojamiem un to komponenti
tiktu nozagti, tapéc vin3 visu veido ikdieniSku un cer, ka tas paliks
sava vietd. Soreiz ta ari bija.

Seit més ari redzam Markusu Steinvegu, filozofu no Berlines,
kas bija rezidéjosais teorétikis 3aja apkaimé. Péc projekta
nosléguma tika publicétas divas gramatas: vienas autors bija
Tomass Hirshorns, kas runaja par makslinieciskajiem aspektiem,
un otru sarakstija Markuss Steinvegs par teorétiskajiem jautaju-
miem.

lzstadé Documenta 11 piedalijas ari Austrijas un Vacijas
fotografe Lisla Pongere. Austrijas laikraksti vinai pasitija
materidlu par notikumiem DZenova 2001. gada, kad policija
nekartibu laika nogalindja antiglobalistu demonstracijas dalib-
nieku Karlo D2uljiani, un daZas nedélas péc G8 samita vina devas
uz turieni. Vina fotograféja protestu liecibas, siegtas kanalizacijas
likas un grafiti. Vinas projekts ir interesants pats par sevi, bet ari
tapéc, ka tas saistas ar grupas Volkstheater Karavane aktivitatém.
Ta ir ielas teatra grupa, kas sastav no aktieriem, aktivistiem, sce-
naristiem un maksliniekiem. DZenova vini istenoja projektu ar
nosaukumu DZenovas aktivd mdksla, un atpakalcela tikai 100
kilometru pirms Austrijas robezas vinus aizturéja policija un ielika
cietuma uz 3 nedélam. Vinus apsudzéja par piederibu “melnajam
blokam”. Policija vienu meiteni saskaidija pret sienu. Vinai tika
izsisti zobi un salauzta roka. Tacu bitiba vini ir tikai nekaitiga ielas

", teatra trupa... Te atkal ir redzams, ka, tikiidz més izejam arpus

institdcijam un nokjastam politiska zona, lietas kjGst redlas. Dazi
Siem |audim varbit ir naivi, bet péc Géteborgas un DZenovas

atei ir ieradita ista vieta.

some old taxis and created a Bataille Shuttle Service from
Documenta instead of having whole busloads of the arts crowd
invading the area. | stayed in Kassel for almost the entire 100
days of Documenta 11, and in the beginning | was also quite
skeptical about what all the thousands of Documenta visitors
would do to the area. But | must say that there was never a
tourist situation really. Only a certain number of art world peo-
ple made their way there. The Bataille Monument was mostly
used by the local residents.

The monument consisted of different sub-elements: the
Bataille Shuttle, the Imbiss kiosk (which was not only to feed
people but also functioned as a meeting place, since that was
missing in the area, and unfortunately the Turkish family that ran
the kiosk didn't get permission to continue it after the exhibition
period), the Bataille Library (which was put together by a French
artist who specialises in Bataille and organised around themes
like sport, sex and art, and | must admit that the sex library was
very popular, with a lot of soft-porn films, which of course
created a debate, but the fact is that the Turkish community
watches soft-porn anyway...), an outdoor sculpture of Bataille
(including light bulbs hanging in rows like in outdoor festivals), a
webcam for broadcasting images of the project on the Internet,
and finally a TV studio (where a group of 6 people produced 10
minutes of programming every weekday for a nationwide public
service channel, reaching millions of viewers).

The Bataille Monument involved around 26 people in the
area. The library, the kiosk, everything was run by the local resi-
dents. Thomas Hirschhorn paid them, and always 1 Euro more
than Documenta would have paid for a similar job. The project
created jobs that lasted 4 months, during the summer.
Hirschhorn stayed in the Friedrich Wohler Siedlung for the whole
duration of the project. In the very beginning, before the project
opened, someone broke into his flat and stole the whole TV edi-
ting equipment. He said that unless it's back within 5 days, he
would cancel the whole project. And everything was returned,
because these were people from the group. They understood the
situation, and afterwards nothing was ever stolen, even if the
editing equipment was there in the middle of the community in
a shack with open windows. The people living there protected
the monument. This had been a concern of Documenta as an
institution, that the expensive equipment would be stolen or
ruined by the community.

Many people in the art world, and many American collec-
tors, loved Hirschhorn's work. Many others said: “Oh, it looks
the way it does because this is a poor area...” But the residents
said: “My goodness, if Thomas would let us help, the whole
thing would look really proper and not so trashy, but this must
be artistic...” Hirschhorn always works with cheep materials from
DIY stores. He doesn’t want people to think his works aren’t
meant to be used, and he doesn‘t want the components to be
stolen, so he keeps everything casual and hopes it will stay in
place. This time it did, actually.

Here we also see Markus Steinweg, a philosopher from
Berlin who was a kind of theoretician-in-residence in the area.
After the project two books were published: one by Thomas
Hirschhorn about the artistic aspects, another by Markus
Steinweg about the theoretical implications.

The Austro-German photographer Lisl Ponger also partici-
pated in Documenta 11. She was commissioned by Austrian
newspapers 10 go to Genova a few weeks after the G8 summit
in 2001, when the anti-globalisation demonstrator Carlo Giuliani
was killed by the riot police. She photographed the traces of the
protests, sealed manholes and graffiti. Her project is interesting
in itself, but also because it connects to the activities of the
group Volkstheater Karavane. This is a street theatre collective



Lisla gribéja stradat ar liecibam, un tas Documenta ietvaros
ir izdarams. Més ka madkslas institiicija neesam aktivisma
aizsacgji. Tam ir janotiek paSam no sevis. Un, mums par
parsteigumu, tas kada diena notika ari Kaselé, kad Volkstheater
Karavane un citas aktivistu grupas, ka Intermedia Italy, paradijas
un saka buvét savu "Bezrobefu apmetni”. Tika parbauditas
institlcijas robezas. Documenta, kas simpatizéja akciju iedves-
mojusajam idejam, lika aktivistiem aizvakties. Vini bija uzstadijusi
publisku virtuvi, un, ja kads saslimtu, atbildiba ar visam
apdrodinasanas lietam un iespéjamiem tiesu darbiem tiktu
uzvelta Documenta organizétajiem. Vini izlidzas atjauju palikt
24 stundas, un més spéjam parliecinat Documenta administraci-
Ju nelaut nojaukt apmetni ar policijas spékiem, kas jau gaidija
tuvuma. Okvui Envezors sacija, ka aktivisti katrd zind nellidz
atlauju, un, ja atnak policija un vinus aizved, tas ir paredzams
akcijas rezultats un rada publicitati, kas, iespéjams, ari bija akci-
jas meérkis.

Situacija tomér bija tada, ka vairaki no Siem cilvékiem bija
redzami videoieraksta no DZenovas, un viniem tika liegts iebraukt
Italija. Ja vinus arestétu otru reizi, naktos iet cietuma. Dazi no
viniem bija misu akadémijas studenti Viné. Lidz ar to manas
baZas bija mazliet citadas. Si apmetne tika uzcelta, lai atbalstitu
400 ¢iganu un serbu gimenes, kam taja laika draudéja deporta-
Cja atpakal uz Serbiju, jo bija mainijusies tiesiska situdcija un
Vacija gribéja stit patvéruma mekIétajus atpakal. Dazi no viniem
bija Seit uzturéjusies 13 gadus, vinu bérni apmeklgja vacu skolas,
un vini vairs pat nerundja serbu vai ¢iganu valoda. AtgrieZoties
Serbija, vini nespétu atrast darbu. Bet vacu iestades diennakts
laika izléma, ka viniem 20 minG3u laika jasakrava éemodani un
jadodas atpaka|. DaZiem Vacija bija labs darbs, un vini pat
nepaguva informét savus darba devéjus un draugus par 3o
deportaciju. Apmetne bija demonstracija $o 400 gimenu
aizstavibai. Tadéjadi mums bija daZadi apsvérumi par iespéjamo
pretdarbibu akcijai, bet tas tikai parbaudija mis un misu spéju
rikoties saskana ar morales un étikas principiem. Protams, tas
mis Joti iespaidoja no emocionala viedokla.

Galu gala Sie 4 projekti izraisija diezgan atikirigas reakcijas
un tika turpinati dazados veidos. Ka reagét uz savu pieredzi un
tai sekot, manuprat, ir misu zina. Tomér 13 ir ari pardomu téma
visa veida intelektuafiem: maksliniekiem, rakstniekiem u.c. Vini
parasti daudz ceo, un viniem ir pieejamas daudzas lietas. Es
domaju, ka viniem vienmér jadoma par varda brivibu un
izpausmes brivibu. Vienmér ir svarigi, lai makslinieki kolonizétu
telpu, paturot prita Sos motivus.

that consists of actors, activists, scriptwriters and artists. In
Genova, they performed a project called Genova Acting Art, and
on their way back they were captured just 100 kilometres before
the Austrian border and put in jail for 3 weeks. They were
accused of belonging to the ‘black block’. One girl was smashed
against the wall by the police. She lost her teeth and broke her
arm. And basically they're just a harmless artistic street theatre
group... Again, we see that as soon as we leave the institution,
as soon as we enter into political territory, things get real. Some
of these people may be naive but after Gothenburg and Genova
naiveté has been shown its place.

Lisl wanted to work with traces, and this is what Documenta
can do. We, the art institution, don’t start activism. It has to hap-
pen by itself. And to our surprise it also happened in Kassel one
day, when Volkstheater Karavane and other activist groups, like
Intermedia Italy, showed up and started building their No-Border
Camp. The limits of the institution were tested. Documenta,
which basically was sympathetic to the ideas behind the action,
ordered the activists to leave. They had set up a public kitchen,
and if some people were fallen ill Documenta would be held
responsible, with all that entails in terms of insurance and possi-

*ble legal action. They negotiated permission to stay for 24 hours,
and we could convince the Documenta administration not to get
the camp torn down by the police who were waiting around.
Okwui Enwezor said that anyway, if you're an activist, you don't
ask for permission, and if the police come and take you away
that's an anticipated outcome of your action and it creates the
publicity you may be looking for.

The situation, however, was that several of these people
had been recorded on video in Genova and weren't allowed to
travel to Italy anymore. If they were arrested a second time,
they'd have to go to prison. Some of them were students at our
Academy in Vienna. Therefore, my concerns were slightly differ-
ent. This camp was set up to support 400 Roma and Serbian
families who at the time were threatened with deportation back
to Serbia, because the legal conditions had changed and
Germany wanted to send asylum-seekers back. Some of them
had been there for 13 years, the children had gone to German
schools, and they didn’t even speak Serbian or Romani anymore.
They would not be able to find jobs back in Serbia. But the
German authorities decided overnight that they had to pack their
suitcases in 20 minutes and go back. Some had good jobs in
Germany, and sometimes weren't even able to inform their
employers or friends about the deportation. The camp demon-
stration was for these 400 families. So we had different concerns
about whether to action against it, but that only tested us and
what we were able to do about our morality, our ethics. Of
course we were very emotionally involved.

In the end these 4 projects provoked rather different reac-
tions, and they were extended in different ways. How to react
and how to follow up what we experience is, | think, our own
responsibility. It is, however, also a matter of concern for all kinds
of intellectuals: artists, writers etc. They usually do a lot of trav-
elling, and they have access to many things. | think they should
always be concerned with freedom of speech and freedom of
expression. It's always important for artists to colonise space with
these causes in mind.
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