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Diskusija péc Utes Metas Baueres
priekslasijuma

Apolonija Sustersi¢a: Es gribu pajautat par Tomasa
Hirshorna projektu. Vai vinam ir vajadziga makslas publika? Man
dkiet, ka es atceros uzrakstu uz viena no Bataija taksometriem.
Varb(t tas nebija gluZi tik rupjd ka “izdrazt makslas publiku”,

Ute Meta Bauere: Tas bija britu makslinieka citats.

Apolonija Sustersica: Tatad to nebija rakstijis Tomass?

Ute Meta Bauere: Tas drodi vien bija tikai grafiti, bet tas
nav svarigi. Tomér tas ir interesants jautajums. Tomasam ir
vajadziga makslas institicija, lai sapemtu finanséjumu saviem
projektiem. Makslinieka statuss vinam dod diezgan labus ienaku-
mus. Sim nolikam ir vajadzigi vai nu kolekcionari, vai sabiedris-
kais pasutijums. Par Sim lietam jabit skaidriba, pat ja neviens isti
negrib par to rundt. Kadi ir jaunrades nosacijumi? Tas ir ipasi sva-
rigi, ja jis darbojaties publiska telpa, kas bieZi vien saistas ar
juridiskiem Skérdliem. Makslai ir ari vajadzigs atbalsts. Kas maksli-
niekiem var palidzét 3aja zina?

Varbit makslas institlicija varétu mainit savas prioritates un

vairak atbalstit noteiktas lietas. Es domaju, ka ir svarigi to integrét

makslas institGcijas diskursa, un, manuprat, ari institucijai ir bitis-
ki kritiski izvértét aktivitites, ar kuram ta ir saistita. DaZreiz Sis
makslinieku akcijas var bat diezgan naivas, un tad, manuprat, ir
svarigi to apspriest, pat ja dai cilvéki saka “izdrazt jus, publiku”.
Piernéram, situacija ar Volkstheater Karavane. Kad vinus apcie-
tindja, vini, protams, lGdza, lai més ka Documenta organizatori
rakstitu Austrijas valdibai atbalsta véstules. Bet daZi biedri sacija:
“Né, més negribam neka kopiga ar Siem makslas parstavjiem.”
Sava veida vini izmantoja mis, lai paustu to, cik padi ir labi. Te ir
lieli konflikti, un ir svarigi tos apspriest.

Apolonija Sustersi€a: Es piekritu jusu teiktajam par mak-
slas kontekstu un varda brivibu. Manuprat, ir svarigi domat par
misu aktivitadu formuléjumu attieciba pret makslas publiku, ka
ari pret to, ko més varétu saukt par nemakslas (vai neprofe-
siondlo) publiku. Par to varétu domat ka par eksperimentalas
socidlas platformas veidosanu, bet, protams, tas ari var tikt aps-
priests. Tadu es nesaprotu, kapéc Tomass ir tik |oti pret “socialo
zimogu”. Ko tas nozimé?

Ute Meta Bauere: Vina darbam ir socidla nokrasa, bet vina
makslinieciska iejaukianas 3aja sféra neaizstdj socialo darbu.
Cilvéki |oti bieZi sajisminas par maksliniekiem, kuri “strada ko-
piena”. Institucijam bieZi ir tendence uzaicinat maksliniekus ris-
indt problémas, kas bitu jarisina ar labu socidlo palidzibas sisté-
mu, medicinas apripi un daZreiz ar garigas veselibas veicinasanas
pasakumiem. Daidreiz runa ir par cilvekiem krizes situacijas, un
maksliniekiem nav nepiecielamas izglitibas, lai viniem palidzétu.
Vienai lietai jablt skaidrai: maksla nevar aizstat cita veida infra-
struktlru. InstitGcijas biezi doma, ka maksla ir [étaks veids, ka risi-
nat savas problémas.

90. gadu sakuma es stradaju makslinieku vadita telpa, un
Jaudis sacija: "Jums vajadzétu vairdk sadarboties ar apkaimes
iedzivotajiem.” Un es atbildéju: "Es sadarbojos ar apkaimi: ar
makslas lidzekliem, un tas ir viss.” Més neesam rajona socialie
darbinieki, bet mums tomér ir socidla ideja, kaut ari ta ir citada
ideja.” Sociala sféra var tikt izprasta k@ makslinieciskas

jauk3anas zona, bet ko 3ada iejauksanas nozimé? Un atgrie-

Joties pie varda brivibas: més visi esam pieredzéjusi, ka varda

Discussion after Ute Meta Bauer's
presentation

Apolonija Sustersic: | want to ask about Thomas
Hirschhorn's project. Does he need the art audience? | seem to
remember something that was written on one of the taxis in the
Bataille Shuttle. Perhaps it wasn't quite as rude as "fuck the art
audience”, but...

Ute Meta Bauer: It was a quote from a British artist.

Apolonija Sustersic: So it wasn't by Thomas?

Ute Meta Bauer: it was probably just graffiti, but it
doesn’t matter. It's still an interesting question. Thomas needs
the art institution to get financing for his projects. He makes a
rather good income from being an artist. For that you need
either collectors or public funding. One has to be clear about
these things, even if noone really wants to talk about them.
What are the conditions of production? This is particularly impor-
tant if you do things in public space, which very often involves
legal complications. Art also needs promotion. Who can help
artists with that?

Maybe the art institution could shift its priorities, and
become more of an agent for supporting certain things. | think
it's important to integrate this into the discourse of the art insti-
tution, and | also think it's important for the institution to criti-
cally reflect the practices it engages with. Sometimes these
actions by artists can be rather naive, and then | think it's impor-
tant to discuss this, even if some people say ‘fuck you' out there
in the audience. Take the whole situation with Volkstheater
Karavane. When they were put in jail they of course asked us, as
organisers of Documenta, to write letters of support to the
Austrian government. But some of the members said: “No, we
don’t want anything to do with these artistic people.” In a way
they just used us to claim they themselves are such good people.
These are big conflicts, and it's important to debate them.

Apolonija Sustersic: | agree with what you say about the
art context and freedom of speech. |, too, believe it's important
to think about how we formulate our activity in relation to the
art audience, but also in relation to what we could call a non-art
(or non-professional) audience. This could be thought of as
building an experimental social platform, but of course it can also
be debated. But | don't understand why Thomas is so much
against the ‘social stamp’. What does that mean?

Ute Meta Bauer: His work has social implications, but he's
not replacing a social worker with his artistic interventions in
these areas. Very often people become enthusiastic about artists
who work ‘in the community’. Institutions often tend to invite
artists to solve problems they should solve with good social net-
works, with health care and sometimes with mental-health sup-
port measures. Sometimes it's to do with people in a crisis, and
artists don‘t have the appropriate training to help them. One
must be clear: art can't replace other infrastructure. Institutions
often think art is a cheaper way to solve their problems.

| was working in an artist-run space in the early 1990s, and
people said: "You should engage more with the neigbourhood.’
And | answered: 'l do engage in the neighbourhood: with art,
and that’s it."” We're not social workers in the area, but we still
have a social idea, although it's a different idea. The social can
be thought of as a field of artistic intervention, but what does
this intervention mean? And coming back to freedom of speech:
we have all experienced that freedom of speech has its limits,



Sérens Grammels: Mans jautdjums ir saistits ar Park
Fiction projektu. Kada jéga isti ir no $ada projekta tadai institiici-
jai ka Documenta, ja projekts tiek istenots kop$ 1994, gada,
iesaistot tik daudzus cilvekus? No vienas puses, jis to nemaz
nevarat paradit, bet, no otras puses, varbit ir lieliski, ka
Documenta dod marginalam projektam $adu lielu publicitati. Tas
var radit plasaku atbalstu un vairak lidzek|u. Documenta 11 bija
pirma reize, kad Park Fiction tika prezentéts lielakai auditorijai.
Ka jOs risinat Sis lietas? Ir ipasi interesanti to dzirdét no jums, jo
Berlines biennalé jis iepazistingjat ar daudzam aktivitatém, kas
notiek “uz ielas”. Galu gala tam jatiek kaut kadi paraditam,
nosauktam un izstaditam. ..

Ute Meta Bauere: Esmu nobaZijusies par daZada veida
aktivitaSu piesavinasanos. Bet es pati esmu uzsdkusi darboties
tadas kustibas ka Park Fiction, un man ir visai svarigi saprast, ko
tas nozimé. Makslas vésture ir institdciju vésture, bet daudzas no
Sim aktivitatém ir izslégtas no tam. So pasu izslégsanu més
piedzivojam feminisma kustiba. Daudzas makslas aktivitites tiek
izslégtas, un mums vienmér ir jacinas par to tiesibam pastaveét ari
arpus institlicijam. ..

Més bieZi aizmirstam, ko parstav muzeji, Més vienmeér
domajam, ka tie veicina tdrismu, makslas paradisanu plasakai
publikai, bet ta ir ari uzglabasanas un izpétes vieta. i makslas
instittcijas zinatniska misija ir joti svariga. Man muzejs ir makslas
vestures un kultdras masinérija. Es atzistu, ka izstade makslas
Institiicija ir kas cits neka makslas aktivitates ielas, bet tiedi tapéc
Institlcija ir labs instruments refleksijai un dazadu prakses veidu
un to sféru parvértéanai. Vienlaikus arpus makslas -institdicijam
teorija un prakse Joti ciesi savijas, jo maksliniekiem un aktivistiem
ir spéciga teorétiska baze.

JUs piemingjat citu makslas institdcijas aspektu. Ta parstav
simbolisku kapitalu, vai nu mums tas patik vai ne. DaZi maksli-
nieki var sacit: “Né, mums nav pienemams k|Gt par institdicijas
sastavdalu.” Un tad viniem to vienkar3i nevajag darit. Bet ir citi,
ka, pleméram, Park Fiction grupa, kam ir savas idejas par to,
kapéc vini piedalas. Finansétaji, ka Bundeskulturstiftung, ari giist
labumu no $adas dalibas Documenta, Tiek celta vinu finanséjuma
vertiba. Ja makslinieki to zina, vini tapat gist labumu.

Sérens Grammels: Ka jis domajat, vai institiiciju ietvaros
notiekosas izstades izplata aktivistu politiskds nostadnes publika
vai ari notiek pretéjais - vinu politisko energiju absorbé estétiska
vai kultaras masinérija, ka jis teicat? Vai jls uzskatat, ka politisku
jautajumu aplikosana muzejos mainis sabiedribas nosacijumus
un funkcionéanas veidu?

Ute Meta Bauere: Es domaju, ka jisu ‘minéta prakse ir
marginala. Lielaka dala no makslas institiicijdm nodarbojas ar
Citiem jautajumiem. Bet es piekritu: iendkot makslas institdicija ar
$adu praksi, jums jarisina ari estétiskas problémas. Nav 2aubu, ka
makslas prakse vienmér ietver estétikas jautajumus. Es neteiktu,
ka vieniga politiska prakse maksla ir iesaistities politika. Pat loti
ejosas glezniecibas praktizédana ir politiska, jo ta ir saistita ar
noteiktu makslas jomas jédzienu. Mana skatijuma estétika un
politika maksla ir ciesi saistitas, un es neapgalvotu, ka viens
aspekts dominétu par otru.

particularly in institutions.

Soren Grammel: My question is to do with Park Fiction.
What is actually the use, for an institution like Documenta, of a
project like this that has been going on since 1994 and involved
50 many people? On the one hand, you can't really exhibit it, but
maybe on the other hand it’s great that Documenta gives a mar-
ginal project such a big shop window. That can bring wider
acceptance and more money. Documenta 11 was the first time
Park Fiction was presented to a larger audience. How do you deal
with these things? It's particularly interesting to ask you this,
because in the Berlin Biennial you often presented practices that
take place ‘in the street’. And in the end they have to be repre-
sented somehow, labeled and put on display...

Ute Meta Bauer: I'm concerned about the appropriation
of different kinds of practice. But | myself come out of move-
ments similar to Park Fiction and for me it is quite important to
understand what they mean. Art history is written about institu-
tions, but many of these practices are excluded from it. We expe-
rienced the same exclusion in the feminist movement. Many
artistic practices are excluded, and we always have to fight for
their right to exist, also outside of the institutions...

We often forget what the museum stands for. We always
think it's good for tourism, good for showing art to a large audi-
ence, but it's also a place for archiving and research. This scien-
tific mission of the art institution is very important. For me the
museum is an art history machine, a cultural machine. | appreci-
ate that an exhibition in an art institution is something else than
art activities on the street, but the institution is, precisely for that
reason, a good tool for reflecting on or re-evaluating different
practices and their domains. At the same time, theory and prac-
tice are increasingly intertwined outside of the art institution by
artists and activists with strong theoretical backgrounds.

You mentioned another aspect of the art institution. It rep-
resents symbolic capital, whether we like it or not. Some artists
may say: “No, it's not appropriate for us to participate in the
institution.” And then they just shouldn't do it. But there are
others, like Park Fiction, who have their own ideas about why
they participate. Funding agencies like the Bundeskulturstiftung
also benefit from participating in Documenta in this way. The
value of their investment is raised. If artists know that, they can
benefit as well.

Soren Grammel: Do you think the exhibitions that take
place in institutions are spreading activist political practices to the
public, or do you think it's the opposite, that their political ener-
gy is absorbed by the aesthetic machine or cultural machine as
you said? Do you think that dealing with political issues in
museums will change conditions and practices in society?

Ute Meta Bauer: | think what you talk about is a marginal
practice. The majority of art institutions deal with other issues.
But | agree: if you enter into art institutions with this kind of
practices you're also dealing with aesthetic issues. To be sure,
artistic practice always involves aesthetic issues. | wouldn‘t say
that the only political practice in art is to engage in politics. Even
doing very upmarket painting is political, because it's to do with

a certain notion of the artistic field. The way | see it, aesthetics

and politics are all intertwined in art, and | wouldn't talk about
one aspect dominating over the other.
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