Kléra Bisopa

Sociali angazeta maksla vai estétiski
angazeta politika?

Var apgalvot, ka maksla 20. gadsimta 90. gados piedzivoja
nepieredzétu “sociali angaZétas makslas” lomas uzplaukumu. Ta
ir tdda maksla, kuru vairdk raksturo sadarbiba ar vietu, ar sa-
biedribu, kur ta notiek, ar vietéjiem iedzivotdjiem, vides vai
socidlajam agenturam, nevis darbiba tikai makslas muzeja vai
galerija. Protams, maksla ar socidlo un politisko sirdsapzinu nav
Jauna paradiba: atceramies kaut vai 60. gadu aktivistu makslu,
Jozefa Boisa “socialas skulptiras” un “jauna Zanra sabiedriskas
makslas” paradidanos 80. gados. Sis makslas jauna iezime 90.
gados ir darbu pamanamiba un pieejamiba: no makslas dzives
periférijas ta parvietojusies uz centru, gistot institucionalu
apstiprinajumu, jo sanem pasutijumus prestiu makslas izstazu
atklasanai un jaunu muzeju pirmatklasanas programmam. Seit es
domaju projektus N 55, Superflex, Vito Akonéi darbus, Rirkrita
Tiravanijas projektu Zeme, Diasu un Ridvigu, Lisiju Ortu, Elly
Gibsu, Annu Bestu un daudzus citus, kas palikusi mazak pamaniti
arpus meinstrima.

Lielaka daja 3o “sociali angaZ&tas makslas” projektu tiek vei-
doti misdienu makslas diskursa ietvaros, bet vienlidz tiecas
panakt sociala darba, makslas terapijas vai politiska aktivisma
letekmi. Parasti misdienu maksla, kas iesaistis $idis jomas,
apgalvo, ka ir “atvérta”, jo tas rezultats nav pakjauts zinatniskai
analizei. Sadi darbi tiek minéti un recenzéti makslas zurnalos un
biennalu katalogos — bet nekad ne detalizéti dzili un nekad ne
tada veida, kas Jautu priek3plana izvirzit problému par to, ka
mums vajadzétu apspriest, salidzindt un vértdét $adus darbus.
Parak bieZi par sociali angazétu makslu tiek rakstits kritiska vaku-
uma apstaklos, apzinati pamatojot spriedumus ar atseviskiem
izteikumiem. Pieméram, Mollija Nezbita apsprie? Edi Ramas pro-
jektu, kurd Tiranas dzivojamo éku fasides tika parkrisotas
spilgtas krasas (projektu talak attistija Hanss Ulrihs Obrists un
Anri Sala 2. Tiranas biennalé pagajusaja gada), un apgalvo, ka
nodoms ir veiksmigs, jo “krasai piemita tads spéks, kas apslapé-
ja gaumi un negativismu" . $im apgalvojumam seko anekdotisks
pieradijums, to autorei pastastijis pats Edi Rama, pilsétas mérs un
biennales direktors”. Mérs izstastija stastu par kadu cilvéku, kuré
atnaca pie vina, lai runatu par mates balkonu, kas, istenojot pro-
lektu, tika nokrasots melna krasa. Tas sievieti bija satraucis, un
vina sutija savu délu pateikt, lai balkons tiktu parkrasots cita toni.
Protams, sacija mérs. Més to varam mainit. Pirms tas tika izdarits,
virietis atgriezas un pateica, ka mate ir pardomajusi. Tagad vina
bija nolémusi, ka vinas balkons tai |auj redzét pasauli t3, ka vina
to bltu uztvérusi no sava kapa. Ta gaiSums vinu sveicinaSot.
Dzive esot gaiga. "2

Nezbitas parstasts ir tipisks veids, ka tiek rakstits par sociali
angazétu makslu, jo tiek piesauktas subjektivas liecibas un piede-
vam visai emocionalas, lai piedkirtu kritiskajam spriedumam
nozimibu. Tomér 3ada afektéta kritika ne visai saderas ar projek-
ta robustajiem mérkiem — uzcelt dzives kvalitati Tirana. Japiebilst,
ka tas ir ari panaivs politisks veids, ka uzlabot méra slavu.

Daudzus lidzigus piemérus var atrast kritiskaja literatira par
danu makslinieku kolektivu Superflex. Carlzs E3s, apspriezdams
Sis grupas superkandla TV staciju kidas nolaistas daudzstivu
dzivojamas ékas iemitniekiem LiverpGlé (tas bija projekts, kas tika

Claire Bishop

Socially-Engaged Art or Aesthetically-Engaged
Politics?

It can be argued that contemporary art in the 1990s has
witnessed an unprecedented rise in ‘socially-engaged art’, a type
of work that centres its practice on collaborations with the
community, environmental or social agencies rather than inside
the art museum or gallery. Of course, interactive art with a social
and political conscience is not a new phenomenon: activist art
precedents in the 1970s come to mind, as do Joseph Beuys's
“Social Sculpture” and the emergence of “new genre public art”
in the 1980s. What is new in the latter half of the 90s is the
visibility of this work: its relocation from margin to centre, and its
institutional endorsement in the form of off-site commissions for
prestigious international exhibitions and for the pre-opening
programmes of new museums. I'm thinking here of work by
NS5, Superflex, Vito Acconci, Rirkrit Tiravanija's project “The
Land”, Dias and Riedweg, Lucy Orta, Ella Gibbs, Anna Best, and
many others with less visibility outside the mainstream art world
circuits,

Most of these projects exist within the discourse of
contemporary art, but equally aspire to the impact of social
work, art therapy or political activism. Unlike these latter
activities, however, contemporary art that engages with such
issues argues that it is “open-ended”, since the outcome is not
subject to scientific analysis. Such works are mentioned and
reviewed in art magazines and biennale catalogues ~ but never
in depth, and never in a way that foregrounds the problem of
how we are to discuss, compare and evaluate this work. Too
often, writing about socially-engaged art exists in a critical
vacuum, wilfully basing its judgments on word of mouth. For
example, Molly Nesbit, discussing Edi Rama’s project to repaint
in bright colours the facades of apartment blocks in Tirana (a
project that went on to be developed by Hans-Ulrich Obrist and
Anri Sala for the 2"d Tirana Biennial last year), argues that the
scheme is successful because ‘colour... had a power that overran
taste and negativity'.! Her evidence for this is anecdotal, relayed
to her by the mayor and director of the Biennial, Edi Rama him-
self:

The mayor told a story about a man who came to see him
about the colour of his mother's balcony, which, because of the
scheme, had been painted black. This upset her and she had
sent her son to see about changing the colour to something else.
Of course, said the mayor, we can change it. Before this could
happen, the man returned to say that his mother had changed
her mind. She now felt that her balcony was showing her the
world as she would see it from the depths of her tomb. Its bright-
ness would greet her. Life was bright.2

Nesbit's account is typical of writing about socially-engaged
art in its recourse to subjective testimony, and a rather emotive
one, to carry the weight of critical judgment. Yet this type of
affective criticism sits uncomfortably with the robust social aims

~ of the project - to improve the quality of life in Tirana. It could

also be said that it remains naive to a reading of the scheme as
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organizéts pilsétas pirmajai biennalei 2000. gada), sava raksta
jestarpina garus citatus no valdibas zinojumiem par britu pas-
valdibu &ku stavokli, Tomér E3a stingriba vajinas, kad vin3 apgal-
vo, ka Superflex projekts ir “instruments”, kas “var izmainit gan
daudzstavu ekas, gan tas iedzivotaju télu”3. Péc Esa apgalvoju-
ma, §3 darba galvenais sasniegums ir tas, ka tas "nostiprinajis
@kas iemitnieku kopibas izjutu" 4 Kaut ari ESa apgalvojumiem
par britu dzivojamo augstceltnu stavok|a pasliktinadanos teksta ir
vairakas atsauces, vina apgalvojums, ka Superflex projekts ir
veicindjis “kopibas izjlitas nostiprindsanos”, pamatu pamatos ir
intuitivs. (Vel vairdk — tas balstas uz pienémumu, ka neparprota-
mi labi ir tas, ka maksla veicina “spécigu kopibas izjitu”, - 3adu
apgalvojumu es vélétos ap3aubit.) Es méginu noradit uz to, ka 50
problému rada Superflex darba filozofiskais pamats un diskurss
ap to. Ja Superflex vélas, lai vinu darbi funkcionétu kompleksa
sociala starplauka, tadejadi radot pozitivas parmainas, tad kritikai
vajadzétu novértét 3adu vinu mérki ar atbilstosi lietisku analizi.
Superflex mérkis ir mainit sabiedribu, tadé| vinu projektus
vajadzétu aplikot ne tikai no makslas kritikas pozicijas, bet ari no
attiecigi piesaistito jomu diskursa kritériju pozicijdm: sociala
darba, labdaribas un valdibu iniciativam.

Vél kads piemérs: Artforum 2004. gada marta numura
Karloss Basualdo un Reinaldo Ladaga apsprieZ nesenos makslas
projektus, kas veltiti socialajam parmainam. Vinu raksta Kaujas
panémieni tiek aprakstiti Marjetikas Potréas, Zannas van
Héjsvikas un Tomasa Hirshorna projekti 2002. gada izstadei
Documenta XI. Visi darbi tiek aprakstiti pozitivi, pamatojoties uz
diviem apgalvojumiem. Pirmais no tiem ir tik pazistams, ka nav
gandriz nekadas vajadzibas to formulét: sociali angaZéts darbs
atsakas no makslas objekta autonomijas par labu pastavigai
sadarbibai ar sabiedribu. Otrs arguments ir tads, ka 3adi projek-
ti ir vértigi savu praktisko sasniegumu dé, jo veido kopigu iden-
titati: ka apgalvo Basualdo, darbi rada “apmainas sadarbibas tik-
lus starp cilvékiem”, kas veido “jaunas parstavniecibas formas un
kopienu identitates”. Tapat ka apceréjumos par Superflex un Edi
Ramu Tirand, maksla tiek uztverta ka spéks, kas neglabjami
paaugstina pasapzinu un vieno cilvékus; tas ir identificé3anas
mérkis un pasnoteikianas avots. Sads apgalvojums izklausas
gana sapratigs (sirds dzilumos més visi vélamies, lai maksla maini-
tu pasauli), bet, ja to analizé politiskas filozofijas par sabiedribu,
demokratiju un sabiedribas subjektivitati konteksta, 3adi izteiku-
mi kjiist nestabilaki. Kritika par sociali angazétu makslu balstas uz
pienémumu, ka subjekti véro makslas objektus, apzinoties kaut
kadas kopigas lietas ar citiem cilvékiem. Citiem vardiem sakot,
diskursa par socidli anga2étas makslas pamatvértibam pamata
vienmér ir apstiprinoso un identificéjoso vértibu piesauksana,
nevis atzina, ka identitdte ir paklauta neindetificédanas
nejaudibai, kur tas, kas es neesmu, ir tikpat lielda méra svarigs ka
tas, kas es esmu.B Kritiki neap3auba ari utopisko pienémumu, ka
kulttras kapitals var tikt vienlidzigi sadalits starp visiem
sabiedribas sektoriem, un ignoré varas dinamiku starp sanémeéju
un sniedzéju. So retoriku var atstat pilnigi miera vai glui
pretéji — paklaut vél spécigakai analizei.

Ja sociali angazétu makslu motivé vélme radit redlas sekas
pasaulé un ja ta meklé politisku un &tisku legitimitati 3adam
apgalvojumam, tad tai vajadzigs jauns kritisks diskurss.” $ads
diskurss Jautu gan skatitajiem, gan dalibniekiem vértét Sos pro-
jektus péc tadiem nosacijumiem, ka makslinieki vélas, proti, ka
socialu praksi. Anekdotiskas liecibas un véimju projekcijas, kas
raksturo Sis makslas Sibriza kritiku, nopietni apdraud tas ambici-
jas (kaut ari es, ka jau noradiju, esmu skeptiski noskanota pret
§im ambicijam). Varu minét kadu iznémumu 3aja likuma:
madistra darbu, kura Superflex projekts Tanzanija Biogas tika
novértéts gan no makslas véstures, gan blvattistibas darbu per-
spektivas. Studente (Liza Rehema) intervéja kadu zinatnieku
(ledzivotaju un attistibas pétniecibas direktoru Kardifas universi-
taté Tomu Gabrielu) un Afrikas palidzibas organizacijas vaditaju

a political tool to raise the profile of the mayor.

Many similar examples are to be found in the critical litera-
ture on Danish artist-collective Superflex. Charles Esche, dis-
cussing their “Superchannel” TV station for the inhabitants of a
run-down tower block in Liverpool (a project organised for the
city's first Biennial in 2000), intersperses his article with long
quotes from governmental reports about the state of British
council housing. Yet Esche’s rigour falters when he asserts that
Superflex's project is a ‘tool’ that can ‘change the image of both
the tower block itself and the residents’.” The major achieve-
ment of this work, Esche claims, is that it has forged a “stronger
sense of community in the building”.4 For all the footnoted evi-
dence underpinning Esche’s assertions about the decline of
British tower blocks, his claim that Superflex's project has
prompted a ‘stronger sense of community’ is fundamentally
intuitive. (Moreover, it rests on the assumption that for art to
promote a “strong sense of community” is an unequivocally
good thing - an assertion | would wish to question). What I'm
trying to point out is that this problem resides both in the
philosophical basis of Superflex's work and the discourse that
surrounds it. If Superflex wish their work to function in a com-
plex social interstice, and to bring about positive change, then
critical writing should do justice to this ambition with equally
hard-headed analyses. Superflex aim to change society: their
projects should therefore be subject not simply to art criticism,
but also to the discursive criteria of comparable fields: social
work, charity aid and government initiatives.

One more example: in the March 2004 issue of Artforum,
Carlos Basualo and Reinaldo Laddaga discuss recent art projects
dedicated to social change. Their article, entitled “Rules of
Engagement”, describes projects by Marjetica Potrc, Jeanne van
Heeswijk and Thomas Hirschhorn's Bataille Monument for
Documenta X1, 2002. All the work is described positively, and in
terms that revolve around two claims. The first of these is so
familiar that it hardly needs to be articulated: socially-engaged
work breaks with the autonomous art object in favour of ongo-
ing collaboration with communities.> The second argument is
that such projects are valuable for their practical achievements in
terms of constructing shared identity: the works, argue
Basualdo, create “exchange networks between groups of peo-
ple” that serve to produce “new representational forms and
community identities”. As with the literature on Superflex and
Edi Rama in Tirana, art is perceived as a force that necessarily
builds self-esteem and brings people together; it is a focus for
identification and a source of self-determination. This argument
sounds reasonable enough (deep down we all want art to
change the world), but if analysed in the light of debates in poli-
tical philosophy about community, democracy and subjectivity,
its premises appear more shaky. Critical writing on socially-
engaged art rests on the assumption that viewing subjects are
self-realised by sharing something-in-common with other peo-
ple. In other words, the core values underpinning the discourse
on socially engaged art always default to the values of affirma-
tion and identification — rather than acknowledging that identity
is just as contingent upon non-identification: what | am not as
much as what | am.® Critics also fail to question the utopian
premise that cultural capital can be equally distributed amongst
all sectors of society, and ignore the dynamic of power between
recipient and giver.

One can either leave this rhetoric in place, or subject it to
more rigorous scrutiny, If socially-engaged art is motivated by the
desire to have real effects in the world, and seeks political and
ethical legitimacy from this claim, then it needs a new critical dis-
course.’ This discourse would allow both viewers and partici-
pants to evaluate these projects in the terms that the artists
desire, that is, as social praxis. The anecdotal evidence and wish-



dé|. Studente secinaja: kaut ari Biogas atkritumu iznicinatajs bija
ar ekologisku vértibu, kad tas nondca sabiedriba, tas pirmkart
kalpoja par privilégiju indikatoru. Kaut ari istermina tas uzlaboja
cilveku dzivi, Superflex iejauk3anas tomér bija spekulativa un
retoriska, vini izmantoja to, ka makslas vidé ir niecigas vai pat nav
vispar zinasanu 3aja joma.

Vajadziba péc kritikas, kas balstita pétijumu praksé, nav tikai
metodikas probléma, bet ari probléma, kada veida informacija
par socidli angaZétu praksi tiek izplatita. Nav nejausiba, ka visi
manis lidz Sim citétie autori ir kuratori. Nopietna probléma cil-
veékiem, kas vélas saprast Sadus projektus ir ta, ka lieldko dalu
apskatu ir sarakstijusi kuratori—cilvéki, kuri ir profesionali iein-
tereséti paradit makslinieku darbus pozitiva gaisma. 90. gados
kuratoru loma kjuva ievérojami nozimigaka, un tie partapa par
ietekmigakajiem musdienu makslas starpniekiem, $ada loma
agrak bija kritikiem. Kuratoru atbalsts var veicinat vai iznicinat
makslinieka karjeru, un kritiskd diskursa triicigums par ambi-
cioziem starpdisciplindriem makslas darbiem apliecina $adu varas
nobidi. Aizvien vairdk kurators k|ist par autoru, kas ar savas dar-
bibas rokrakstu, izteiktu makslinieku repertudru un meklétajpro-
grammai lidzigo mentalitati tiecas iegit makslinieka radoso sta-
tusu, nevis but vienkarsi par makslas vidutaju. Tadu $adas prakses
rezultats ir vienpratibas maksla, kuras pamata ir pastaviga darbu
izplatidanas veicinasana, nevis atspogulodana, salidzinasana un
diskusijas.

Sada kritiskuma trikumu jo vairak apliecina fakts, ka daudzi
sociali angaZéti makslas projekti tiek realizéti sabiedribas, kas tiek
uzskatitas par nabadzigam: Afrikas ciemata, Liverpiles strad-
nieku dzivojama rajona, panikusa Austrumeiropas galvaspilséta.
Visos Sajos gadijumos kuratori nonak saskaré ar “citadibu” un
vienmeér nostajas makslinieka pusé. (Galu gala dialogs ar tiem,
kas uztver 3o darbu, prasitu citu valodu - gan burtiska, gan
parnesta nozimé.) Makslas vésturniece Mivona Kvona, kas raksta
par sociali angazétu makslu, ir novérojusi, ka 3adas prakses
butiska probléma ir fakts, ka izvélétas norises vietas — daZadas
sabiedribas — tiek jau iepriekd uztvertas ka “pilniba izveidotas
vienibas, kas gaida iesaisti no arpuses” .8 Vina apgalvo, ka sociali
angaZéta maksla ta vietd, lai raditu uzlabojumus, varétu bt
aprakstoda un saliedéjosa, saglabdjot socidlas grupas ieprieks
definétos ietvarus (imigranti, pensiondri, bezdarbnieki utt.), kas
savukart tiek apvienoti ar kadu visparigu ideju( trikumcietéji,
tauta, krasainas sievietes utt.). Cinikis varétu apgalvot, ka vieniga
ideja, kas $is kategorijas patiesdm satur kopa, ir to “citadiba”
attieciba pret makslinieku un kuratoru.?

Mani tomér mac baZas, ka liela daja uzlabojosas un politis-
ki pareizas sociali angazétas makslas darbojas lidzigi ki Biogas
projekts, pirmam kartam ka retorika un ka tada paklauj sevi
“realas” politikas uzbrukumiem. Sados makslas darbos piesaukti
tadi jedzieni ka “ieklausana”, “aktivizicija”, “lidzdaliba’® un
“demokratija”, lai raditu politiskas angaZétibas iespaidu, un to-
mér tie visi paliek nedefinéti. Sada terminologija prasa komplek-
su definéSanu, nemaz jau nerunajot par zinasanam par pasrei-
zéjam socialajdm, ekonomiskajdm un politiskajdm debatém.
Maksla nav neitrala vértiba, kas viszéligi ievietojama tik daudzvei-
digos kontekstos ka Liverpiles daudzstavu nams, Amazones
mizmezi un Afrikas ciemats. Tas ir kultiras kapitals, kas vienlidz
noderigs maksliniekiem un politikiem. Lielbritanija sociali
angaZétu makslu atbalsta valdiba (ipada valsts finanséjuma
veida), jo ta palidz atainot valdibas iesaisti socialas ieklautanas
politika. Panakumu indikatori — tadi k3 apmeklétaju skaits, to
etniska piederiba, invaliditate un Skiriskais statuss — $obrid iegust
aizvien lielaku lomu finanséjuma piedkirsana. Anglijas makslas
padome ir uzsakusi programmu, lai veicindtu etnisko “daudzvei-
dibu”, bet 3ada politika robeZojas ar pozitivu rasu diskriminaci-
ju.10 Tapat ka liela daja sociali angazétas makslas, sada politika
pastiprina “citadibu” un rezultita reducé rasismu lidz parstav-
niecibai kultra, noskirot to no lieldkam socialam un ekono-
miskam problémam (tadam ka nabadziba un izglitiba), kuras
Jérisina valdibai.

ful projections that characterise current critical writing on this art
severely undermine its ambitions (even though, as | have indica-
ted, | am also sceptical about these ambitions). | should mention
one of the few exceptions to this rule: an MA dissertation in
which Superflex's Biogas project in Tanzania was assessed from
the perspectives of both art history and development work. The
student (Liz Rackham) interviewed an academic (the Director of
Population and Development Studies at Cardiff University, Tom
Gabriel) and the chief executive of an African aid organisation
(Yankuba Dibba of the Gambian Family Planning Association).
Both experts turned out to be critical of Superflex’s project, but
for differering reasons. The student concluded that although the
Biogas waste digester was of ecological value, once it entered
the community it served primarily as an indicator of privilege.
Although it made a short-term difference to people’s lives,
Superflex’s intervention was also speculative, rhetorical, and took
advantage of the art community having little or no expertise in
this field.

This is not just a problem of methodology - the need for a
research-based criticism to match a research-based practice - but
also a problem of how information about socially-engaged prac-
tice is disseminated. It is no coincidence that all the writers | have
quoted so far are curators. A major problem for people who wish
to understand these projects is that the majority of accounts are
written by curators - those who have a professional interest in
presenting the artists’ work in a favourable light. The 1990s have
seen the rise of the curator as the most influential mediator of
contemporary art — a role formerly held by the critic. Curatorial
endorsement can make or break an artist's career, and the pauci-
ty of critical discourse around ambitious interdisciplinary art tes-
tifies to this shift in power. Increasingly the auteur curator — with
histher signature style, distinctive repertoire of artists, and
search-engine mentality - aspires to the creative status of the
artist, rather than to the discretion of an effective mediator. The
result is a culture of consensus, underpinned by a constant activi-
ty of promotion - rather than reflection, comparison, and
debate.

This lack of criticality is further reflected in the fact that so
many socially-engaged art projects take place in locations and
communities that are viewed as underprivileged: an African vil-
lage, a working-class Liverpool housing estate, a run-down eas-
tern European capital. In each of these instances, curators are
confronted with their “other” and come down on the side of the
artist, (After all, dialogue with the recipients would require
another language — both literally and figuratively.) The art histo-
rian Miwon Kwon, writing on socially-engaged art, has observed
that a fundamental problem underlying this mode of practice is
the fact that the chosen diverse particular communities are pre-
supposed as "fully formed entities, awaiting engagement from
the outside” 8 She argues that rather than being ameliorative,
socially-engaged art can be descriptive and consolidating, keep-
ing social groups contained in pre-established categories (immi-
grants, pensioners, the unemployed, etc) that in turn are held
together by a broader unifying ideal (The Underprivileged, The
People, Women of Colour, etc.). A cynic might suggest that the
only idea that really holds these categories together is their “oth-
erness” to the artist and curator.?

My anxiety is that much ameliorative or politically-correct
socially-engaged art operates, like the Biogas project, primarily as
rhetoric, and as such opens itself to abuse by “real” politics.
Terms like "inclusivity”, “activation”, "participation” and “de-
mocracy” are invoked to create an impression of political enga-
gement, yet remain undefined. Such terminology requires com-
plex definition, not to mention a familiarity with current social,
economic and political debates. Art is not a neutral value -
benignly inserted into contexts as diverse as a Liverpool tower
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lespéjamas briesmas, kadas pastdv attieksmé “makslu
dzivé” (vai otradi - “dzivi maksla"“), ir tas, ka abos gadijumos var
tikt zaudéta estétiska kategorija ka specifisks diskurss ar savu
pasvértibu. Liekas, ka aizvien vairak nepieciesams parvertet
makslas diskursa specifisko raksturu un to, ko tas var nozimét
mums 3odien — 3ads uzdevums 3kiet arkartigi svarigs, ja musdie-
nu maksla un humanitaras nozares vispar grib saglabat savu
iedarbibas spéju 3odienas kultlras administrésanas, birokratijas
un statistikas apstakjos.

Es gribétu nosléguma raksturot britu makslinieka Maika
Nelsona darbu, ko vins veidoja 2003. gada Stambulas biennalei.
Nelsona instalacija ar nosaukumu Magazine bija nemanami izvie-
tota veca iebraucama vieta ar darbnicam, dziva Stambulas vecpil-
sétas tirdzniecibas rajona. Bienndles celvedi darba atradanas vieta
bija tid3m aprakstita neskaidri, tadé| jums nakas uzdot daudz
jautajumu, rinkojot pa tirgus zonu. Kad jOs beidzot atrodat
iebraucamo vietu, priek3a ir neskaitamas durvis; daZas no tam ir
aizvértas, dazas - pusvirus, atkldjot darbnicas un raZosanas pro-
cesus. Nelsona instalacija atradas aiz vienam no Sim durvim.

leejot tumia telpa, jus saprotat, ka atrodaties fotografa
darbnica. Gaisma ir sarkana, radio spélé drudzainu Balkdnu pop-
maziku, un griestus dazados virzienos Skérso auklas. Uz tam
tumssarkanaja gaisma Zavéjas simtiem fotografiju. Aiz 3is istabas
ir cita, kurd Skérsam griestiem novilktas vél vairak auklu ar
fotografijam. Katra no tam attélo kadu celtni: veikala skatlogu,
éku, durvis, logu. Instalacija turpinas kapnés, kas ved uz pagrabu;
tur ir vél cita sarkana istaba ar vél vairakiem simtiem fotografiju,
kas karajas uz auklam. Skatoties 3os attélus, rodas iespaidigs
pardzivojums: te bija visas celtnes un durvis, kuram iziets cauri
makslas darba mekléjumos, tikai tas ir tuksas, cilveku pamestas.
Fotografijas 3kita ka iepriek3&ja izpéte biennales projektam arpus
makslas telpdm, tomés tas bija sastingusas sagatavosanas darba
limeni. Tas Skita liecinam par kada individa aktivitatém, ko |oti
ietekméja pilséta, laika limits un makslas darbu potencials; Sis
kads iepazina 3o vietu vienatné ar kameras automatiska mehanis-
ma palidzibu.

Magazine atgadinaja refleksiju par pilsétas telpas kolonize-
3anas nozimi, sanemot pasitijumu veidot darbu starptautiskai
biennalei, kas bltu novietots arpus makslas zonas. Kaut ari 3is
darbs iepazistindja js ar pilsétas ipaso amatnieku rajonu un ta
iemitniekiem, atstajot instalaciju, jus tdlit sagrabs maza auguma
puisis un ievilks sava drauga kafejnica uz téju un tad aizvedis uz
iebraucamas vietas jumtu. Tadéjadi projekts pretojas jebkadiem
socialas labdaribas centieniem. lekjausanas vieta tas radija klusas
baZas un nemieru. Varbit vissvarigak ir tas, kas notika, runajot
par makslu: fotografiju, instalaciju, izpéti, darbnicu. Skiet, ka tas
noradija uz vienigo iespéju, kas mums ir dota konkrétas situaci-
jas — aptvert savu atraanas vietu, méginat to izpétit, izprast kon-
tekstu, novérot un pardomat.

Nelsona instalacija lika man secinat, ka makslai nav jabt
sociali angaZétai vai burtiska nozimé interaktivai, lai 13 darbotos
ka kritisks speks, kas piesavinds un parmaina vértibas, novirzot
miisu domas no dominéjosa un pastavoda konsensusa. Vairs nav
pietiekami sacit, ka sociali angazéta maksla autormatiski ir demo-
kratiska, jo katrs makslas darbs, pat “visatvértakais” un “ieklau-
daudzumu un kvalitati. Laba maksla uzruna dazadus cilvekus bez
gataviem priek3statiem par to, kas un kadi vini ir. Misu Sodienas
uzdevums ir izprast kultiras veértibu globalizétas ekonomikas
kontekstd un saglabat kritisku modribu attiecibd uz politikas
méginajumiem kolonizét makslu vai otradi.

block, the Amazonian rainforest, and an African village. It is cul-
tural capital, of use to artists and politicians alike. In Britain,
socially-engaged art receives endorsement by the government (in
the form of special state funding), because it gives visibility to
their policies of social inclusion. Performance indicators — such as
the number of visitors, their ethnicity, disability and class status -
now play an ever more significant role in the allocation of fun-
ding. Arts Council England has introduced a programme to
promote ethnic “diversity”, but such policies verge on positive
racial discrimination.10 Like much socially-engaged art, such a
policy reinforces otherness and ultimately reduces racism to a
question of representation in culture, divorcing it from larger
social and economic problems (such as poverty and education)
that should be addressed directly by the government.

The danger of this easy adoption of the art-into-life attitude
(and conversely, of the life-into-art attitude) is that both risk
losing sight of the aesthetic as a specific discourse in its own
right. It seems increasingly urgent to reassess art's discourse-
specificity and what it might mean for us today - a task that
seems pressing if contemporary art, and the humanities in gene-
ral, are to retain any potency in the face of today's culture of
administration, bureaucracy and number-crunching.

I'd like to conclude by describing a work by the British artist
Mike Nelson that he made for the 2003 Istanbul Bienali.
Nelson's installation, entitled Magazine, was discreetly located in
an old caravanserai of workshops in the bustling market centre
of old Istanbul. The Bienali guide contained deliberately hazy
instructions on how to find it, so you were forced to keep asking
directions as you circled the market area. Once you'd found the
caravanserai, you encountered a series of doorways; some of
which were shut, some of which were ajar — revealing workshops
and industrious activity. Nelson's installation was located behind
one of these doors.

As you entered a dark space, you realised that you were in
a photographer’s darkroom. The light was red, a radio played
frenzied Balkan pop music, and there were strings criss-crossing
the ceiling, hung with hundreds of photographs drying in the
dark red light. Beyond this room was another, with more strings
woven across the ceiling, each one hung with photographs. Each
image showed a building: a shop front, a house, a doorway, a
window. The installation continued via a ladder into the base-
ment, where a further red room was filled with hundreds more
photographs hanging from strings. As you looked at the images,
the experience was overwhelming: these were all the buildings
and doorways you had passed on your search for the work — but
this time deserted and empty of people. The photographs felt
like preparatory research for an off-site biennale project, yet
were frozen at the level of preliminary investigation. They
seemed to evidence the activity of someone overwhelmed by the
city, by the pressure of time, by potential works of art, someone
who was coming to terms with the site via solo exploration and
the automatic apparatus of the camera.

Magazine seemed to reflect on what it means to be invited
to “colonise space” in a city - to be commissioned to produce an
off-site work for an international biennale. Although the piece
introduced you to a specific, artisanal area of the city and its
inhabitants — immediately after leaving the installation you were
collared by a short guy who elbowed you into having a tea in his
friend’s café and then a tour of the caravanserai's rooftop - it
resisted any pretensions to ameliorative social-engagement.
Instead of inclusivity, it generated a quiet apprehension and
unease. Perhaps most importantly, it did this while speaking
about art: photography, installation, research, the studio. It
seemed to suggest that perhaps all that is possible for us to do
in situations is to begin to locate ourselves, embark upon
research, understand our context, observe, reflect.
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Nesbit M. The choices before us Anri Sala entre chien et loup.
Paris: Musee d'Art Moderne de la Ville de Paris, 2004.-P.17.
Turpat. 171, lpp.

Charles Esche,

Superhighrise: Community, Technology, Self-Organisation,
http#superflex. net/textlarticles/superhighrise. shtms/

Turpat.

“Tie neorganizé konkrétus notikumus vai performances, kas
ierobeZotas konkréta laika un telpd, bet drizak piedava atvértus
projektus, kuru meérkis ir veicindt eksperimentalu sabiedribas
kopu veidosanos: tas biUtu uz laiku veidotas bet izturigas asocia-
cijas, kuras letilptu makslinieki un ari tie, kas nav makslinieki, ko
vieno kopiga mérka sasniegiana”. - Basualdo C., Laddaga R.,
Rules of Engagement. Artforum, 2004.-March,-P. 166.

Si doma nak no politisko filozofu Ernesto Laklau un Santila
Mofa darbiem, kas pardefiné demokratiju ka drizak "antagonis-
mu” neka vienotu viedokli. Vini raksta :" Cita klatbdtne nejau)

man bt pilniba padam par sevi. Attiecibas rodas nevis no pilni- |

ga kopuma, bet no neiespéjamibas tadus veidot” (Hegemony
and Socialist Strategy. - 1985. p. 125). Citiem vardiem sakot, ta
klatbUtne, kas neesmu es pats, padara manu identitati nesta-
bildku un vieglak aizskaramu, un 3ie draudi, ko parstav” cits”,
parveido manis pasa izpratni par to, kas es esmu, par apiauba-
mu. Kad antagonisms tiek izspéléts sociala limeni, to var uztvert
ka sabiedribas iespéjas pilnibd veidot sevi, lai kas bitu pie
socialas (un identitates) robeias; méginot to definét, tas ari noar-
da tas ambicijas veidot sevis pilnu kiatbGtni: "Ka pluralistiskas
demokratijas pastavesanas nosacijumi konflikti un antagonismi
tai pasa laika veido tas pabeigtibas neiespéjamibas nosacijumu.”
(Mouffe Ch. "Introduction” Deconstruction and Pragmatism,
Ed. by Mouffe Ch. - 1996. P. 11.)

Grants Kestlers ari izteicis nepiecieSamibu péc $ada diskursa,
kaut gan spécigi kritizéjis esodos darbus par socidli angaZétu
makslu. Vina pieeja, ko tas dévé par "dialogisko estétisku”, ir
méginajums radit diskursivakas attiecibas starp makslu un citam
disciplinam, bet vin3 saglabd pilnigu parliecibu, ka maksla spé)
un tai jaizraisa socidlas parmainas. Sk. Kester G. Dialogical
Aesthetics: A Critical Framework For Littoral Art. — Variant. -
No. 9. - Winter 1999/Spring 2000

http/fwww. variant.randomstate.org/events_archive.htm/
Kwon M. One Place After Another. - 2002, - P. 148.
lznémums ai zina varétu bt Tomasa Hirshorna veidotais piemi-
neklis Bataijam un Santjago Serras darbs, abi tiks plasi apspriesti
mana rakstd Antagonisms un attieksmes estétika 2004. gada
rudeni (October, No. 110).

Es Seit domaju Anglijas makslas padomes “decibelu” program-
mu, par ko Art Monthly marta numura rakstija Ricards Hiltons.

Nelson's installation left me thinking that art does not have

to be socially-engaged or literally interactive in order to be a criti-
cal force that appropriates and reassigns value, decentralising
our thoughts from the predominant and pre-existing consensus.
It is no longer enough to say that socially-engaged art is auto-
matically democratic, for every artwork — even the most “open-
ended” and “inclusive” - determines in advance the amount and
quality of participation that the viewer may have within it. Good
art speaks to a diversity of people without pre-conceptualising
who and what they are. The task facing us today is to under-
stand the value of culture in a globalised economy, and to
remain critically vigilant to the colonisation of art by politics, and
politics by art.
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“They do not produce specific events or performances confined
to a particular place or time, but rather, they propose open-
ended projects aimed at fostering experimental communities:
temporary but durable associations composed of artists and
nonartists united in their mutual endeavour”, (Carlos Basualdo
and Reinaldo Laddaga, “Rules of Engagement”, Artforum,
March 2004, p. 166.)

This idea derives from writing by political philosophers Ernesto
Laclau and Chantal Mouffe, who redefine democracy as
“antagonism” rather than consensus. They write: “the presence
of the "Other” prevents me from being totally myself. The rela-
tion arises not from full totalities, but from the impossibility of
their constitution” (Hegemony and Socialist Strategy, 1985,
p. 125). In other words, the presence of what is not-me renders
my identity precarious and vulnerable, and this threat that the
other represents transforms my own sense of self into some-
thing questionable. When played out on a social level, antago-
nism can be viewed as the limits of society’s ability to fully con-
stitute itself, whatever is at the boundary of the social (and of
identity), seeking to define it, also destroys its ambition to con-
stitute a full presence: “As conditions of possibility for the exis-
tence of a pluralist democracy, conflicts and antagonisms con-
stitute at the same time the condition of impossibility of its final
achievement.” (Chantal Mouffe, “Introduction”, in Mouffe (ed),
Deconstruction and Pragmatism, 1996, p. 11.)

Grant Kester has also called for such a discourse, while strongly
criticising extant writing on socially-engaged art. His proposed
approach, which he terms "dialogical aesthetics” attempts to
create a more discursive relationship between art and other dis-
ciplines, but he remains fundamentally convinced that art can
and should be responsible for social change. See Kester,
“Dialogical Aesthetics: A Critical Framework For Littoral Art”,
Variant no. 9 (Winter 1999/Spring 2000), downloadable at
http:/Aaww.variant.randomstate. org/events_archive html
Miwon Kwon, One Place After Another, 2002, p. 148,

An exception to this might be Thomas Hirschhorn's Bataille
Monument (2002) and the work of Santiago Sierra, both dis-
cussed at length in my forthcoming article *Antagonism and
Relational Aesthetics”, October, no.110 (Fall 2004).

I-am referning to Arts Council England's “decibel” project, dis-
cussed by Richard Hylton in the March issue of Art Monthly
(2004).
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