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Diskusija péec Kléras Bisopas priekslasijuma

Annija Fle€ere: Jisu referats ir interesants, un tas raisa
daudzus jautdjumus. Pieméram, vai tad tas vienmér nav kritika
darbs - veidot precizu diskursu? Skiet, ka probléma slépjas
apstakli, ka nepietiek labu kritisku apceru par jusu aprakstitajiem
projektiem. :

Kléra BiSopa: Es piekritu. Bet ka gan es ka kritike varu
iegut precizu informaciju par Siem projektiem? Tas, ko es gribu
teikt, ir, ka 3odien 3i informacija ir alla iegustama tikai ar kura-
tora starpniecibu. Es patieSam gribu uzzinat vairak par Sim
lietam, bet es vienmér atrodu tikai kuratora sacito, kas domats
projekta atbalstam.

Apolonija Sustersi¢a: Sie jautajumi bieZi tiek apspriest,
un termins “sociali angaZéta maksla” ir plasi izplatits, bet man
allaz Skiet problematiski to saistit ar estétiku.

Kléra BiSopa: Bet es vélos to noskirt no attiecibam ar
estétisko,

Apolonija Sustersica: Es zinu, bet tas nenotiek. Ir daudzi
makslinieki, kuri veic pamatigu izpéti par témam, kas neietilpst
makslas vai makslas véstures konteksta, bet saistas ar citam pro-
fesijam. Es domaju, ka kritikiem ari vajadzétu méginat sadar-
boties ar citiem profesionaliem, kuri varétu spriest par témam,
kam pievérias makslinieki. Es nezinu, vai ir iespéjams izveidot
$adu dialogu, bet makslinieki katra zina cendas iziet arpus kon-
vencionalas makslas platformas vai makslas konteksta.

Kléra BiSopa: Ja, es to atzistu. Tas ir sareZgiti, jo diskurss,
kas saistas ar makslinieku darbu, pastav vienigi makslas ietvaros
un tas nav pietiekami starpdisciplinrs, lai atspogulotu pasauli,
kas ir ap makslu.

Apolonija Sustersi€a: Ja. Runajot par sevi, es dazreiz véle-
tos drizak iegit kadu atbildi no pilsétplanotajiem vai arhitektiem,
kas reagétu uz maniem darbiem, neka no pawviria kritika. Bet
pastav ari lielas baZas par makslas ietekmi, it ka sociali angazétai
makslai katrad zina vajadzétu noteikta veida iedarboties. Bet vai
meés tieSam gribam sasniegt 5o iedarbibu? Un, ja més apspriezam
iedarbibu, més lietojam valodu, kas ir Joti tuva ekonomistu un
menedzZeru valodai.

Kléra BiSopa: Bet tas ir iespaids, ko es iegUstu no izlasita,
proti, ka lieldka dala makslinieku vélas panakt noteiktu efektu,
kad vini iziet ara no galerijas telpas un darbojas ar kopienam un

Apolonija Sustersica: Varbit runa vairak ir par zinkaribu

¥ ';': eka par efekta sasniegsanu. Es neesmu parliecinata, ka es gribu,
lai noteikts procents cilvéku tiktu pék3ni iespaidoti manu projek-
“ tu rezultdta. Ja daZi no viniem ierauga manu projektu un uzska-

Discussion after Claire Bishop's presentation

Annie Fletcher: Your paper is interesting, and it raises
many questions. For example, isn't it always the critic's job to
create a precise discourse? The problem seems to be that there’s
not enough good critical writing about the kind of projects you
describe.

Claire Bishop: | agree. But how can |, as a critic, get hold
of accurate information about these projects? What I'm saying is
that nowadays this information is always mediated by the cura-
tor. | really want to find out more about these things, but | keep
coming across only promotional talk by the curator.

Apolonija Sustersic: These issues are often discussed, and
the term ‘socially engaged art’ is used a lot, but | always find it
problematic when it's tied up with aesthetics.

Claire Bishop: But | wanted to divorce it from its relation
to the aesthetic.

Apolonija Sustersic: | know, but that's not happening.
There are many artists who do a lot of research on subjects that
don't belong to the art context or to art history but are related
to other professions. | think critics should also look for collabo-
rations with other professionals who could reflect on the subjects
that artists are dealing with. | don’t know if it's possible to cre-
ate such a dialogue, but artists are obviously trying to reach
beyond the conventional art platform or art context.

Claire Bishop: Yes, | recognise this. It's a difficult thing,
because the discourse around artists’ work exists purely within
art, and it's not interdisciplinary enough to reflect the world
around art.

Apolonija Sustersic: Yes. If | talk about myself, | some-
times wish I'd get some response from urban planners or archi-
tects on the subjects I'm dealing with, rather than from a critic
who may be writing superficially about my work. But there’s also
a lot of concern about effects, as if socially engaged art must
necessarily produce certain effects. But do we really want this
effect? And if we are discussing effect, we're using a language
that is very close to that of economists and management people.

Claire Bishop: But that's the feeling | get from what | read,
that most artists want an effect of some kind when they step out
of the gallery and operate with communities or with people.

Apolonija Sustersic: Maybe it's more about curiosity than
about achieving effect. I'm not sure that | want a certain percen-
tage of people to be suddenly affected by my projects. If some
of them come across my project and find it interesting, and if
that's only one person, it's still fantastic. But I'm making a speach



ta to par interesantu, pat ja tas ir tikai viens cilvéks, tas tomer ir
fantastiski. Bet es jau esmu aizrunajusies...

Ute Meta Bauere: Esmu |oti pateiciga par jUsu uzstadanos.
Tas saistas ar manis Sorit sacito — ka mums jabit Joti uzmanigiem,
noskirot dazadas aktivitates. Pieméram, es uzsveru, ka Tomass
Hirshorns vélas izpétit pieminek|a jégu daZadas vidés. Vinu nein-
teresé sociali angazéta maksla. No otras puses, Park Fiction pro-
jekts ir interesants, jo vini dzivoja konkrétaja rajona un vélgjas
redzét, ko 3ejienes kopiena, ieskaitot maksliniekus, varétu kopigi
radit.

Kléra BiSopa: Bet tas padara diskusiju par Park Fiction vél
grutaku.

Ute Meta Bauere: Par to visu ir gruti diskutét. K3 es jau
teicu, galvenais ir kritiska diskursa trikums. Man tomér jaatzist,
ka man pietrokst 3i diskursa ne tikai par sociali angazétu makslu.
Man trukst kritiska diskursa vispar. Es nepiekritu, ka radit So kri-
tisko diskursu ir tikai kritiku un makslinieku uzdevums; mums
visiem ir javeido kritisks diskurss ar visu, ko més daram.

Es tomér domaju, ka te ir probléma: runajot par “sociali
angaZétu makslu”, jis sajaucat kopa vairakus projektus, kuros
pieeja ir Joti atdkiriga. Es pilniba piekritu tiem, kuri oponé 3ada
veida makslas funkcionalai izpratnei, kas to trakté ka létaku celu
socialu problému risinasanai. Patiesiba 50 problému atrisinasanai
ir vajadziga gluZi cita veida angaZétiba. Mums ari nevajadzétu
domat, ka tas makslas veids, par ko jis runjat, ir dominéjoss.
Attieciba uz makslas tirgu ta joprojam ir marginala prakse. Pietiek
palikoties uz Ameriku. Ja ari 2urnala Art Forum paradas raksts
par S0 makslas formu, nakamaja numura ta jau tiek noliegta. ..

Mums jabut Joti preciziem, citadi més aizvérsim durvis, kuru
atvériana prasija tik ilgu laiku. Rundjot par projektiem, kas
pievérias kultiru daudzveidibai, ir daudzi pasttijumi, kuri tiek cil-
vékiem uzspiesti un pieprasa citam ar citu sadarboties. Bet ir ari
projekti, ko atbalsta kopienas un kas izriet no kopienu prakses.

Kléra BiSopa: Es pilniba apzinos, ka jaucu kopa daudzas

lietas. ..

Hanss van Houvelingens: Es domaju, ka piekritu lielaka-
jai dajai no jOsu teikta, bet varblt notiek ari kaut kas cits.
Manuprat, tas ir vismaz daléji saistits ar faktu, ka makslas institd-
cijas vélas bt neatkarigas vai autonomas, un, ja angazétus mak-
sliniekus atbalsta institlcijas, vinu projekti parvérias par sava
veida politisku samierinasanu. Institicijas, kas atbalsta maksli-
niekus, ta sakot, nevélas situdcijas no redlds dzives. Makslas
institGcijas butiba nav angazétas, un es domaju, ka tam bltu
laiks darboties politiska un sociala virziena.

Kléra BiSopa: No mana skatpunkta ir tiedi otradi, jo institi-
cijas daudzejadi stimulé radit darbus, kas apelé pie saprotamibas
un daudzveidibas, un lidz ar to tiek atbalstits noteikts makslas
veids. Londona ir vieglak atrast finanséjumu socidli angaZétam
kopienu projektam neka télniecibas izstades sarikosanai.

Hanss van Houvelingens: Ja makslinieki turpina dar-
boties jisu apspriesto konstrukciju ietvaros, vinu darbs vienmeér
tiks kritizéts jlsu ieskicétaja veida. Es varu dot pieméru. Mums
seit ir Télniecibas kvadrienndle, un, ja jis pievérstos tai no poli-
tiska aspekta, ta bdtu diezgan sareZgita izstade..Ta censas atrast
jaunu fokusu valsti, kas ir piedzivojusi daudz politisko parmainu
pédéjo 15 gadu laikd un tagad pievienojas Eiropas Savienibai.
Daudzi politiski un socidli komponenti jau ir priek3a. Més varétu
pievérsties 3im jautdjumam saistiba ar izstadi, bet tas nenotiek.
Un es domaju, ka mums vajadzétu pievérsties ari tam, ja més
patiesi gribam nopietnu diskusiju.

Mindaugs Navaks: Sakiet — kads ir jusu viedoklis: vai
demokratija ir politiska griba vai né?

Kléra BiSopa: Nu, demokratija ir kaut kas radniecigs. Tiek
pienemts, ka viss, kas pielauj dialogu, ir demokratija. Es esmu
tikko uzrakstijusi patie3dm garu pétijumu par 50 tému. Demo-
kratija tiek uzskatita par vienlidzibas platformu, bet es to labak

Ute Meta Bauer: I'm very grateful for your paper. It relates
to what | tried to say this morning, that we have to be very care-
ful to distinguish between different practices. For example, |
stressed that Thomas Hirschhorn is intersted in what constitutes
a monument in different environments. He's not interested in
socially engaged art. On the other hand, Park Fiction is interest-
ing because they lived in this neighbourhood and wanted to see
what the community there, including artists, could create
together.

Claire Bishop: But it makes Park Fiction much more diffi-
cult to discuss.

Ute Meta Bauer: All of this is difficult to discuss. As | said,
what's really missing is critical discourse. | must admit, however,
that | miss this discourse not only when it comes to socially
engaged art. | miss critical discourse at large. | wouldn't agree
that it's only up to critics and artists to create this critical dis-
course; we should all create critical discourse through what we
do.

| do, however, think it's a problem that when you talked
about 'socially engaged art’ you mixed in quite a number of proj-
ects that are very different in approach. | myself totally agree
with those who oppose the functionalisation of this kind of art
as a cheaper way to solve social problems. Actually solving these
problems needs quite a different kind of engagement. We also
shouldn't think that the kind of art you're talking about repre-
sents the mainstream. It's still a marginal practice as far as the art
market is concerned. Just look at America. If there is an article
about this art form in Artforum, the next issue already declines
it...

We have to be very distinct, otherwise we close the doors
that took so long to open. If we speak about cultural diversity
projects, there are many commissions that are imposed on peo-
ple and require them to engage with each other. But there are
also projects that are powered by community work, that come
out of the community.

Claire Bishop: No, I'm completely aware that I'm putting
many things together...

Hans van Houwellingen: | think | agree with most of
what you're saying, but maybe something else is going on as
well. | think it's at least partly to do with the fact that art institu-
tions want to be independent or autonomous, and if engaged
artists are backed by institutions, then their projects develop into
some kind of political conciliation. The institutions that support
artists are reluctant to have situations that take place in real life,
so to speak. Art institutions aren’t really engaged, and | think it's
time for them to operate politically and socially.

Claire Bishop: From my perspective it's a complete oppo-
site, because the institutions are giving so many incentives to
produce work that appeals to accessibility and diversity, and this
is leading to the promotion of a certain kind of art. In London,
it's easier to get funding for a socially engaged community proj-
ect than for putting up a sculpture show.

Hans van Houwellingen: If artists continue operating
inside the constructions you‘re debating, their work will always
end up being criticised the way you're outlining. | can give you
an example, We have the Sculpture Quadrennial here, and if you
focus on it from a political point of view it's quite a difficult exhi-
bition. It's trying to find a new focus, in a country that has seen
a lot of political change over the past 15 years and is now joining
the European Union. Many political and social ingredients are
already there. We could address this in relation to the exhibition
here, but it doesn‘t happen. And | think we should also focus on
that, if we really want to have a serious discussion.

Mindaugas Navakas: Tell me your opinion: is democracy
a political wish or not?

Claire Bishop: Well, democracy is kind of thrown around.
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traktétu ka pretestibas un konflikta veidu. Tapéc es domaju, ka
Hirshorna pieminekla projekts bija labs. Tas uzturéja antagonis-
mu dzivu. Tas piedavaja savstarpéju fokusa attaluma efektu gan
vietéjiem iedzivotajiem, gan apmekiétajiem no makslas pasaules.
Doties turp un to redzét bija patiesi nekomfortabla pieredze. Un
es domaju, ka 3adas attiecibas ir daudz interesantakas, politiski
noslogotas un dinamiskas.

Anderss Kreugers: Es pienemu, ka Hanss un varb(t ari
Mindaugs aicina diskusijas dalibniekus vairdk pievérsties témai,
kas ir télniecibas skates pamata, t.i., eiropeiskuma jédzienam un
netiedi ari ES papladinasanas sekam. Kas notiek, kad 3is desmit
jaunas valstis pievienojas ES, un kadas iespéjamas sekas tas var
atstat uz kultGru un makslu, konkréti - uz vizualo makslu un tél-
niecibu? Més varétu to apspriest, un zinama meéra man Skiet, ka
més to jau daram. Més runajam par projektiem no dazadam
Eiropas valstim, par pieredzi, kas radusies, straddjot daZados
apstak|os 8is kulturas sféras robeZas. Més nerunajam par Dakaru,
Kabulu vai Kairu, pat ja més Sodien veicam daZus ekskursus 3aja
virziena. Sava zina tas, ko més 3odien daram, ir ilustracija
izstadei...

Hanss van Houvelingens: Tas ari ir tiesa, bet tas nav tas,
ko es vélejos sacit. Es sekoju 3ai diskusijai jau desmit gadus, un
Skiet, ka ta nav tikusi nekur talak. Un es domaju, ka tam ir sakars
ar situaciju, ka netiek diskutéts par makslas priek3noteikumiem.
Mums patik diskutét par makslu, bet ne par tas prieksnoteiku-
miem. S5i Telniecibas kvadriennale varétu tikt apspriesta tada
veida, ka ta kjUtu |oti interesanta no sociologiska, politiska un
makslinieciska viedok|a. SprieZot kritiski, es teiktu, ka tada veida
kritika un maksla, kadu jus Sodien apsprieat, ir atkartoti diskuté-
ta vismaz pédéjos piecus gadus. Manuprat, mums vajadzétu
méginat tikt uz prieksu un padomat par nakamo soli.

Sérens Grammels: Man mazliet japasmaida par %0 ideju -
atkartot to pasu vismaz piecus gadus. Tas ir jocigi, bet gandriz vai
kiet, ka misu Sodien apspriestie makslas projekti veido lielako
daju no makslas. Patiesiba tie ir niecigs mazakums. Bet 3is
nelielais laikmetigas makslas segments joprojam spéj padarit
Jaudis agresivus vai vismaz tik joti garigi iesaistitus, ka vini kjast
augstaka méra kritiski. Es piekritu Utes teiktajam; més runajam
par lietam, kas ir joti marginalas.

Es vélos ari ko sacit par t.s. Superflex diskusiju, par kuru
esmu tik daudz dzirdéjis. Es to nesaku, lai aizstavétu Superflex
makslinieku grupu. Es neesmu kritikis un nekad neesmu bijis vinu
darba kurators. Es tomér esmu bijis iesaistits diskusija par vinu
projektu Biogas, un vienmér kads atsaucds uz kadu citu, kurd
zinaja par palidzibu Afrikai vides joma un sacija, ka 3is projekts
nebija seviski efektivs ieguldijums attistiba un tatad Superflex
makslas projekts ir joti slikts. Es domaju, ka ir nepareizi spriest par
projektu péc ta, vai biogazes ideja ir produktiva vai ne. Kad vien
makslinieks gatavo édienu, jis noteikti atradisiet pavaru, kurs
sacis, ka makslinieks mana restorana gatavo Joti nemakuligi.

Bet runa jau nav par to, ka makslinieks atdarina pavaru vai
attistibas agentiru. Es nedomaju, ka Sie projekti butu javérté no
sada aspekta. Piepedi makslinieki, kas strada ar biogazi, tiek
salidzinati ar cilvékiem, kas strada ar biogazi ka profesionali. Bet
es domaju, ka tas ir divas pilnigi atskirigas lietas. Makslinieki vélas
noskaidrot, vai kaut kas darbojas nozarg, kas viniem ir sveda.
Katra zind nav jégas spriest par makslas kvalitati, salidzinot to ar
citam pastavoiajam profesijam.

Kléra BiSopa: Vienigi es ka kritike to nezinu... Ka lai es to
uzzinu par Superflex, ja viss viniem veltitais diskurss ir balstits uz
tadiem spriedumiem ka “O, tie ir labi makslinieki, jo vini dara

kaut ko istu, vini patie3am nes parmainas Afrikai”?

It's assumed that anything that permits dialogue is democracy.
I've just written a really long paper on this subject. Democracy is
seen as a platform for equality, but | prefer to think of it as a kind
of resistance and conflict. That's why | think Hirschhorn's monu-
ment project was good. It kept antagonism alive. It provides a
mutual zoom effect, for local residents as well as for art world
visitors. It was a really uncomfortable experience to go there and
see it. And | think that kind of relationship is far more interest-
ing, more political and dynamic.

Anders Kreuger: | guess Hans and maybe Mindaugas are
calling for more engagement in the discussion here today with
the theme that is proposed for the sculpture show, which is the
concept of European-ness and at least by extension the conse-
quences of the EU accession. What happens when these 10 new
countries join the EU and what possible implications can this
have for culture and art, and for visual art and sculpture in par-
ticular? We could be discussing this, and to some extent | think
we are. We're talking about projects from different European
countries, about experiences of working in different situations
within this cultural sphere. We're not talking about Dakar, Kabul
or Cairo, even if we have made some excursions there today. In
a sense what we're doing here today does illustrate the exhibi-

Hans van Houwellingen: That's also true, but it's not the
point | wanted to make. I've been following this discussion for 10
years already, and it seems never to get any further, And | think
it's to do with the situation that the premises for art aren’t being
discussed. We like to discuss art, but not its premises. What |
wanted to say is that this Sculpture Quadrennial could be dis-
cussed in such a way that it would become very interesting from
a sociological, political and artistic point of view. If | can be criti-
cal, I'd say that the kind of critique and the kind of art you're
engaging with today has been repeatedly addressed for the last
S years at least. And | think we should try and get further and
think about what the next step could be.

Soren Grammel: | have to smile a little about this idea of
repeating the same thing for at least 5 years. It's funny, but it
almost seems as if the majority of art projects were of the kind
we‘re discussing today. If fact, they are a small minority. But this
small portion of contemporary art production still has the poten-
tial of making people somehow aggressive, or at least feeling
mentally so close to it that they become highly critical. | agree
with what Ute says; we're talking about things that are really
very marginal.

| also want to say something about the so-called ‘Superflex
Discussion’ that I've heard so much about. I'm not saying this in
order to defend Superflex. I'm not a critic, and | never dealt with
their work as a curator. | have, however, dealt with the discus-
sion of their Biogas project, and it always ended with someone
referring to someone else who knew about environmental assis-
tance to Africa, and who said that this wasn’t very effective in
developmental terms, and therefore the Superflex artistic project
is very bad. | think it's wrong to judge the project along the cri-
teria of whether the biogas thing is productive or not. Whenever
an artist is cooking you'll inevitably find a cook who says that
he's cooking very ineffectively in my restaurant.

But it's not about the artist imitating a cook, or the artist,
imitating a development agency. | don't think these projects
should be judged from that point of view. Suddenly artists who
work with biogas are being compared to people who work pro-
fessionally with biogas. But | think these are two totally different
things. The artists want to find out if something is working, in a

Sérens Grammels: Es nedomaju, ka §i izjita katrd zina field that is new to them. It's definitely not about judging the

‘;:: 3“:7; . E 5t ir dala no vinu prakses prezentacijas. Hirshorns ari quality of art by comparing it to other existing professions.
o s 9 5..‘52"‘": nevértétu savu darbu ka sociala darbinieka sekmes vai izgasanos. Claire Bishop: Except that | as a critic don‘t know this...
oo s : ~Ta vietd, manuprat, vins izmanto sava darba socialos aspektus ka How am | supposed to know that about Superflex, when the



sava veida Zanru vai formatu, lai kaut ko izméginatu.

Kléra BiSopa: Ja, bet Hirshorns 3ai zina ir izteicies nepar-
protami: "Es neesmu socialais darbinieks.”

Sérens Grammels: Es negaidu, ka makslinieki vienmér 3ai
zina bus tik precizi. Man ir svarigak, vai es kaut ko saskatu vinu
darbibas vai ari ne. Varbit HirShorns parak liela méra ir socidlais
darbinieks, un tiesi tapéc vins atkal un atkal atkarto: “Es neesmu
socidlais darbinieks..."

Kléra BiSopa: Ta ir probléma, ko es centos formulét. Ir
patie3am griti diskutét par makslu, iztiekot bez kuratoru starp-
niecibas diskursa. Tas ir tik noslogots.

Apolonija Sustersica: Tad jums vajadzétu apspriest to ar
maksliniekiem, jo nepietiek labu rakstisku vértéjumu par vinu
paveikto. Tatad jaiet un jaruna ar viniem tiedi,

Annija Flecere: Es atbalstu domu, ka mums visiem ir
nepieciedams kritisks ieskats, bet es ari saprotu, cik dodien tam ir
maz vietas. DaZreiz més méginam bt visu varosi, un rezultats ir
pavajs, bet tas nav attaisnojums. M&s visi cendamies radit telpu
kritiskai domai un uzmanigi apieties ar to. Tapéc es tik Joti augstu
vertéju jasu uzstasanos.

Kléra BiSopa: Es zinu, ka ir |oti griti uzturét kritisku dis-
tanci attieciba pret lietam, kuras tu esi dzili iek3a. Tapéc man bija
interesanti dzirdét jisu domas par Laiema Gilika projektu: Sobrid
atskatoties jadoma, ka tas nebija parak veiksmigs. Ir parsteidzosi,
cik reti jis ka kuratori atzistat $adas lietas...

whole discourse about them is based on statements like “wow,
these are good artists, because they're doing something about
things, they're really into bringing change to Africa”?

Soren Grammel: | don't think this feeling is necessarily
always part of how their practice is presented. Hirschhorn would
also not judge himself according to whether he failed or suc-
ceeded as a social worker. Instead, | think he uses the social
aspects of his work as a kind of genre or a format for trying
something out.

Claire Bishop: Yes, but Hirschhorn is so explicit about this:
“I'm not a social worker.”

Séren Grammel: | don't expect artists to always be that
well articulated. For me it's more about whether | see something
in their practice or not. Maybe Hirschhorn is too much of a social
worker, and maybe that's why he is saying it again and again:
“I'm not a social worker”...

Claire Bishop: This is the problem | was trying to articulate.
It's really hard to discuss the art without the discourse mediated
by the curators. It's so loaded.

Apolonija Sustersic: You should discuss this with artists
then, because they're not good enough in writing about what
they do. So you should go and speak with them directly.

Annie Fletcher: | appreciate that we must all have critical
insight, but I'm also really aware of how little space there is for
criticality today. Sometimes we're trying to be “jacks of all
trades”, and what is produced becomes kind of sloppy, but
that's not to make an excuse. All of us try to make space for criti-
cality, and to be very careful about it. That's why | value your talk
so much.

Claire Bishop: | know it's hard to have a critical distance to
things you're heavily involved in. That's why | was interested in
what you said about the Liam Gillick project: now when you look
back, you think that it wasn't very successful. It's amazing how
seldom you, as curators, confess to these things...
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