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APOLONUJA SUSTERSICA

Mikrorajona izpétes birojs

Community

Galvenais Skirklis: com-mu-ni-ty

Funkcija: lietvards

Fleksivas formas: plural -ties

Lietojums: bieZi atributivs

Etimologija: vidusang|u comunete, no vidusfrancu

comuneté, no latinu communitat-, communitas,
no communis

Datéjums: 14. gadsimts
1. individu kopums

a: valsts, sabiedriba

b: cilvéki ar kopigam interesém, kas dzivo viena mikrora-
jona; pladi: pats mikrorajons (“liela mikrorajona problémas”)

¢: dazadu individu (sugu) populacija, kas mijiedarbojas vien-
as teritorijas ietvaros

d: cilvéku grupa ar kopigam iezimém vai interesém, kuri
dzivo kopa lieldkas sabiedribas ietvaros (“atvalinato (virsnieku)
kopiena”)

e: grupa, ko apvieno kopiga politika

f: personu vai naciju kopiba, kam ir kopiga vésture vai kopi-
gas socialas, ekonomiskas un politiskas intereses (“starptautiska
sabiedriba”)

g: personu grupa, kam ir kopigas intereses, ipasi profe-
siondlas intereses, un kas izkaisita pladakas sabiedribas ietvaros
(“akadémiska sabiedriba”).

2. sabiedriba vispar
3: a: kopigs ipasums vai lidzdaliba (“kopiga manta”)

b: kopiga iezime: lidziba (“intereu kopiba”)

e: sociala aktivitate: piederiba

d: socialais statuss vai stavoklis

Research
Galvenais skirklis: re-search
lzruna: ri'sa:t)
Funkcija: lietvards
Etimologija: vidusfrancu recerche, no recerchier
pamatigi izpétit, no senfrancu,
no re-+cerchier meklét
Datéjums: 1577
1: rupiga vai centiga meklédana
2: citiga iztaujasana vai izpéte; ipasi: pétijums vai eksperiments
ar mérki izdarit atklajumus un interpretét faktus, parskatit akcep-
tétas teorijas vai likumus jaunu faktu gaisma, vai praktisks $o
jauno vai parskatito teoriju vai likumu pielietojums
3. informacijas vak3ana par konkrétu tému

Office
Galvenais Zkirklis: of-fice
lzruna: Shis
Funkcija: lietvards
Etimologija: vidusanglu, no vidusfrancu,
no latinu officium, dienests, pienakums, birojs,
no opus + facere veidot, darit
Datéjums: 13. gadsimts

APOLONIJA SUSTERSIC

Community Research Office

Community

Main Entry: com-mu-ni-ty

Function: noun

Inflected Form(s): plural -ties

Usage: often attributive

Etymology: Middle English comunete,

from Middle French comuneté, from Latin communitat-,

communitas, from communis

Date: 14th century
1: a unified body of individuals: as

a: state, commonwealth

b: the people with common interests living in a particular
area; broadly: the area itself (“the problems of a large commu-
nity”)

¢ an interacting population of various kinds of individuals
(as species) in a common location

d: a group of people with a common characteristic or inte-
rest living together within a larger society (“a community of
retired persons”)

e: a group linked by a common policy

f. a body of persons or nations having a common history
or common social, economic, and political interests (“the inter-
national community™)

g: a body of persons of common and especially professio-
nal interests scattered through a larger society ("the academic
community”)

2. society at large
3. a: joint ownership or participation (" community of goods”)

b: common character: likeness (* community of interests™)

c: social activity: fellowship

d: a social state or condition

Research
Main Entry: re-search
Pronunciation: ri'satf
Function: noun
Etymology: Middle French recerche, from recerchier
to investigate thoroughly, from Old French,
from re- + cerchier to search
Date: 1577
1. careful or diligent search
2. studious inquiry or examination; especially. investigation or
experimentation aimed at the discovery and interpretation of
facts, revision of accepted theories or laws in the light of new
facts, or practical application of such new or revised theories or
laws
3: the collecting of information about a particular subject

Office
Main Entry: of-fice
Pronunciation: Sfis
Function: noun
Etymology: Middle English, from Middle French,
from Latin officium service, duty, office, from opus work
+ facere 1o make, do
Date: 13th century
1. a: aspecial duty, charge, or position conferred by an exer-



1. a:ipass pienakums, amats vai postenis, kura iece| ar valdibas
lémumu sabiedrisku mérku varda: varas postenis sabiedrisku
funkciju izpildei, sanemot attiecigu atalgojumu

b: noteikta limena izpildvaras atbildigs postenis
2: [vidusanglu, no senfrancu, no jaunlatinu officium, no latinul:
noteikta dievkalpojuma vai lig3anas forma; ipasi ar lielajiem
burtiem: dievkalpojums
3. religiska vai sociala rakstura ceremonija: rituals
4 a: kaut kas, ko vajag, ir nepiecielams izdarit: uzdots vai
akceptéts pienakums, uzdevums vai loma

b: pienaciga vai ierasta kaut ka paveikiana: funkcija

¢ kaut kas izdarits cita vieta: pakalpojums
5: wieta, kur risinas noteikta veida darijumi vai tiek sniegti
pakalpojumi

a: vieta, kur tiek izpilditi amatpersonas pienakumi

b: uznémuma vai organizacijas galvenais birojs

¢ vieta, kur profesionalis veic savu biznesu
6: daudzskaitli, galvenokart britu: telpas, paligbuves vai
piebives, kuras notiek majas saimnieciskie darbi :
7. a: centrdla administrativa vieniba daZas valdibas (“Britu
arzemju birojs”)

b: apaksvieniba

Definicijas citétas no Vebstera online vardnicas

Projekts

Es istenoju projektu Mikrorajona izpétes birojs kopa ar
neatkarigo kuratoru Lutauru Piibilski privata makslas galerija /181D
Projects Londonas austrumos. Tas bija 2003. gada janvari un
februari. Tas tika aizsakts ka izpétes projekts, kas ieklauts mak-
slas konteksta, pievérioties iespéjamajam makslas galerijas
“balta kuba” iespaidam uz pilsétas attistibu.

Musu pétijuma galvena téma bija socialas augsupejas
process. Si paradiba, kad nolaistas pilsétas teritorijas ar naba-
dzigiem iedzivotajiem parnem nesen bagatnieku statusa iekjuvusi
elite, ir raksturiga lielakajai dajai Rietumu pilsétu, un Londona ir
labs piemérs. Makslinieku darbnicas, makslas galerijas un maks-
linieki biezi ir vieni no pirmajiem vides uzlabotajiem, patiesiba
neapzinoties savu lomu pilsétas attistiba. Vini vienmér meklé
lielas un I&tas telpas, ko parvérst darbnicas, galerijas, projektu
telpas utt.

Nakamajas augsupejas procesa fazés makslas telpas parasti
aizstdj biznesa biroji un mainas visas teritorijas raksturs.
Pieméram, tiedi tas vairak vai mazak notika Berlines centralaja

dala 90. gados.

Konteksts

Londonas austrumdala piedzivo ekstensivu un pamatigu pil-
setas attistibu. Parmainas 3ai teritorijd nosaka vairaki faktori.
Viens no svarigiem iemesliem ir tuvums Londonas Sitijai, vienam
no pasaules finandu centriem. Makslas sabiedriba bija viena no
pirmajam, kas saka attistit 3o rajonu. Tagad 3eit ir diezgan liela
jaunu makslas galeriju koncentracija - Vaitéepeld, Sordica,

cise of governmental authority and for a public purpose: a posi-
tion of authority to exercise a public function and to receive
whatever emoluments may belong to it

b: a position of responsibility or some degree of executive
authority
2: [Middle English, from Old French, from Late Latin officium,
from Latin]: a prescribed form or service of worship; specifically
capitalized: divine office
3: areligious or social ceremonial observance: rite
4: a: something that one ought to do or must do: an assigned
or assumed duty, task, or role

b: the proper or customary action of something: function

¢: something done for another: service
5. a place where a particular kind of business is transacted or
a service is supplied: as

a: a place in which the functions of a public officer are per-
formed

b: the directing headquarters of an enterprise or organiza-
tion

c: the place in which a professional person conducts busi-
ness
6: plural, chiefly British: the apartments, attached buildings, or
outhouses in which the activities attached to the service of a
house are carried on
7. a: a major administrative unit in some governments (‘British
Foreign Office’)

b: a subdivision of some

Definitions quoted from the Webster online dictionary

The Project

| carried out Community Research Office together with the
independent curator Liutauras Psibilskis at IBID Projects, a private
art space in East London, in January and February 2003. It was
initiated as a research project placed in the art context, focusing
on the possible impact of the white-cube art gallery on urban
development.

The main theme for our research was the process of gentri-
fication. This phenomenon, the gradual takeover of run down,
low-income urban areas by new moneyed elites, can be studied
in most western cities, and London is a case in point. Art spaces,
art galleries and artists are often among the first gentrifiers, wit-
hout really being aware of their important role in urban develop-
ment. They are always looking for big and cheap accommoda-
tion that they convert into studios, galleries, project spaces etc.

In subsequent stages of the gentrification process art spaces
are usually replaced by commercial offices, and the whole cha-
racter of the area changes.

The Context

East London is undergoing extensive and thorough urban
development. The transformation of the area is caused by sever-
al factors. The proximity to the City of London, one of the
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Hokstona, Betnalgrind un Bova — , un tikai daZu gadu laika
viniem ir izdevies radit regularu apmeklétaju loku.

Mikrorajona izpétes birojs apmetas IBID Projects galerijas un
biroja telpas, kas atrodas KembridZas Hitrouda, uz robeZas ar
Heknijas un Tower Hamlets rajoniem. Galerija tika uz laiku par-
vérsta par izpétes moduli ar mérki studét urbano un socidlo
transformaciju procesus, kas notiek 3aja apkaime.

Publika

Projekta sakuma més izjaucam galerijas “balto kubu” un
parveidojdm to par biroju. Si biroja telpa péc tam pakapeniski
atguva dazas tipiskakas galeriju telpas iezimes. Bet ta vieta, lai
piedavatu apmeklétajiem vizudlo baudu, ko rada izstaditie
eksponati, més aicindjdm vinus sniegt informaciju par savu
apkaimi, par savam attiecibam ar 5o vietu.

Tas nav parastais galerijas projekta scenarijs. Uzvedibas
noteikumi makslas vidé parasti ir krietni atSkirigi. Laikmetigas
makslas prakse tomér bieZi cendas lauzt konvencionalos noteiku-
mus un uzsvért auditorijas aktivu lidzdalibu. Protams, apmekléta-
jam jabiit iespéjai palikt anonimam un neredzamam, ja vins ta
vélas, bet jabit ari patiesam mudinajumam iesaistities.

Lidz ar musu projekta attistibu un izmainam més piedavajam
daju savas izpétes rezultdtu, un tas kjuva par projekta vizudlo
materidlu. Més ari organizéjam atklatus un daléji atklatus
pasakumus saistiba ar socialas augiupejas procesu un ieklaujam
savus apmeklétajus izpétes procesa.

Galerija

IBID Projects atrodas Londonas austrumdala ka daudzas
citas makslas galerijas ar baltam sienam, kas mégina sekot mo-
dernisma “balta kuba” vecajam, labajam tradicijam. Lielaka daja
no §im telpdm saka darboties tikai pirms daZiem gadiem. Tas
visas censas péc iespéjas atbalstit jaunus un parasti vietgjas
izcelsmes maksliniekus. lerobeZotaja laikmetigas makslas tirgu
nav viegli gt pandkumus. Krasi kontrastéjot ar laikmetigas
makslas praksi, makslas tirgus kopuma parasti ir nemainigs un
konvenciondls, un izdaba konservativajiem, bagatajiem pircé-
jiem. Lidz ar to ir gandriz neiespéjami bt par aktivu un veiks-
migu spélétaju lielstraumes makslas tirgl un piedavat izaicino3us
laikmetigas makslas produktus.

lkviend biznesa, kura ienakumi ir tik neprognozéjami, saku-
ma fazé nedrikst pardk daudz lidzekju ieguldit infrastruktlra.
Tapéc visas jaunas galerijas un makslinieki meklé |étas telpas, kas
var tikt viegli pielagotas makslas objektu demonstrésanai un
apmeklétaju uznemsanai.

Kaut ari laikmetigd maksla ir visai krietni mainijusies pédéjo
50 gadu laika, "balta kuba” galerijas iekdrtojums un pozicija ir
pieldgota parmainam visai minimali. Arvien vairak makslinieku
izjit problémas izstadities 3aja “nekontekstualaja” telpa, kas
sniedz |oti ierobeZotas komunikacijas iespéjas ar publikas lielako
daju. No otras puses, galerijas ka izstaZu telpas korporativais téls
ir kluvis tik spécigs, ka tikai nedaudzi makslinieki vélétos laist
garam 30 iespBju. Parasti vini tur eksponé maza méroga
surogatversijas, kas atspogulo vértigakos darbus.

Un ko més 3odien Londonas austrumdaja iegidstam?
Modernisma telpas télu bez tas reala satura, kas lieldkoties atro-
das pretruna ar eksponétajiem produktiem un artefaktiem. Bet ir
vél lielaka probléma. Jauna galerija, kas iekartota Iétas telpas pil-
sétas létakaja gala, nesadarbojas ar apkaimi un nesekmé tas
augsupeju, bet joti cenas dabit pie sevis bagato makslas eliti no
pilsétas otra gala, jo tikai vini varétu atjauties ieguldit naudu nezi-

world's finacial centres, is one important reason. The art com-
munity was among the first to start developing the area. By now
there is quite a concentration of young art galleries in
Whitechapel, Shoreditch, Hoxton, Bethnal Green and Bow, and
in just a few years they have managed to create a network of
regular visitors.

Community Research Office inhabited the gallery and office
spaces of IBID Projects, situated at the Cambridge Heath Road,
on the border of the Hackney and Tower Hamlets boroughs. The
gallery was temporarily turned into a module for studying the
process of urban and social transformation that is happening in
these areas.

The Public

The project started with deconstructing the gallery white
cube and transforming it into an office space. This office space
then gradually re-adopted some conventional characteristics of a
gallery space. But instead of offering the public the visual pleasu-
re of exhibited artifacts, we asked visitors for information about
the area, about their relationship to the place.

This isn‘t the usual scenario for a gallery project. The rules of
behaviour in an art space are usually gquite different.
Contemporary art practice, however, is often trying to break up
conventional rules of engagement, and to emphasise the active
participation of the audience. Of course the visitor must be able
to remain anonymous and invisible if he wants to, but there must
also be real incentives to participatory action.

As our project developed and changed we could therefore
present some results of our research, and this became the “visu-
al material” of the project. We also organised public and semi-
public events that related to the process of gentrification and
included our visitors into the process of research.

The Gallery

IBID Projects is located in East London, like many other
white-walled art spaces that try to follow the tradition of the
good old modernist white cube. Most of the spaces started just
few years ago. They are all trying their best to promote young
and usually local artists. It's not easy to be successful on the limi-
ted market for contemporary art. In stark contrast to contempo-
rary art practice as such, the art market is usually unchanging
and conventional, catering for conservative wealthy clients.
Being an active and successful player on the mainstream art mar-
ket and offering cutting-edge contemporary art products is
therefore almost a contradiction in terms.

In any business where profit is so unpredictable one must
take care not to invest too heavily in infrastructure in the initial
phase. That's why all young galleries and artists are looking for
cheep housing, which can easily be adopted for exhibiting arti-
facts and receiving visitors.

Although contemporary art production has changed quite a
lot in the last 50 years, there has been very little adjustment of
the design and position of the white-cube gallery. More and
more artists experience problems with showing in this ‘non-con-
textual’ space, which offers very poor systems for communicat-
ing with the general public. On the other hand, the corporate
image of the gallery as a place to show has become so strong
that few artists want to let go of this opportunity. What they
usually show there are surrogate (small-scale) versions of their
more valuable production.

And what do we get in East London now? The image of a
modernist space without its real content, most of the time in
contradiction with the products/artifacts on display. But what is
even more problematic is that the young gallery running a cheep
space in the cheapest part of the town is not there to regenarate
or communicate with the area, but instead it's trying very hard
to invite the rich art elite ‘from the other side of the town’, those
who could afford to risk investing in the unknown, young artist
star.



Makslinieks

Sodien maksliniekam vairs nav lielas darbnicas. Makslinie-
ciska prakse ir mainijusies, un daudzi tikpat labi iztiek ar nelielu
biroja telpu, kura ir dators ar interneta piesiégumu un telefons.
Loti biedi i telpa atrodas pasa makslinieka dzivesvieta. Péc kada
laika, iesp8jams, aktivitates pieaug un radita klist vairak, tad ir
vajadziga lielaka telpa. Un, ta ka ekonomiska situdcija makslas
biznesa nav sevidki stabila, lieldka dala makslinieku nevar
atlauties biroju vai darbnicu pilsétas attistitakaja rajona. Vini ari
vienmér nemaz to negrib! Makslinieki parasti labprat dzivo un
strada “problematiskas” tertorijas, ne tikai tapéc, ka nevarétu
atlauties ko labaku, bet ari tapéc, ka Sis vietas, kuras parasti ir loti
da?ads iedzivotdju sastavs, ir daudz interesantakas.

Es domaju, ka 3i iemesla dé] makslinieki parasti ir pirmie, kas
sekmé socidlo integraciju sarezgita urbana vidé. Bet te ir
paradokss - makslas kopiena pievelk citus "arpusniekus” $im
vietam, kuras tie agrak nespertu kaju; lidz ar to celas ires maksa
un cilvékiem, kas sakudi So atjaunotnes procesu, proti, pasiem
maksliniekiem tur k|Gst par dargu. So procesu jau virza nekus-

lama ipauma makleri, un tas ir kjuvis par oficidlu politisku’

stratégiju pilsétas attistiba. Makslinieki tiek aizvilinati uz noteik-
1am pilsétas dajam, lai uzsaktu $o regeneracijas procesu (tas ir
socialas augsupejas eifémisms). !

Daudzos gadijumos makslinieki noslédz nomas figumu par
I&tam, nolaistam telpam uz noteiktu laiku, parasti tikai uz daziem
gadiem. Vini ar savu darbu padara 3o telpu apdzivojamu. Un ja
viniem veicas dabdt uz 3ejieni “istos cilvékus”, bet vienlaikus
padiem sava darba nav istas komercidlas veiksmes, pastav draudi,
ka péc liguma beigam vini §is telpas zaudés. Ipasuma cenas pa to
laiku bis célusas, un makslinieki nespés samaksat iri. Tads ir
stasts, ko més Londonas austrumdald dzirdéjam neskaitamas
reizes, protams, ne jau tikai no maksliniekiem.

The Artist

Today's artist no longer has a big studio space. Artistic prac-
tice has changed, and many are just as happy to have a small
office space with a computer, an Internet connection and a tele-
phone. Very often this space is accommodated in the artist's own
apartment. After a while, perhaps, when the practice develops
and production expands, there is need for a bigger space. And
since the economic situation in the ‘art business’ isn't very stable
most artists can't afford an office or a workshop in a developed
part of the town. Not that they even always want it! Artists
usually prefer to live and work in ‘problematic’ areas, not only
because they can’t afford anything better but also because they
find those areas, which usually have a very mixed population,
much more interesting.

That, | think, is why artists are usually among the pioneers
of social integration in complex urban environments. But the
paradox is that art communities attract other outsiders to previ-
ously no-go areas, which inflates the rents and makes them
unaffordable to the people who started the process of rejuvena-
tion, the artists themselves. This process is already factored in by
real estate dealers, and it has become part of the official political
strategies for urban development. Artists are lured into certain
parts of the town as part of starting the process of regeneration
(which is often little else than a euphemism for gentrification).

In many cases artists would get a lease or a contract for a
cheep run-down space for a limited period, usually just a few
years. They would work on the space to make it inhabitable. And
if they are successful in bringing the ‘right people’ to the area,
but at the same time not really commercially successful in their
own practice, the danger is that they will lose the space after the
contract is over. The price of the real estate has then gone up
and the artists won't be able to afford the rent.

The Prospect?

This scenario, of course, applies not only to the art world but
to any ‘transitory activities' that begin as individual initiatives
based on personal interest and joy and take place in the grey
area of the alternative economy.

Our intention with the Community Research Office was to
highlight a contradiction between the concepts of Society and
Development (at the beginning of the end of the Welfare State)
as it is reflected within the process of gentrification. We particu-
larly focused on the role and position of contemporary art prac-
tice in gentrification.

Gentrification is not a new phenomenon in urban develop-
ment, but we wanted to see new models for city development.
Wouldn't it be possible to find acceptable alternatives to gentri-
fication? Couldn't programmes be deviced that would counter-
act social cleansing and help create a constructive and complex
society?

Although we all like Cappuccino very much, Turkish coffee
could just as well become a trend!
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Diskusija Lt Bt
péc Apolonijas Sustersicas priekslasijuma

Roza El-Hasana: Man ir gar3 jautdjums. Man 3kiet, ka
apsvért, kas jus ielidza un kas sponsoréja projektu, ir visai svari-
gi. Varbat es busu Joti kntiska, atvainojiet, bet sakara ar Siem
makslas projektiem man vienmér ir prata viena probléma. Tie
rada |oti kautrigus maksliniekus, un es to pamatosu ar daZiem
piemériem. Viens gadijums — pilsétas dome vai valsts var pasitit
kuratoram socialu projektu veidosanu. Tad maksliniekiem ir poli-
tiska atbildiba darit kaut ko sabiedribas laba. Un, tiklidz jus
klustat atbildigi citu priek$a étiska vai politiska nozimé, jus neva-
rat radit autonomus vai brivus makslas darbus. Makslinieki rada
vidi, kas pilsétas domes acis lidzinas birojiem, un vini neuz-
drodinas uzstadit kadu paliekosu makslas darbu.

Sorit Antons sacija, ka vini nevélgjas veidot pastavigu
instalaciju Mehiko pilséta, jo vin3 bija norlipéjies par savu spéci-
go aizmuguri. Vind nak no ASV un negribéja radit ASV interven-
ci pilséta. Vins jutas atbildigs pilsétnieku priek3a, un vina darba
pasutitdji drodi vien bija ASV politiskas struktiras. Tas ir mans
viedoklis par kautrigajiem maksliniekiem. Viniem nakas maksat
citu vieta ar savu atbildibu.

Apolonija Sustersica: Varbit es neizteicos pietiekami
skaidri. Es nevélos uznemties atbildibu. Un patiesiba manu pro-
jektu nepasutija kurators. Kurators atradas taja pasa situacija ka
es. Mikrorajona izpétes birojs tika finanséts no IBID Projects priva-
tajiem lidzekjiem. Taja laika vini noléma, ka pietiek prasit naudu
no sabiedriskiem fondiern, un ta més nesanémam nekadus
sabiedriskos lidzekjus, iznemot grantu no Niderlandes. Més visi
stradajam, balstoties uz davinajumiem, un neviens man nelika
radit sociali angazétu makslu, vai ka ari jUs to sauktu. Man tas isti
nepatik.

Kas man bija interesanti — te bija 3is baltais kubs un tad
vairdku baltu kubu tiklojums Londonas austrumdald, un to
atradanas radija noteiktu situaciju. Tie sekméja to, ko dévé par
socidlas vides augiupejas procesu, un es domaju, ka varbit to
vajadzétu apzinaties.

Roza El-Hasana: Bet tad jusu darba deveji bija vietéjie poli-
tiki, kas véléjas uzlabot savu teritoriju?

Apolonija Sustersi¢a: Vini to sauktu par regeneraciju, un
taja tika nodarbinati daudzi makslinieki, kas daZadi mégina
iesaistit publiku. Bet es pievérios augsupejai ka socialai
planosanai, ne tik daudz regeneracijai Tas ir daudz grutak. Ar
savu projektu es veicinu 50 augsupeju. Més visi esam 3i procesa
dala, un mans projekts ir par iespéjam, ka to veikt. Més to ap-
spriezam; tas bis ari gramata, kas dokumentés Mikrorajona
izpétes biroju.

Roza El-Hasana: Tas bija mans otrais jautajums, ja js vei-
dosiet kadu atskaiti par jisu projektu. Tas attiecas ari uz makslas
brivibu. Kas notiek, kad jis atrodat kaut ko ne tik jauku, kas
neieklaujas socialajas konstrukcijas?

Varb(t tas nav makslinieku uzdevums — dot ietelkumus poli-
tisko struktdru joma. Aplikojot teritorijas augsupeju — ja jus esat
socialais darbinieks vai psihiatrs, jUs patiesi varat kaut ko darit cil-
véku laba daudz funkcionaldk un efektivak. Kas man patika jusu
teiktaja — jusu projekts ir izpétes process un jus isti nezinat, kads
bus rezultats.

Apolonija Sustersica: Es domaju, ka més ka makslinieki
varbut parak slépjamies aiz idejas, ka neko daudz izdarit nespé-
jam. Kaut ko més varam darit, un varbit tapéc Ute runa par
aktivismu maksla. Man naktos domat par sevi aktivisma konteks-
t3, bet es neesmu aktiviste, man tikai patik §i aktivisma ideja.
Efekts, ko jus varat sasniegt, ir parmainas, jo jUsu darbs vienmér

Discussion - :
after Apolonija Sustersic’s presentation

Réza El-Hassan: | have a long question. | think the issue of
who invited you and who sponsored the project is guite impor-
tant. | may be very critical, I'm sorry, but | always have one con-
cern about these art projects. They produce very shy artists, and
I'll give you some reasons for that. One is that the city council or
the state may commission a curator to make social projects.
Artists are then given the political responsibility to do something
for the community. And as soon as you have responsibility for
others, ethical or political responsibilities, you can't make very
autonomous or free art works. Artists create environments that
look like offices for the city council, and they don’t dare to make
any permanently installed work.

This morning Anton said that he didn't want to place per-
manent installation in Mexico City, because he was concerned of
his power background. He comes from the US, and he didn’t
want to make any US intervention in the city. He felt responsibili-
ty for the people there, and he was commissioned by political
structures in the US probably. This is my point about shy artists.
They have to pay for others with their responsibility.

Apolonija Sustersic: Maybe | wasn't clear enough. | do
want to take responsibility. And in fact my project wasn't com-
missioned by a curator. The curator was in the same situation as
I. Community Research Office was supported by private money
from IBID Projects. At that time they decided they were fed up
with asking for money from public funds, so we didn't receive
any public money, except for a grant from The Netherlands. We
were all working in a kind of gift economy, and no one asked me
to do socially engaged art, or however you'd call it. | don't real-
ly like that thing.

What was interesting for me was that there was this white
cube, and then a network of several white cubes in East London
and the effect of them being there created a certain situation.
They triggered what is called a gentrification process, and |
thought that perhaps they should become aware of this.

Réza El-Hassan: Yes, but then you're employed by local
politicians, to upgrade their area?

Apolonija Sustersic: No, they'd call it regeneration and
under regeneration they employ many artists who are trying to
engage the public in different ways. But I'm looking at gentrifi-
cation, at social planning, rather than regeneration. That's much
more difficult. I'm contributing to gentrification myself, with my
project. We're all part of this process, and my project is about
different ways of dealing with it. We're debating this, also in the
book that will document the Community Research Office pro-
ject.

Réza El-Hassan: That was my second question, if you'll
produce some kind of report about your project. it's also about
the freedom of art. What happens if you find out something that
isn’t so nice, and that doesn't fit into the social constructions?

Maybe it isn't the role of artists to suggest political struc-
tures. If you want to look at how an area is gentrified, then if
you're a social worker or a psychiatrist you can really do some-
thing for the people in a much more functional or effective way.
What | liked about what you said is that your project is a research
process, and that you don’t exactly know what the output will
be.

Apolonija Sustersic: | think that as artists we may be hid-
ing too much behind the idea that we're not able to do much.
We can do something, and maybe that's why Ute is talking
about activism in art. | would have to think about being an
activist, but I'm not, | just like this idea of activism. The effect that
you can try to impose is change, because your work always
changes some status quo situation.



