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KADA IR MAKSLAS PATIESA VERTIBA?
WHAT IS THE TRUE VALUE OF ART?

Zane Oborenko
Vizualo makslu teorétike / Visual Arts Theorist

Maksla vienmér ir sekojusi lidzi parmainam politika, ekonomi-
ka un sabiedriba. Lidz ar Sim parmainam katrs individuali un
visi kopa vairak vai mazak apzinati nonakam pie dazadu vérti-
bu izvértésanas. lerasta lietu kartiba nosaka nemitigu pasaules,
sabiedribas un individa, un kulttras mainisanos, biezi vien sis
parmainas ir grati pamanamas, un tadé| tam nepieskiram
pasu nozimi, bet brizos, kad tas vairs nevar nepamanit, rodas
nepieciesamiba péc jauniem skatpunktiem, teorijam, vértibu
sistémam vai vienkarsi péc viedokliem.

Tadeé| ari ir Sis jautajums par makslas vértibu, kas nebat
nav nedz originals, nedz sava batiba jauns vai parsteidzoss, ka
to atbildé labi ilustré Barbara Feslere.

Interesanti bija novérot, ka vislielakas gratibas atbildét uz
S0 jautajumu bija tiesi tiem, kuri sava ikdienas darba regulari
veic dazadu makslas darbu izvértésanu un raksta teorétiskas
un analitiskas dabas saceréjumus par makslu un dazadam
ar to saistitam problémam. Teorétisko zinasanu baze skiet
ne vienmér atvieglina spéju sniegt atbildes uz jautajumiem,
gluzi otradi - ta pat paralizé. Savukart tiem, kas ikdiena radosi
strada dazadas makslas nozarés un pasi rada makslu, pieeja
$im jautajumam bija tikpat radosa un personiska.

Liels paldies visiem, kas atrada laiku, lai piedalitos 3aja
viedoklu apmaina!

Dzastins Aionss: Visticamak — nav nekadas Tpasas veértibas,
kas butu attiecinama uz makslu. Maksla var paatrinat iztéli,
izaicinat, iedvesmot, Sausminat, melot un traucét. Diezgan
biezi ta garlaiko un liek vilties, tomér pat visbanalakaja veida
ta var raisit zinkari. Ja més identificgjam vértibu ka defingjoso
makslas lomu, tad més uzskatami noradam, ka jebkurs
makslas darbs, kas nepilda So lomu, ir makslinieciska klame,
bet vésture ir pilna ar makslas darbiem, kuri izaicinajusi normas
un noteikumus. Tomér pat tie makslas darbi, kas raditi saskana
ar stingriem ideologiskiem ierobezojumiem, var bat izcila
maksla, jo tiem piemTt potencials parsniegt un apiet masu
kritiskas un véertéjosas sp&jas un makslinieku nolikus, tapat
ka, pieméram, satiksmes negadijumi sevi ietver ko vairak neka
tikai bezkaisligos atruma, sadursmes, bojajumu un zaudéjumu
faktus. Sai nekonkrétibai, kas aicina mas skatities vélreiz,
nevajadzétu bat programmatiskai. Tadéjadi nekonkrétiba kltst
par normu, un sadi makslas darbi rada nenopietnu kalamburu —
konkréta nekonkrétiba. Ja nekonkrétiba mudina mus vei-
dot dialogu ar makslas darbu, tad ta ir nejausiba, citu funk-
ciju blakusprodukts. lespéjams, tadé] més nevaram adekvati
definét makslu tada veida, kas to atskirtu no citam darbibam,
pieméram, no galdniecibas, sarunam vai futbola. Makslai ne-
vajadzétu bat un nevar bt noteikta vértiba.

Norma DZina: “Kirurgs ir dziednieka pretpols. Dziednieks
dziedé saslimuso, uzliekot vinam rokas; kirurgs izdara griezienu
pacienta kermeni. Dziednieks uztur dabisko distanci starp sevi
un pacientu, un, lai gan vins to nedaudz samazina, uzliekot
rokas, to izteikti palielina vina autoritates spéks. Kirurgs dara
tiesi pretéjo — vins izteikti samazina distanci starp sevi un pa-
cientu, ieklUstot dzili pacienta kermeni, un nedaudz palielina
to ar piesardzibu, ar kadu vina roka kustas starp pacienta
organiem. Isuma — at3kiriba no dziednieka, kas joprojam ir
apslépts medicinas praktizétaja, kirurgs izSkirosaja bridi atturas
saskarties ar pacientu ka cilvéks ar cilvéku un drizak iek|ast vina
operacijas cela. (..) Un to més esam tiesigi sagaidit no makslas
darba.” (Valters Benjamins, “Makslas darbs mehaniskas re-
produkcijas laikmeta”, 1936).
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Art has always mirrored changes in politics, economics and
society. These changes mean that, individually and collectively,
we must assess various values. Constant change is a fact of life
for the world, society, individuals and cultures, but often these
changes are difficult to detect. As a result, we pay little heed
to them until the moment comes when they can no longer be
ignored and the necessity arises for new viewpoints, theories,
value systems or just plain opinions. Therefore, the question of
the value of art is not particularly original, new or surprising,
as Barbara Fassler cogently illustrates in her answer.

It was interesting to observe that those whose everyday
work involves assessing works of art and writing theoretical
and analytical studies of art and its problems had the most
difficulty answering this question. Apparently, a foundation
of theoretical knowledge doesn’t make it any easier to an-
swer the question; rather, it can result in paralysis. Conversely,
people who spend their days working with various forms of
art and personally creating art had an equally creative and
personal approach to the matter.

Thanks to everyone who found the time for this ex-
change of views.

Justin lons: At best, there is no special value to be attributed
to art. Art may quicken the imagination, challenge, inspire,
appal, lie and disturb. Often as not, it bores and disappoints —
though even at its most banal it can prompt curiosity. If we
identify value as the defining art’s role, then we imply that
any work that fails in that role is an artistic failure. But history
is littered with instances of artworks that have challenged ex-
pectations and norms. Still, even works produced in accord-
ance with rigid ideological constraints can be great art, for
artworks have the potential to exceed and evade our critical
and evaluative capacities and the intentions of artists, just as,
for a witness, a traffic collision exceeds the cold facts of velo-
city, impact, damage and casualties. This evasiveness, which
calls us to look again, should not be programmatic. As the goal,
evasiveness becomes the norm, and such artworks rightly in-
vite ridicule — evasiveness evading. If evasiveness invites us
to engage with a work then it does so as an accident, as a
by-product of other functions. This may be why we cannot
adequately define art in a way that distinguishes it from other
acts, such as carpentry, conversation or football. Art should
not and cannot have distinct value.

Norma Jeane: “The surgeon represents the polar opposite of
the magician. The magician heals a sick person by the laying
on of hands; the surgeon cuts into the patient’s body. The
magician maintains the natural distance between the patient
and himself; though he reduces it very slightly by the laying
on of hands, he greatly increases it by virtue of his authority.
The surgeon does exactly the reverse; he greatly diminishes
the distance between himself and the patient by penetrating
into the patient’s body, and increases it but little by the cau-
tion with which his hand moves among the organs. In short,
in contrast to the magician - who is still hidden in the medical
practitioner — the surgeon at the decisive moment abstains
from facing the patient man to man; rather, it is through the
operation that he penetrates into him. [...] And that is what
one is entitled to ask from a work of art”.

Walter Benjamin ('The Work of Art in the Age of Mechani-
cal Reproduction’, 1936).
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Barbara Feslere: Kops pastav maksla, jautajums par tas vértibu
ir raisijis stridus. Péc Platona parliecibas makslas darbs bija
pilnigi bezvertigs salidzinajuma ar domu. Makslas darbu vins
uzskatija par jutekliem uztveramas pasaules priekSmeta ko-
piju, bet sis priekSmets pats bija kopija idejai, kas atrodas ideju
debesis. Tatad makslas darbs vina uztveré bija kopijas kopija un
attiecigi bezvertigs. Savukart masdienas mums vispirms prata
nak makslas darba ekonomiska jeb spekulativa vértiba, ka teicis
Endijs Vorhols: Good business is the best art. Par laimi, pastav
ari uzskati, kas ir mazaka méra pieskanoti tirgum, pieméram,
varam minét Pjero Manconi (Piero Manzoni) ironisko ricibu
1961. gada, kad vins$ izstadija pardosanai savus “Makslinieka
stdus” ka sérijveida makslas darbu devindesmit eksemplaros.
Savukart Ivs Klains 1962. gada veidoja performanci, kas izsméja
makslas ekonomisko vértibu: vins pardeva savu jutigumu, preti
prasot zelta lapinas. Tad pircéjs tiktu aicinats tam izsniegto
sertifikatu sadedzinat, bet Ivs Klains zelta gabalinus iemestu
Séna. Masdienu italu makslinieks Cézare Pjetrojusti (Cesare
Pietroiusti) nesen kada meistardarbnica pardeva “makslinieka
darba stundas”: pircéjs sanem makslinieka parakstitu ligumu
un iegst tiesibas maksliniekam noradit, kas tam sajas stundas
jadara.

Protams, més ceram, ka makslas darbam piemit ne tikai
materiala, bet ari gariga vértiba. Valters Benjamins uzskatija,
ka makslas darba vértiba ir ta aura, ko vin$ defingja sadi:
“Makslas darba Seit un tagad, ta unikala esamiba vieta, kur
tas atrodas.” Ari Imanuelam Kantam makslas darba vértiba
bija ta nematerialaja dala — skaistuma, kas defingjams ka mérk-
tieciba bez mérka zinasanas un izraisa neieinteresétu skatitaja
labvéligumu. Neaizmirsisim, ka makslai piemit ne tikai eko-
nomiska un gariga vértiba, bet ari vizionaras spé&jas. André
Bretons apgalvoja, ka makslas darbam ir vértiba tikai tad, ja
tas virmo nakotnes atspidumos. Makslas darba neatkariba no
jebkuram socialajam vai politiskajam funkcijam tam pieskir lie-
lu potencialu paplasinat pratu un likt ievibréties masu juteklu
un emociju stigdm. TieSi makslas darba nefunkcionalitaté (ka
uzsvéra ari Kants) slépjas ta milziga briviba, ta revolucionarais
spéks un attiecigi ta visdzilaka un batiskaka véertiba.

Luidzi Negro: Man ta ir vieniga vieta (maksla, kad ta patiesam
ir maksla), kur dzive ieglst jégu ari sava acimredzamaja
bezjédziba. Ta ir vieta, kur ikviens var iztikt bez “funkcijas”,
bez mérka. Jo ista maksla, tapat ka dzive, nekad nav funkcio-
nala. Tapéc maksla, kad ta patiesam ir maksla, nojaus Dieva
elpu. Maksla, kas patiesam ir maksla, ir ta, kura dzive saplist
ar mekléjumiem un spekulativu spriegumu (kas nav tikai
uzmaniba), davajot to “jégas” smarzu, kas reizém izgaismo
parsteidzoso pasaules ainavu. Tagad es domaju par Basu Janu
Aderu (Bas Jan Ader) un vina brinumaino navi. Maksla biezi ir
ka filosofija, vairak par studésanu tai ir vajadziga uzmaniba,
spriegums, sirds un prata atvértiba pret pasauli, kura dzivojam,
pret mums pasiem un pret makslas un makslinieku zimém.
Tikai $aja briviba més varam saskatit jégu, ko mums dava
maksla (nereti vinpus maksliniekiem).

Stivs Pikolo: Izsakoties kodoligi, manuprat, sabiedriba piedévé
makslai vértibu, jo maksla ir ka vingrosanas zale prata un uz-
tveres spéju vingrindjumiem — gan maksliniekiem, gan vinu
auditorijai. lespéjams, ka Sie vingrinajumi palidz mums attistit
vai vismaz uzturét forma muasu neirologiskas sistémas. S1
“patiesa” vértiba dazkart sakrit ar ieguldijuma vértibu, tomér
ne vienmer.

Gaks Sato: Es nezinu, kas ir makslas vértiba. lespéjams, ka es to
sava dzivé mekl&ju. Maksla ir savveida véstijums. Sis véstijums
rada sazinu. Maksla var sazinaties ar nakotni. Patiesa makslas
vértiba ir patiesa sazina starp makslinieku un cilvékiem (un
otradi). Tas ir — makslai nav vajadziga kopiga vértiba. Makslai
jadod personiska vértiba. Maksla sava zina ir dzives zieds. Tacu
zieds ir tikai zieds. Un nekas vairak. Tomér $is zieds ir ceribu
uzplaiksnijums.
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Barbara Fassler: The question of what is the true value of
art has been discussed since the time art was born. For Plato,
works of art were completely worthless in comparison to
thought. He considered works of art to be copies of items
from the sensory world and these in turn were copies of the
idea that existed in the skies of ideas. For him, a work of art,
therefore, had the status of being a copy of a copy, and thus
of no value at all.

The first thing that comes to mind today, on the other
hand, is the economic or speculative value of an artistic ob-
ject, as Andy Warhol said: “Good business is the best art.”
Luckily, in this regard there are also ideas circulating around
that are less aligned to the marketplace, for example the ironic
coup of Piero Manzoni who, in 1961, put up for sale his Merda
d’artista (‘The Artist’s Shit’) in a multiple edition of 90 cop-
ies. Yves Klein, for his part, in 1962 presented a performance
where he made fun of the economic value of art: he sold his
sensibility for leaves of gold. The buyer, however, was invited
to burn the certificate that they were given in exchange, and
Yves Klein threw the little pieces of gold into the Seine. Cesare
Pietroiusti, present-day Italian artist, recently sold in a work-
shop “artist’s working hours”, where whomsoever bought
them was to instruct the artist what to do in the said hours
and would in return receive a contract drawn up and signed
by the artist.

Clearly, in addition to material worth, we would wish
that works of art were to have spiritual value also. For Walter
Benjamin, the value of a work of art is in its aura, which he
defines as being “the here and now of a work of art, its unique
presence in the place where it is located”. For Immanuel Kant,
too, the value of a work of art lies in its intangibility, in beauty
which can be defined as usefulness without function and
which arouses disinterested pleasure in the viewer.

Let us not forget, beyond its economic and spiritual value,
the visionary capacity of art. For André Breton, a work of art
has value only if it is permeated with reflections of the future.
The statute of autonomy that an artwork has, free of any so-
cial or political function, gives it the most powerful potential
for broadening the mind and stirring the heartstrings of our
senses and emotions. It is precisely in its non-functionality (as
Kant underlined) wherein rests its great liberty, its revolution-
ary force and hence its deepest and most important value.

Luigi Negro: For me it (art when it really is art) is the only place
where life makes sense, despite its evident senselessness. It is
the place where anybody can do without a function, without
a purpose. Because real art, like life, is never functional. This
is the reason why the best art is often close to the breath of
God.

“Art that is truly art” is that in which life merges with
inquiry and the suspense of conjecture (which is not solely at-
tention), delving into that fragrance which at times illuminates
the multifaceted beauty of the world. Here | am thinking of Bas
Jan Ader and his miraculous death. Art is often like philosophy,
— more than to be studied, it needs attention, tension and an
opening of the heart and mind to the world in which we live,
towards ourselves and towards the manifestations of art and
of artists. It is only in this freedom that we identify meaning
which art bestows us as a gift (often beyond the capacity of
artists).

Stephen Piccolo: To be really succinct, | think society attributes
value to art because art is a sort of gym for the exercise of the
mind and the perceptive faculties, both for artists and for the
audience. Maybe that exercise helps us to evolve, or at least it
keeps our neurological systems limber. This “true” value some-
times coincides with investment value, but not always.

Gak Sato: | don’t know what is the value of art. Maybe I'm
looking for that in my life.

Art is a kind of message. The message creates commu-
nication. Art can communicate to the future. The real value
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Laima Slava: Ceru, ka tas nav jautajums, kas ir maksla?

Makslas patiesa véertiba, manuprat, ir tas saruna ar ska-
titaju. Ar mani. ST saruna var bat Tslaiciga, atri izsmelama,
konkréta briza konjunktiras rosinata, un ta var bt pastavigi
atjaunota, ik reizi, sastopoties ar makslas darbu, turpinata.
Ta var notikt tikai vizualas vai sensualas patikas limenf, ta var
aizvest talu citas domu un zinasanu dimensijas vai dzili privatu
atskarsmju dzunglos.

Jebkura gadijuma, tas pamats ir bagata un dasna cilvéka
personiba, kas spéjusi savai izpausmei atrast dzivotspéjigu,
adekvatu formu, un es ar vinu sarunajos “pa tieso”, pari lai-
kiem un visadiem citadiem ierobezojumiem.

Savus sarunbiedrus es atpazistu péc pasas spontanas
reakcijas — es patiesam makslas darbu vispirms uztveru tiri
jutekliski, un tad seko saruna, kas vai nu atraisas vai ne.

Domaju, ka nav precizakas un runatigakas laikmeta un
cilveka esamibas dramas liecibas par makslas darbu.

of art is real communication, from artist to people (and vice
versa). That is to say, art doesn’t need a common value. You
need to give personal value to art. Art is a kind of flower for
life. However, a flower is just a flower. Nothing else. But this
flower is a flicker of hope.

Laima Slava: | hope that the question isn't: “What is art"?

In my opinion, the true value of art is in a dialogue with
the viewer. [That’s what it is] for me. This conversation may
be brief, quickly exhausted and instigated by an alignment of
momentary factors, or it may be renewed and continued every
time one encounters the artwork. It may happen only at the
level of visual or sensory attraction, or it may take you far away
into other dimensions of thought and knowledge, or deep
into the jungle of private insight.

In any case, it has as its foundation a rich and generous
human personality that has found a living, appropriate form to
express itself, and | speak to it directly without the hindrance
of time or other barriers. | recognise my conversation partners
through my own spontaneous reaction; I initially perceive the
artwork in a purely sensory way, and then follows the conver-
sation, which either develops or it doesn't.

| don't think that there can be a more loquacious or
precise testimony to an era and a person than a work of art.



