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Gallery of Modern Art, Glasgow 


David Harding acted as chair and each speaker gave their response to the same set of pre-prepared questions on the topic of Artists, Galleries and Regeneration. David then questioned each speaker individually and chaired a panel discussion with speakers and the audience. 

David Harding, Chair

Everyone likes the idea of regeneration – if you are against it is like being against sunshine or democracy. David holds the belief that everybody should be for regeneration and that it should be seen as positive.

Regeneration in our cities is social, economic, physical and cultural. David sees artists as part of that process and wants to discuss the potential role of galleries in that process.

Regeneration is often directed at problems. Things need to have degenerated before they can be regenerated and this is where problems can lie. Regeneration tends to affect low-income families more. 

David reflected on his time as Artist in residence in Glenrothes and his current role as chair of the Royston Road project in Glasgow. Royston Road has recently won a SURF award as a successful community-inspired regeneration project. 

Eamonn Campbell, Penilee Public Art Group 
Eamonn is a Town Planner at Glasgow City Council but has worked in regeneration in Penilee, Glasgow, on a voluntary basis for several years.

Penilee is a residential area in South West Glasgow, built during WW2 in Modernist style and physically remote on the edge of the city. 

Eamonn suggested that with the process of deindustrialisation has come a suggestion that communities are suffering from a malaise that can be cured through regeneration. 

He asked what a gallery is and defined it as a social space where art is explored, a serious space. His experience of showing art work by local residents from Penilee Public Art Group who had worked with professional artists on a public art group, at the Gallery of Modern Art in Glasgow, was an example of how galleries can be involved in regeneration. The exhibition gave participants confidence. 

Is there a role for galleries in regeneration?  

The ‘Gallery’ for Penilee Public Art (PPAG) group was a showcase of work that had emerged from PPAG work in the Penilee community.

Has the change from Social Inclusion Partnerships, (SIP) to Community Planning Partnerships, (CPP), affected the way that communities can work with artists?

SIP was a big focus for public agencies whereas CPP seems wider than that. A key question for Eamonn was how we use CPP and build community groups’ capacity to work with artists and also their confidence. He would like to see PPAG in a sustainable position where they could function without funding. Eamonn suggested that the level of local democracy and capacity has gone out of the area since the arrival of Social Inclusion Partnerships, (SIPs). 

How can communities take control and have ownership of regeneration?
Perhaps we need to create our own definitions – regeneration is nothing more than physical development. Maybe redefining regeneration might help communities because often they do not feel involved. ‘Autogeneration’ – referencing Mexican artist Abraham Cruzvillegas’ exhibition ‘Autoconstrucción’ at CCA could be a useful term. A particular Glasgow definition of regeneration has developed ‘demolish, rebuild, demolish, rebuild…’

How has your, and your group’s, work in Penilee aided regeneration?

By its very existence it has been a success. PPAG are an amazing set of committed local people who are asking fundamental questions about art, public art, process and engagement. They are not academics or professional artists but he was drawn to the group by the fact that they were having big philosophical discussions about art in Penilee.

David Fletcher, Glasgow Housing Association

Is there a role for galleries in regeneration?
There are no specific policies at GHA about how they will work with the arts. GHA manages a huge scale of change but is not just about physical regeneration. They see galleries and other arts organisations as potential deliverers of some of their work with their tenants. GHA don’t have a complete skill set and see the benefits of working in partnership.

GHA has 63 Local Housing Associations affiliated to it. Eg: 17 Landlords in Easterhouse. An example is Red Road, a site of great historical importance and an iconic site in many people’s minds.  How do we capture the history, tradition and legacy of that part of the city?

Do Housing Associations have specific policies to do with engaging artists and if so how do they go about doing so?

No – it is flexible – it is not written into strategies and plans but they are positive about welcoming approaches and are interested in networks or how GHA can have the contacts.

Engagement with artists comes under the environmental agenda and GHA are looking at green spaces. An important concern for tenants is the quality of the neighbourhood. There are small proportions within the building fabric (green spaces ,design elements and areas to engage the community).

Do you have any examples of good practice, in your terms, of the involvement of artists in regeneration?

A specific example David worked with was in Easterhouse where there was the Easterhouse Arts strategy, which led eventually after several years to ‘The Bridge’, a world class arts venue which also is a local community centre.

Could you expand on the role of Housing Associations in regeneration and whether that role responds the request of the HA tenants or Glasgow City Council.

GHA is tenant-led organisation. Board members are mostly tenants. There are 500 people in Local Housing Authority committees.

Tenants are the driving force in policy. There are 4,000 staff in GHA plus volunteers, stakeholders. Regeneration is seldom done by GHA alone.

How best can communities progress these ideas?
It can be top down but the majority of ideas come from the tenant base.

Peter McCaughey, Artist
Is there a role for galleries in regeneration?
Peter put his response in the context of him as an artist – at art college he was not interested in the museum/gallery he was more interested in the capacity of art to connect to people. Galleries seemed exclusive and he wanted to do his work on his own terms and use ‘guerilla tactics’ without the museum/gallery.

His practice has led to team work and his feeling that incredible things are done in teams but a feeling that not all artists are good at working in teams. 

He therefore sees galleries as a bridge to practice where values can be debated and a reappraisal of language as there is a need to get the word out through galleries and museums. Like it or not galleries and museums are where ideas are circulated to a wider public. Galleries have a validating role and can identify debates. 

Galleries can also export established artists into the community. GoMA, Streetlevel and Transmission are galleries that are reappraising the language and conditioning of what art is. 

Where do the professionalism and value of artists figure in the regeneration agendas?

Peter discussed the ‘use value’ of the work  - art work that has a function and generates something.

The ‘power of the object’ is still potent and the question is how do we bring the ‘use value’ and the ‘power of the object’ together.

Grant Kester and Clare Bishop are debating at the moment whether community projects are art.

When did you first learn of the term ‘regeneration’? Is your involvement pragmatic or because you believe in it?

PM - Because I believe in it. 

What is special and different that artists can bring to regeneration?

It is an interesting and complex field to be involved in. Artists can be involved in different ways - as another person at the table – not a keeper of a specific territory.

Artists accumulate ideas , comments and practice – they should be trusted at the table.

Artists can be a bridge between the developer and the community – not to represent the community but to find out who the community are.

Artists should have a role in communities to kindle creativity as a vital life force, flying in the face of normative values.

Should artists be involved at all in what, in some circles, is regarded as a very suspect agenda?

Yes as they can be that bridge or explore ideas with communities and help make art works successful in a regeneration context.

Should we use the word art or is it just great social work, politics, research etc? The word artist brings expectations with it – it is a useful entry point. 

Are artists more interested in the process and the conceptual?

There is a move away from the object but artists can have a great role to play in the fabric of cities but it is very difficult to do.

What is the ‘use value’ of artworks that function? Peter is interested in things that work and have a use and notions of transience and permanence. Working with artists can offer a moment of reflection, the opportunity to think about something differently, for example when the Gorbals blocks are coming down. Transient work can endure in urban myths but the power of the object is still very potent. This is a complex field that is full of politics, suspect territory and very interesting challenges. The issue of permanence does not mean that objects have to be made of bronze or stone – permanence can exist in the handing on of ritual and structures. 

Scottish Arts Council definition of permanence in public art is 12 years. 

Peter described several regeneration projects he has been involved in:

Raploch, Stirling – designed an object, a tool for orientation, roundabout object.

Winchbrough, West Lothian – he was given an open brief, £250 per day for 60 days, he was paid to be there and have a place at the table with the team of developers. Often no one knew why he was at meetings but he ended up being involved for 18 months. His role was one of bridge between the development team and the community during a contentious development. He began the process in the way it would normally end by talking to the community and gave people a voice to discuss their relationship to the landscape and memory. Felt that the masterplanning process is very male dominated. 

What did you achieve?

Peter felt the value of being positioned against other non arts projects in the Council context was important. The project was very esoteric but it is possible that people have got a scent of the potential but not much tangible outcome. 

How do you leave enough without an agent acting to sustain things?

Synthia Griffin, Curator: Regeneration and Community Partnerships, Tate Modern, London
Is there a role for galleries in regeneration?
Galleries like Tate Modern can make sense of regeneration and glue it together for a community. The nature of a gallery or institution is that it is a good forum for discussion and also can act as a catalyst. Regeneration is about people. 

Regeneration expands beyond the economic, cultural and social and galleries can be part of that ongoing discussion. Tate Modern has had a huge impact on the area in terms of transport and infrastructure. 

DH – the existence of the building itself brings regeneration.  

SG – They, (galleries), can also change the image of the city.

Cities are beginning to rely on their ‘cultural value’ and galleries can have a role in that. Either through their architectural status or other meanings. They can generate or create a change and this can be cumulative.

Galleries can lead and can advocate – they can tap into strategic agendas/ partnerships and make spaces.

Galleries have an expertise of working with artists and can share that experience. Galleries can bring a debate on what has worked and what has not – they have the power to bring people together and disseminate the discussions. The gallery can be seen as the beginning of a new cycle.

Synthia referenced a 3 day conference at Tate Liverpool reflecting on Liverpool and some of the failures in regeneration there.

http://www.tate.org.uk/liverpool/eventseducation/symposia/13812.htm.

Tate is a social model of the gallery working with business, community and Council. They are socially responsible for their impact and at Tate Modern the approach is always long term. Tate Modern is in the Southbank and Bankside Cultural quarter and able to respond by creating programmes to address a feeling that there is not enough engagement with people living in these boroughs.

Eg: Street genius, Youth panel and the family programme.

DH – there is a classic example of arts-led regeneration in the Lower East Side of Manhattan, now trying to do something similar in the Merchant City in Glasgow. 

How do/can galleries make connections with artists’ works in regeneration when they happen out there in the city and town?

Tate Modern can be involved in commissioning work in and beyond the gallery space and are moving towards more commissions. 

Eg: Fritz Haig, Edible Estates – as part of Global cities. The artist worked with 2 local estates, Brookwood and Lancaster. He worked with the residents to create an edible estate on that piece of lawn/ground in front. There was the work outside of the gallery and that work was documented and shown in the Turbine Hall.

Can the actual physical existence of a gallery contribute to regeneration?

Tate is a very physical building, it also recognises that it is not just an exhibition space and it recognises the value in longer term engagement.

Visitors often use the front entrance whereas residents use the back of Tate and they have worked with this – Danish artists worked with local residents on the hoardings for the new building work which faced the back to provide history of the area.

There is the acknowledgment of the speed of change in the area and the impact that this has had culturally on the area and the urban landscape. 

What kind of work that you have done at Tate Modern that contributes to regeneration?
Tate worked with the local residents to create a green space for them separate to the lawn in front of Tate used by visitors. Land next to the gallery was reclaimed and a garden developed specifically for the local community.

Questions/Discussion 
Q. Caroline Lormier asked for advice about tackling social malaise which blights the development of culture in a rural area of Scotland.

Eamonn Campbell – culture is the way that people are living making it manifest, this is the reality we are living in.

Cure the malaise first – regeneration doesn’t exist without the people.

Peter McCaughey – this is an important question that could be discussed all day. Malaise is like a miasma, an evil vapour. There is a difference between a sense of aspiration and a sense of malaise.  How can artists touch upon this in different venues? Is the malaise social and cultural? Need to work together and tap into creativity which is an excellent source of energy. The poet Christian McEwen worked in a primary school in Raploch to produce a beautiful poem about the culture of expectation and family tradition. What happens when the artist leaves? Do they leave a vacuum or are they beholden to a community for the rest of their lives?

When you live in a place it makes a difference –  should we shrink the artist back down to the local and take a longitudinal approach. Small changes can be significant. Artists can work with gatekeepers in the community, acting as hooks. There are questions of ownership and maintenance of artworks which will be less if people have real ownership of the work. 

DH – tenant control has been on the agenda for 50 years. We need to be optimistic about making a contribution. 

David Fletcher – GHA has to balance the timescales for tenants and the pressures  - often malaise is untraceable to one source. There is a feeling that in areas it becomes aspiration v malaise.

Need to be careful about the imposition of a ‘site specific’ work on a community  – which often leads to vandalism of that work 

Anne Elliott raised the issue of public art and Red Road flats. The Catherine Yass High Wire project was cited as an example of a project that was a spectacle that had been blasted in without community consultation. There was a lively discussion around these issues. The end result of the way that the project was managed was that the community work, bolted on at the end of the process, felt a bit tokenistic.

GHA highlighted the Sony film, which was a more positive experience for them.

Outcomes in the gallery (like High Wire) don’t necessarily need to be the permanence of the engagement sometimes the permanence can be in the process.

How can people feel rooted? We work very much on a Western definition of art and concept – we should look at decommissioning of artworks as celebratory too. Scottish Arts Council have a decommissioning policy as well as a commissioning policy for public art.

Issues of critiquing regeneration were raised. Variant magazine coined the idea of ‘regenicide’ – anti – regeneration. There is a need for people to dissent, critique and agitate. The gallery could be a space for this. Opportunities to say the unsayable are important and could be funded through the gallery system .

Katie Bruce was interested in areas where things have failed. Caroline Lorimer asked how we define failure? Peter McCaughey described working with artists as potentially hit or miss but that it was important for unpredictable things to happen – we should expect failure and acknowledge decommissioning. 

Pamela Robertson asked about organisations giving ownership to local communities in the context of her work at National Museums of Scotland which is embarking on a major redevelopment project.

Synthia Griffin replied that galleries have to open themselves up and make themselves relevant within the complexities of local, national and international expectations. A member of the local community sits on the Tate Board and Tate Modern always tries to have 2-way conversations with residents. They work with residents to programme a film club – not centred on the gallery’s programme but used as a social tool. Also have a community garden to answer a need for the local community rather than the many tourists who use Tate Modern. Need to take risks and have trust .

Hidden Gardens at Tramway was mentioned as a creative response to a local need. 

Sue Pirnie asked about the differences between community-based work, processes and temporary work. There is a need for environmental work as the regeneration process develops.

How can models like that of the Linthouse Urban Village (LUV) be spread across the city?

David Fletcher responded that GHA’s environmental programme is always about process and product and GHA supports both.

Regeneration in Pollok in Glasgow is a 15 year process and GHA recognise where their skills lie and work with partners to realise other ambitions. They stay for a time and build up that trust over time. Change succeeds in small pockets over a number of years.

Malcolm Dickson mentioned George Wylie’s Straw Locomotive sculpture, (1987), that was burned at the end of the commission. This is an example of a work that was transitory but has become permanent through memory and myth.  The gallery could fulfil the need for artefacts of this type of artwork – developing the relationship between the ephemeral and the essence of the moment. 

David Harding wrapped up saying that there are good examples of the role that artists and galleries can play in regeneration but that we cannot claim to be able to make massive, immediate changes – things need to be taken in small stages. 

The idea of ‘autogeneration’ and a ‘permanent process’ were left as thoughts at the end.

Notes prepared by Katie Bruce and Sarah Yearsley, December 2008
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