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Over the last two decades, the art market has grown from a relatively narrow and restricted 
market to a recognized site of asset growth. According to some figures, today’s art market is 
20 times larger than it was in 1990. Instead of a mercantile-like system, where a small 
number of producers create a specialized product for an equally small number of consumers, 
the art market has become not only place for diversifying financial assets, but, for cities, a 
mechanism for unchecked urban growth.

Simultaneously, the idea of art has also undergone a conceptual expansion. The autonomous 
category of art is a relatively new historical phenomenon, largely a product of cultural distinc-
tions made in 18th Century Europe. In the 20th century, following Marcel Duchamp’s 
maxim that anything can be a work of art, artists pushed the idea of art’s autonomy to the 
limit. Since then, many artists have sought hybrid practices outside the traditional forms of 
painting, sculpture, and drawing for situating their work and, within this expanded field, 
some have also directed their efforts at finding alternate contexts for defining art in ways 
outside of academia or the art market.

This primer grew out of a two-part workshop Alternative Alternatives: Art and the Economy 
held at Trade School on March 12th and April 3rd, 2011. Trade School is an alternative 
school where teachers offer classes for barter, encouraging participants to consider a non-
monetary exchange system for goods and services. The documents were later presented and 
discussed as part of Artists in Residence for the US Government (Self-Declared), A Project 
by Maureen Connor and the Institute for Wishful Thinking http://www.theiwt.com/ at Mo-
menta Art Gallery on April 30th, 2011.

While the primer addresses global issues, much of the focus is on the US, and even more 
locally, on New York City, due to the location of the workshop and the makeup of the par-
ticipant group. Some of the questions that emerged from the primer included: How do eco-
nomic policies and structures affect artistic production? What is the relationship between 
artists and non-art communities? Between artists and cities? Between artists and activism? 
Can artists use their class position to reallocate resources from inside the art market to those 
outside of it? How do specific forms of behavior among cultural producers—hyper-visibility, 
egoism, and competitiveness—exacerbate the speculative nature of art? What kind of eco-
nomic structures could transform this behavior? And, are different forms of behavior neces-
sary to yield different economic possibilities?



The first set of articles collected in this primer address the capacity (or lack of capacity) of 
the current art world to address these questions. Perhaps the greatest anxiety that impedes 
artists’ agency is simply that there is no longer any consensus about what great art is today. 
And, while most people still hold up the ideal of the uber-talented bohemian as the model 
of the artist, today artists are much more likely to be trained in the manner of any other 
professional. Caught in this disjuncture between the ideal and the actual, artists are plagued 
with overwhelming anxiety about their precarious role as cultural producers and lack the 
ability to define their own work outside of institutions such as museums, galleries, universi-
ties, and art schools. For many, pursuing individual celebrity comes to be viewed as an act of 
survival, the only modus operandi available in a celebrity driven world. While a hypercom-
petitive environment may allow some artists to find great success, many others are left 
behind.  And for those who “make it”, there can be a greater disillusionment when success 
means making a reliable product in the market or becoming a recognizable brand on the 
academic circuit. There are many programs and models that purport to give artists the 
secrets to success, but few if any that consider what success really means.

To imagine a different future means knowing the past. With a media cycle that celebrates 
only the last five minutes and social media platforms that distract us with the minutiae of 
daily life, long-term memory is perhaps the greatest victim of this great recession. Largely 
absent from formal art education is any record of artists’ prior attempts to re-organize the 
system of art production and define their own work. The second part of this primer includes 
documents that illustrate what alternative has meant in the past in order that we might 
define what it could mean today.

Most artists live in cities. For governments, sociologists, urban planners, and financiers, 
artists are not defined by their choice of medium, but rather by their participation in a cre-
ative sector. As the world’s urban population grows, artists and cultural institutions are 
viewed as key agents of real estate development, able to attract money and visibility to previ-
ously unattractive sectors of the city. The function of the museum (or even the alternative 
space), which was once to store, exhibit, or provide context for great works of art, has now 
been ceded in part to a different function: to increase property values and attract tourists. 
Where does that leave the artist? The section on The Creative Class addresses this conun-
drum.

Despite the seeming intractability of worldwide economic inequality, there is a growing 
awareness that more sustainable models of resource management are possible, both in the 
art world and in the economy at large. While the idea of sustainability remains hotly con-
tested, a hopeful definition might be the capacity of a system to meet the needs of the pres-
ent generation without compromising the ability of future generations. Whether these prin-
ciples can be applied to urban growth, energy, and food, much less art, remains to be seen. 
An enterprise or association truly owned and controlled by the people it serves—versus one 



based on financial speculation—is difficult to imagine in any context, but if any group has 
the capacity to imagine a better future, shouldn’t it include artists? The final thematic section 
includes texts that look to a brighter future, and relates to the links provided at the begin-
ning of the document of projects and organizations that expressly define their values in 
terms of sustainability and mutual aid.

The last part of the primer includes extensive bibliographies for additional readings com-
piled by groups such as Continental Drift, PAD/D, and The Think Tank that has Yet to be 
Named.

I would like to thank everyone who contributed to the reader, not to mention the invaluable 
thoughts of the original authors. Thanks also everyone who attended the workshops and 
participated in the lively and sometimes tense dialogue. A special thanks to Louise, Rich, 
Carl, Saul and Caroline at Trade School (http://tradeschool.ourgoods.org/) who have done a 
great deal to provide a platform for conversations that address art, value, and creativity, and 
Maureen Connor, for inviting us to keep the conversation going at Momenta Art as part of 
the Institute for Wishful Thinking.

 

-Erin Sickler, May 2011
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Ma king ar t in t he early t went y- first cen­
tury is just the s ame as making art in any 
ot he r century, except f or the mon ey that 
coats every t hing like a sh . It is acc ompani e d 
by the c r ea t i on o f ar t ist hierarchies where 
vanity and insecurity go hand in hand like 
the opposing strains of a Labradoodle . It is 
a nervous time, and artists respond to that . 
Some are clinging to nostalgia as if it 
were an antidote to SARS, some to technique, 
which has become the varnished mausoleum 
for "masterpieces." And nowadays there are 
masterpieces everywhere, racing into the 
marketplace like sperm to the womb. Paintings 
are, of course, where the masterpieces are 
most frequently identified, but they are also 
found in highly produced moving-image works, 
digitized photography, drawings, t he lately 
rehabilitated art of collage and occasion­
ally sculpture, particularly if there are 
fabrication costs . (Not so long ago, it used 
to be enough for something to be "fabulous" 
or "brilliant . ") What is good in an age of 
maximal distraction is that there is no time 
wasted waiting for a masterpiece t o achieve 
connoisseurial consensus . Some blowhard just 
pronounces it so, and that's that . Well, maybe 
it helps i f there is a carefully choreographed 
auction where a manipulated record is set and 
an art world riff on bad history commences 
as dollars, euros, yen and rupees confirm the 
status o f a masterpiece. But, really, the 
appe llat ion has replaced the reali t y. 
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INTRODUCTION – We can see how the collapse of the economy is affecting every-
one. Something must be done. Let’s talk. No, it can’t wait. Things are bad. We have 
to work things out. We can only do it together. What do we know? What have others 
tried? What is possible? How do we talk about it? What are the wildest possibilities? 
What are the pragmatic steps? What can you do? What can we do? [Continues Inside]
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THIS IS OUR REAL JOB
Temporary Services
We can see how the collapse of the economy is affecting ev-
eryone. Something must be done. Let’s talk. No, it can’t wait. 
Things are bad. We have to work things out. We can only do it 
together. What do we know? What have others tried? What is 
possible? How do we talk about it? What are the wildest possi-
bilities? What are the pragmatic steps? What can you do? What 
can we do?
	 We know that larger numbers of people find them-
selves increasingly shut out of the American “promise” of wealth 
and security. The majority of committed and practicing artists 
have long given up these expectations in favor of having the 
freedom to pursue their work. We’ve all made sacrifices for our 
time, our work, and our own dreams. Let’s face it – being an art-
ist in the United States is difficult. Hell, just keeping your head 
above water is harder for an increasing number of Americans, 
artists or not. Federal unemployment numbers are constructed 
in such a way as to mask the real human toll and misery of 
joblessness in the U.S. The official number hovers around 10%. 
We’re being told to get used to it, but we would rather explore 
ideas for reworking the economy to benefit everyone. Where 
is the discussion about how to sustain our entire country and 
not just our banks, corporations, and those who are privileged 
enough to be in the top 10% of our “earners”?
	 The deeply irresponsible and criminal activities of the 
men and women who wreaked havoc on the global economy, 
ushering in the Great Recession (or whatever you want to call 
it) have caused untold hardship for people already scraping by. 
Bring us their heads! Or at least take their bonuses to fund the 
arts, education, and health care.
	 Things have become demonstrably worse for artists 
and arts organizations. A 2008 report from the National Endow-
ment for the Arts tells of an astounding 63% increase in artists’ 
unemployment from 2007 to 2008. The public discourse about 
funding for creative projects is often limited to chatter about 
large-sum prizes funded unsteadily by foundations, commercial 
entities, or family trusts. Want to be an artist? Join a reality show 
and viciously compete for the title of “Art Star” while having 
your every move be documented for six weeks in the hopes 
that your witty bon mots and camera-friendly pretty face will 
result in a one-time cash bonus. Another option – compete with 
your colleagues and friends for smaller and smaller grants (as 
long as the government, the non-profit organizations, and the 
academic system continues to be able to raise funds from their 
own sources).
	 Where are the large-scale ideas that depend upon 
American ingenuity rather than competition? When did fund-
ing the arts and the people that make them become optional? 
Why is visual art, which can be understood as a basic founda-
tion for human communication, not funded as an integral part 
of our lives as Americans? Why don’t we think being an artist is 
a “real job”?
	 We can optimistically point to times in the past when 
things were more hopeful and better for artists and arts institu-
tions. For example, the Works Progress Administration’s Fed-
eral Arts Program once had money and was empowered to hire 
artists to take photographs, make murals, write stories, com-
pose poems, and document the tremendous times the country 
was going through. Federal funding employed and nurtured 
some of the greatest American artists: Dorothea Lange, Langs-
ton Hughes, Ben Shahn, Walker Evans, Zora Neale Thurston, 
Thomas Hart Benton, and many others. It left us with tremen-
dous public works, glorious murals, and a sense of strength and 
abundance that should be reclaimed out of the ashes of dirty 
capitalist shenanigans. However, this program was only possible 
after much pressure from the Left, from unions, and from artists 
themselves. It also worked because of leadership that carried  
out a vision that the free market could not harbor – nor would 
it tolerate for long. The infrastructure that sustained programs

like the Federal Arts Program was completely dismantled.
	 We can also see ourselves at the bottom of a down-
ward spiral that started with Ronald Reagan’s election. The vi-
cious greed and racism that propelled the “Reagan Revolution” 
culminated in last year’s massive global financial collapse, the 
logical conclusion of the Reagan administration’s toxic ideologi-
cal blend of business deregulation and trickle down fuck-you-
nomics (two perilous fantasies that we see for what they are). 
Artists were easy targets and tools in the culture wars Reagan 
and his allies unleashed to dismantle the New Deal and Great 
Society efforts at wealth redistribution and economic parity. 
We’ve often been amazed at the fact that so many students and 
younger artists have no idea what kinds of great things received 
government funding pre-Culture Wars and before the neutering 
of the National Endowment for the Arts. One can trace the ori-
gins of early encouragement for even a vast genre as Video Art 
through looking at the record of NEA funding in the 1970s.
	 Capitalism works really really well – for a limited 
number of people. With tighter constraints on business and 
wealthy people, the number of people who can sustain them-
selves increases. Take away the constraints and less people ben-
efit. More of us can see this clearly now. It is sad that it takes 
such a big crisis to get people to reconsider the “status quo”.
	 We are in a moment very much like the Great De-
pression. Unfortunately, we cannot depend upon the creation 
of governmental programs, the learning institutions, museums, 
and archives, or even basic social planning to help ease the situ-
ation in the U.S. for artists.  According to a report made in 2006 
by the Economic Policy Institute, a nonprofit Washington, D.C. 
based think tank, the top 5% of income earners in the United 
States own 60% of the average U.S. household net worth. Fur-
thermore, according to Recent Trends in Wealth Ownership (a book 
and research series by Edward N. Wolff of New York University’s 
Economics department), a full 20% of the U.S. population owns 
negative financial wealth. That means that 20% of us, artists, 
professors, students, directors of museums, security guards, and 
otherwise actually live in debt. While many of us contribute to 
the struggle of American existence and create art that carries 
meaning and hope for all, our lives are still privy to the whims 
of the top 5% earners – who effectively make decisions for all 
of us through their daily economic and cultural choices. Many 
of those top 5% are on the board of directors for both corpora-
tions and cultural institutions. Is it no surprise that our major 
museums increasingly are using corporate sponsorship to lead 
their programming and name their galleries? Is it any surprise 
at all that even the language of art discourse is being invaded by 
business terminology?
	 For far too long, the rhetoric and logic of the mar-
ket has dominated the production of discourse and livelihoods 
around art. Letting the market decide, as Reagan, Milton Fried-
man, and other ghosts of capital past cried, has drastically lim-
ited what we think art is and can be in our society. We have seen 
how quickly the commercial market collapsed, hurting large 
numbers of people. The commercial art market in the United 
States has hemorrhaged gallery after gallery. The flocks in the 
stables have been turned loose into the wilds of uncertainty and 
worry that the rest of us live in as normalcy. There will be no 
bailout or economic triage to save the galleries. The financial 
collapse has put a big crack in the hegemony over resources and 
discourse that the commercial system has long enjoyed. It is 
now even harder to see success in the speculative art market as a 
viable option for most artists, though the dictates of the market 
are still what gets passed off as curriculum for an MFA at most 
universities.
	 Universities continue to crank out masters of fine arts 
who have next to no possibility of getting gainful employment 
and little to no role in creating future employment outside the 
already tiny pool of highly coveted tenure track positions. If 
you are an educator, we challenge you to use your privilege and 
your security to improve things for your students and the rest of 
us. If you are an adjunct teacher, we encourage you to make it

difficult for your university to continue exploiting you. Union-
ize. Walk out. At least make sure to milk every resource you 
can, preferably to enable and supplement educational models 
that happen outside of these institutions. Scan those rare and 
out of print library books and periodicals and put ‘em online. 
Check out A/V equipment and use it to put on free events for 
everyone. Get as many guest lecturers paid through your class-
es as you can. Bring the visiting out-of-town lecturers to an 
extra event space and encourage them to do a bonus talk for 
people who aren’t clued in to academic calendars around town. 
Sow dissent. Teach the brave truth of poverty rather than the 
sniveling, competitive lie of the Top 5%. Make everyone’s pay 
public knowledge – demand equity for all of us who create 
the next generations of artists and thinkers. It is time for some 
leveling and accountability, even for you progressives in the art 
schools.
	 Now is a perfect moment to push for new ways of 
doing things, developing better models, and to question com-
mercial forms of art making and the commodification of human 
creativity and significance. It is also an excellent moment to 
look backwards at old models that might be ripe for rework-
ing, and the myriad strategies and support systems that artists 
have invented in order to survive creatively and economically. 
It is a time to fight for a different future, better treatment, and 
a diminished role for the market in art discourse. Resistance 
to the status quo has been minimal. Artists for the most part 
are hiding and hoping things will get better. We must gather, 
pool knowledge and resources, agitate, question, confront this 
system and make alternative models using the creativity that 
we reserve for other kinds of artistic production in more stable 
times. 
	 This newspaper asks us all to consider how to use this 
moment to do several things: to work for better compensation, 
to get opportunities to make art in diverse and challenging set-
tings, and to guide art attitudes and institutions, on all levels, in 
more resilient directions. It is also an examination of the power 
that commercial practices continue to wield and the adverse 
effects this has had on artists, education, and our collective cre-
ative capacity.
	 We have focused our attention and efforts on the 
United States, though an international edition is needed, as 
there are no longer discrete nation-based economies. We leave 
that to others to take on. The struggle in the U.S. is a large 
enough starting point. The dominant discourse in this coun-
try pays very little attention to the massive numbers of people 
working outside the commercial centers of production. This 
gives a false sense of the complexity, diversity, and regional dif-
ferences that are readily found when one just looks, asks, and 
pays attention.
	 This paper culls together writings from artists, cura-
tors, critics and theorists, from across the United States and 
Puerto Rico. Contributors were asked to reflect on a range of 
topics: the country’s economic situation, how conditions are 
in their locations, what they are willing to fight to change, and 
more. Included are historic examples of artists’ projects, initia-
tives and other efforts to find money for their work or to create 
broader infrastructural support for others. We called upon our 
networks for contributions but you might have a different net-
work than us. Please read this paper and share it with others. 
Make copies and make an exhibition out of it. Use it as the basis 
of a discussion. Share it with your classroom.
	 Finally, check out www.artandwork.us for more writ-
ing, images, and ideas that didn’t make the print edition. There 
are places there for you to share your thoughts and ideas and 
connect with other artists, teachers, students, arts administra-
tors, curators, preparators, interns, and others. We would love 
to get your feedback and hear about the conversations that this 
project has instigated. How are you doing? How are you sus-
taining your artwork? This is the moment to assert our prin-
ciples, redefine our core values, and help each other 
continue to make great work.



Julia Bryan-Wilson’s book Art Workers: Radical Practice in the 
Vietnam War Era explores the politicization of artistic labor in 
the U.S. in the late 1960s and early 1970s, particularly within 
the Art Workers’ Coalition and the New York Art Strike. Focusing 
on Carl Andre, Lucy Lippard, Robert Morris, and Hans Haacke, 
Bryan-Wilson investigates how artists and writers embraced a 
polemical identification of themselves as workers in relation to 
the social movements of the New Left. The following brief ex-
cerpt from the introductory chapter outlines some of the histori-
cal background and relevant theoretical influences that converged 
in the late 1960s to make the term “art worker” both viable as an 
activist identity, but also somewhat contradictory as a political 
formation.

	 How is the making of a sculpture any different from 
the making of some other kind of commodity? At the heart of 
this question lie several critical issues: the division of labor un-
der capitalism, the importance of skill or techne, the psychic 
rewards of making, the weight of aesthetic judgments, and the 
perpetually unfixed nature of the artist’s professional status 
since roughly the fifteenth century. The history of Western art is 
marked by the unstable distinction between artistic, “creative” 
production and the economics of “true” labor. The social value 
of making art has been in flux since the Renaissance, when the 
“author” of a work as a concept was born. The transition of art 
making from a mere manual occupation to an inspired voca-
tion has been the subject of much literature, including Michael 
Baxandall’s key work on the separation of art from craft in the 
Renaissance and artists’ assumption of a specialized class posi-
tion.1 Objects such as paintings were no longer the products 
of anonymous craftsmen but the singular creations of named 
individuals, and artists’ earnings began to rise along with their 
status.
	 In the 1960s art workers theorized how modes of hu-
man making are affected by specific economic strictures, the 
aestheticization of experience, and the production of sensibili-
ties.2 What makes the coherence of the phrase art worker chal-
lenging – even oxymoronic – is that under capitalism art also 
functions as the “outside,” or other, to labor: a non-utilitarian, 
nonproductive activity against which mundane work is defined, 
a leisure-time pursuit of self-expression, or a utopian alternative 
to the deadening effects of capitalism. While his writings on the 
matter vary over time and are by no means unified, Karl Marx’s 
contributions to this subject have been among the most influen-
tial.3 He makes many explicit connections between artistic mak-
ing and labor, writing, for instance, “A writer is a productive 
laborer in so far as he produces ideas, but in so far as he enriches 
the publisher who publishes his works, he is a wage laborer for 
the capitalist.”4 Because of the erosion of patronage models, the 
artist is often more subjected to the tastes of the market and its 
deadening effects than other wage laborers are. This casts art 
not as “play” or nonwork but as another part of the capitalist 
division of labor. Yet Marx holds out the hope for expression or 
production beyond the market that might be unalienated, if still 
requiring skill: “Really free labor, the composing of music for 
example, is at the same time damned serious and demands the 
greatest effort.”5

	  Drawing on Marx’s theoretical work, and prompted 
by a desire to make art legitimate, necessary, and meaningful, 
artists in the late nineteenth and early twentieth centuries tried 
to erode the distinction between art and labor by insisting that 
their actions, and the products of those actions, were indeed 
work. These efforts were often specifically socialist, even as 
their products ranged from high-priced luxury goods (as in the 
utopian craftsmanship model of William Morris) to laboratory 
experiments and functional design (as in the productivist art 
undertaken in the wake of the 1917 Russian Revolution).6 The 
Mexican muralists of the 1920s identified themselves as work-
ers, founding the Syndicate of Technical Workers, Painters, and 
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Sculptors in 1922 and attempting to create new iconographies 
that would be legible to peasants and the working class.7 (In 
contrast to the muralists’ depictions of greedy industrialists and 
heroic laborers, however, the art workers of the late 1960s and 
early 1970s did not, by and large, take a populist stance or insist 
that their art itself was “for the workers.”) 
	 In the 1920s and 1930s in the United States, artists 
formed revolutionary cultural organizations in attempts to “forge 
links between them and the proletariat,” as Andrew Hemingway 
has phrased it.8 Hemingway’s nuanced account provides docu-
mentation of the ideological, economic, and social factors that 
led to the formation of the Artists’ Union in 1933. Having taken 
part in the state-funded projects of the Works Progress Admin-
istration, the artists in the Artists’ Union were literally wage 
laborers, and on that ground they agitated for workers’ rights 
and demanded better pay. “Every artist an organized artist,” pro-
claimed the posters at a 1935 rally, featuring their signature logo 
in which an upraised fist wielding a paintbrush is reminiscent 
of the Soviet hammer and sickle. The Artists’ Union produced a 
newsletter (the Art Front), went on strike, and organized them-
selves like the industrial unions that were increasingly influen-
tial. In 1938 they voted to affiliate with the CIO. The New York 
branch was especially militant, demanding employment of all 
artists by the federal government. Taking their cues from the 
sit-down strikes and picket lines in the Midwest, the New York 
Artists’ Union held violent demonstrations to protest the steady 
dismantling of WPA funding by the local administrator Colonel 
Brehon Somervell, who “had a profound conviction that to cre-
ate ‘pictures’ was not ‘work.’”9

	 Artists in the late 1960s and early 1970s – working 
under distinctly different economic conditions – looked back 
to the 1930s as the moment of the most ardent championing 
of art and/as labor in the U.S. context. Robert Morris recollects 
a widespread interest in the Artists’ Union’s organizing efforts, 
citing Francis O’Connor’s recently published book Federal Sup-
port for the Visual Arts: The New Deal and Now (1969), which 
was circulated in the AWC.10 O’Connor used this study to make 
recommendations to the National Endowment for the Arts re-
garding federal funding: lauding the WPA, the report promoted 
state support for the arts and countered the prevailing wisdom 
that such a system would necessarily impose formal restrictions 
on artists. Encouraged by these findings, some AWC artists sup-
ported a wage system for artists, even as the artists proved dif-
ficult to organize in any systematic way. As Lippard admitted, 
“Advocates of a tighter structure, of a real dues-paying union, 
have reason but not reality on their side.”11 Some art workers 
worried that governmental oversight would rob aesthetic pro-
duction of its transgressive status. While admiring the Artists’ 
Union for its solidarity and collective energy, Jim Hurrell, in an 
article for the Artworkers Newsletter entitled “What Happened to 
the Artist’s Union of the 1930s?” declared that the New Deal’s 
“sterile prerequisites” had defanged the art (even though, in fact, 
the WPA artists experienced some degree of artistic freedom in 
their projects).12 Few artists in the 1960s and 1970s wanted to 
return to making socialist realist works under the auspices of 
the state; instead they sought new forms of oppositional art that 
were in concert with, yet not subsumed under, their politics.
	 One of the legacies of Marx’s thought is his assertion 
that art is a mode of skilled production – a form of work – much 
like any other and as such is open to categories of analysis that 
attend to its production, distribution, and consumption. Within 
this rubric even purportedly “autonomous” abstraction prac-
ticed by artists of the 1940s and 1950s came under scrutiny by 
the art workers. As early as 1965, Barbara Rose stated that “art as 
a form of free expression is seen as a weapon in the Cold War.”13 
The Left, haunted by the specter of Stalinism, had seen abstrac-
tion as one way out of doctrinaire socialist realism. By the early 
1970s, however, in no small part because of the efforts of Max 
Kozloff, an AWC member, artists had become acutely aware of 
how avant-garde art in the United States had been made to serve 
state power abroad.14 According to these accounts, abstract ex-
pressionist artists, who, for some, embodied the romantic ideal 
of working free from the pressures of the market, had, however

unwittingly, been marketed and sold as part of an ideological 
program in which the American government trumpeted artists’ 
freedom to create works seemingly unrelated to politics, in dis-
tinction to Soviet socialist realism. The Cold War era’s volatile 
entanglements of abstract form, ideology, and politics cast a lin-
gering shadow on artists in the late 1960s, and some pursued 
“difficult” artistic practices that were consciously removed from 
“expression.” As witnesses to the morphing of culture into what 
Theodor Adorno termed “the culture industry,” art workers un-
derstood how their efforts could become caught up in regimes 
of commodification as well as in the larger machine of the mili-
tary-industrial complex.15 In the face of this instrumentalization, 
some sought to assert art’s “unsaleability and functionlessness,” 
to quote Rose’s assessment of the radical promise of minimal art, 
while at the same time organizing as workers to puzzle through 
their shared role in protest culture.16

	 Thus the Vietnam War–era generation of leftist artists 
were influenced by numerous factors, including a rejection of 
previous forms of artistic labor within the United States. They 
were also aware – if unevenly – of contemporary international 
developments, not least the climate of radicalism of May 1968. 
As Guy Debord wrote about the Situationist International: “An 
international association of Situationists can be seen as a union 
of workers in an advanced sector of culture, or more precisely as 
a union of all those who claim the right to a task now impeded 
by social conditions; hence as an attempt at an organization of 
professional revolutionaries in culture.”17 Debord drew upon 
Marx’s conceptions of how art is itself productive, for he under-
stood aesthetics as formative to the education of the senses – art, 
that is, helps creates social subjects. In fact, relatively recent 
translations of relevant texts by Marx emphasized the psychic 
effects of alienated labor, self-estrangement, and negation – use-
ful concepts to apply to the psychologically dense act of pro-
ducing art.18 One writer in 1973 provides a summary of Marx’s 
notions that circulated at the time: “The similarity between art 
and labor lies in their shared relationship to the human essence; 
that is, they are both creative activities by means of which man 
produces objects that express him, that speak for and about 
him. Therefore, there is no radical opposition between art and 
work.”19

	 As T. J. Clark noted in 1973, within the fine arts, “for 
many reasons, there are very few images of work.”20 In the late 
1960s and early 1970s, representations of work were increas-
ingly interesting to art historians like Clark. More to the point, 
the question of how artistic making might be understood as 
a category of labor was, when Clark was writing in the early 
1970s, just beginning to be thought through with rigor via the 
new field of social art history.21 Much of the art examined in this 
book does not provide easy visual proof that the artist “works” 
and is instead somewhat resistant to such imaging, either be-
cause the labor in question is performed by other hands or be-
cause it is primarily mental. During the Vietnam War era, that is, 
many laboring artistic bodies were displaced: they yielded to the 
body of the viewer or to the body of the installer, or they were 
somewhat effaced in a move toward intellectual work.
	 In the 1960s and early 1970s, the publication of Eng-
lish editions of texts by Antonio Gramsci, the writings of Debord, 
the importation of Frankfurt School writers such as Adorno and 
Marcuse, and the appearance of contemporary texts by Louis 
Althusser (both in French and in translation) also drove a re-
evaluation of how art and labor might be considered together.22 
Marcuse in particular exerted considerable influence on art 
workers. In his early writings, he fostered a utopian conception 
of how work might function. He believed that once erotic ener-
gies were no longer sublimated, work would be transformed 
into play, and play itself would be productive: “If work were ac-
companied by a reactivation of pre-genital polymorphous eroti-
cism, it would tend to become gratifying in itself without losing 
its work content.”23 Moreover, in the late 1960s Marcuse turned 
his attention to artistic making and often explicitly connected it 
to his ideas about work. In books such as An Essay on Liberation 
and Counterrevolution and Revolt, he saw the merging of art and 
work as the ultimate aim of any revolution.24
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The class mobility conferred on artists makes for a complex 
story, and artists’ identification with, dependency on, and es-
trangement from the bourgeoisie are longstanding issues – for 
Renaissance art historians as well as for theorists of modern art. 
The artist’s ambiguous class position raises a series of questions 
about both art and work: How can art be a profession if there 
is no employer? To count as “work,” need the effort involved be 
paid? Need it be, as Harry Braverman has defined it in 1974, 
“intelligent and purposive”?25 What, then, does this mean for 
artists whose work goes, intentionally or not, unseen or unsold? 
Or is work simply, as Studs Terkel put it in 1972, “what people 
do all day”?26 Is “work” an activity, or is it a spatial designation, a 
place or site? And how does the art itself function – how does it 
produce meanings, representations, and social relations? What 
mode of production is art making, and how does it mediate 
between the political economy of exchanged goods and, to use 
Jean Baudrillard’s phrase, the “political economy of the sign”?27 
That is, how does art, as an object and a system of signification, 
circulate as both commodity and sign?
	 Precisely these questions were at stake for artists in 
the 1960s and 1970s, along with others: How might art operate 
in and upon the public sphere, and how might it serve as a kind 
of political activity? What was new about the conception of the 
art worker was not only the turn away from an explicitly unified 
aesthetic but also the art workers’ almost single-minded focus 
on the art museum as their primary antagonist. Because artists 
in this period did not receive wages from a socialized state or 
a government program in any systematic way, they viewed the 
museum as the primary gatekeeper of power, prestige, and val-
ue.
	 By calling themselves art workers, artists in the late 
1960s meant to move away from taints of amateurism (or un-
productive play) and to place themselves in the larger arena of 
political activity. This is the connotation summoned by the Brit-
ish political theorist Carole Pateman in the definition of work 
she offers in her 1970 book Participation and Democratic Theory:

By “work” we mean not just the activity that provides for 
most people the major determinant of their status in the 
world, or the occupation that the individual follows full time 
and that provides him with his livelihood, but we refer also 
to activities that are carried on in co-operation with others, 
that are “public” and intimately related to the wider society 
and its (economic) needs; thus we refer to activities that, po-
tentially, involve the individual in decisions about collective 
affairs, the affairs of the enterprise and of the community, in 
a way that leisure-time activities usually do not.28

Art is often understood as an essentially solitary, individual act, 
but Pateman’s term provides one way to configure a broader 
terminology for artistic identity; it also suggests that “leisure-
time activities” are usually – but not always – opposed to art. 
Pateman’s definition of work is useful, especially as it encom-
passes questions of the public and of the collective.
	 While labor and work, as near-synonyms, are used 
somewhat interchangeably, it is important to recognize that they 
are not exact equivalents. Instructive evidence of the distinc-
tions between the terms that operated in the late 1960s and 
early 1970s can be found in mainstream and scholarly texts on 
employment, trends in the workplace, managerial styles, and 
human production, from sociological studies, government re-
ports, and congressional testimonies to trade paperbacks and 
business handbooks. In these texts work and labor are by no 
means transposable. Work refers to jobs and occupations in the 
broadest sense; labor designates organized labor or union poli-
tics. Two books from the era illustrate the point: one, titled Work 
in America, is a governmental report assessing employment 
trends, productivity, and worker satisfaction; the other, titled 
Labor in America, brings together conference papers regarding 
the challenges of unionization and the possibilities of raising 
class consciousness.29

	 As Raymond William notes, work stands in for gen-
eral doing or making, as well as all forms of paid employment,

while labor is more explicitly affiliated with the organization of 
employment under capitalism. As “a term for a commodity and 
a class,” labor denotes both the aggregate body of workers as a 
unit and “the economic abstraction of an activity.”30 Williams 
further comments on the slightly outmoded and highly special-
ized nature of labor; the Art Workers’ Coalition deployment of 
the phrase art worker, meant to signal class affiliations even as 
those affiliations were frequently disavowed, thus activated a 
much wider sphere of activity than art laborer and was used to 
encompass current concerns such as process and fabrication.  
	 This quick sketch gestures to the multiplicity of 
meanings embedded within the conception of artistic labor and 
frames some of the theoretical discourses that fed the emergence 
of the Art Workers’ Coalition in New York City in 1969.  The 
remainder of Art Workers examines how the notion of the “art 
worker” was transformed vis-à-vis minimalism, conceptualism, 
process art, and feminist criticism—both in light of the shift 
to postindustrialism and with regard to the anti-Vietnam War 
movement’s ambivalent relationship to the working class

“Art versus Work” (excerpted from Art Workers: Radical Practice 
in the Vietnam War Era, University of California Press, 2009). The 
book can be ordered from www.ucpress.edu. 
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THE
BOOM
THAT
WAS IS
NO MORE

Last year Artforum magazine, one of the country’s leading con-
temporary art monthlies, felt as fat as a phone book, with issues 
running to 500 pages, most of them gallery advertisements. The 
current issue has just over 200 pages. Many ads have disap-
peared.
	 The contemporary art market, with its abiding repu-
tation for foggy deals and puffy values, is a vulnerable organ-
ism, traditionally hit early and hard by economic malaise. That’s 
what’s happening now. Sales are vaporizing. Careers are leaking 
air. Chelsea rents are due. The boom that was is no more.

	 Anyone with memories of recessions in the early 
1970s and late ’80s knows that we’ve been here before, though 
not exactly here. There are reasons to think that the present 
crisis is of a different magnitude: broader and deeper, a global 
black hole. Yet the same memories will lend a hopeful spin to 
that thought: as has been true before, a financial scouring can 
only be good for American art, which during the present decade 
has become a diminished thing.
	 The diminishment has not, God knows, been quan-
titative. Never has there been so much product. Never has the 
American art world functioned so efficiently as a full-service 
marketing industry on the corporate model.
	 Every year art schools across the country spit out thou-
sands of groomed-for-success graduates, whose job it is to supply 
galleries and auction houses with desirable retail. They are backed 

THE BOOM IS OVER. 
LONG LIVE THE ART!
Holland Cotter

up by cadres of public relations specialists – otherwise known 
as critics, curators, editors, publishers and career theorists – 
who provide timely updates on what desirable means.
	 Many of those specialists are, directly or indirectly, on 
the industry payroll, which is controlled by another set of per-
sonnel: the dealers, brokers, advisers, financiers, lawyers and 
– crucial in the era of art fairs – event planners who represent 
the industry’s marketing and sales division. They are the people 
who scan school rosters, pick off fresh talent, direct careers 
and, by some inscrutable calculus, determine what will sell for 
what.
	 Not that these departments are in any way separated; 
ethical firewalls are not this industry’s style. Despite the profes-
sionalization of the past decade, the art world still likes to think 
of itself as one big Love Boat. Night after night critics and col-
lectors scarf down meals paid for by dealers promoting artists, 
or museums promoting shows, with everyone together at the 
table, schmoozing, stroking, prodding, weighing the vibes.
	 And where is art in all of this? Proliferating but lan-
guishing. “Quality,” primarily defined as formal skill, is back 
in vogue, part and parcel of a conservative, some would say 
retrogressive, painting and drawing revival. And it has given 
us a flood of well-schooled pictures, ingenious sculptures, fas-
tidious photographs and carefully staged spectacles, each based 
on the same basic elements: a single idea, embedded in the 
work and expounded in an artist’s statement, and a look or style 
geared to be as catchy as the hook in a rock song.
	 The ideas don’t vary much. For a while we heard a 
lot about the radicalism of Beauty; lately about the subversive 
politics of aestheticized Ambiguity. Whatever, it is all market 
fodder. The trend reached some kind of nadir on the eve of 
the presidential election, when the New Museum trotted out, 
with triumphalist fanfare, an Elizabeth Peyton painting of Mi-
chelle Obama and added it to the artist’s retrospective. The pro-
motional plug for the show was obvious. And the big political 
statement? That the art establishment voted Democratic.
	 Art in New York has not, of course, always been so 
anodyne an affair, and will not continue to be if a recession 
sweeps away such collectibles and clears space for other things. 
This has happened more than once in the recent past. Art has 
changed as a result. And in every case it has been artists who 
have reshaped the game.
	 The first real contemporary boom was in the early 
1960s, when art decisively stopped being a coterie interest and 
briefly became an adjunct to the entertainment industry. Cash 
was abundant. Pop was hot. And the White House was culture 
conscious enough to create the National Endowment for the 
Arts so Americans wouldn’t keeping looking, in the words of 
Arthur Schlesinger Jr., like “money-grubbing materialists.”
	 The boom was short. The Vietnam War and racism 
were ripping the country apart. The economy tanked. In the 
early ’70s New York City was on the verge of bankruptcy, bleed-
ing money and jobs. With virtually no commercial infrastruc-
ture for experimental art in place, artists had to create their own 
marginal, bootstrap model.
	 They moved, often illegally, into the derelict indus-
trial area now called SoHo, and made art from what they found 
there. Trisha Brown choreographed dances for factory rooftops; 
Gordon Matta-Clark turned architecture into sculpture by slic-
ing out pieces of walls. Everyone treated the city as a found 
object.
	 An artist named Jeffrey Lew turned the ground floor of 
his building at 112 Greene Street into a first-come-first-served 
studio and exhibition space. People came, working with scrap 
metal, cast-off wood and cloth, industrial paint, rope, string, 
dirt, lights, mirrors, video. New genres – installation, perfor-
mance – were invented. Most of the work was made on site and 
ephemeral: there one day, gone the next.
	 White Columns, as 112 Greene Street came to called, 
became a prototype for a crop of nonprofit alternative spac-
es that sprang up across the country. Recessions are murder 
on such spaces, but White Columns is still alive and settled 
in Chelsea with an exhibition, through the end of the month, 
documenting, among other things, its 112 Greene Street 
years.



writing about art, so critics will need to go back to school, miss 
a few parties and hit the books and the Internet. Debate about 
a “crisis in criticism” gets batted around the art world periodi-
cally, suggesting nostalgia for old-style traffic-cop tastemakers 
like Clement Greenberg who invented movements and man-
aged careers. But if there is a crisis, it is not a crisis of power; it’s 
a crisis of knowledge. Simply put, we don’t know enough, about 
the past or about any cultures other than our own.
	 A globally minded learning curve that started to grow 
in the 1980s and ’90s seems to have withered away once mul-
ticulturalism fell out of fashion. Some New York critics, with 
a sigh of relief one sensed, have gone back to following every 
twitch of the cozy local scene, which also happens to constitute 
their social life.
	 The subject is not without interest, but it’s small. In the 
21st century New York is just one more art town among many, 
and no longer a particularly influential one. Contemporary art 
belongs to the world. And names of artists only half-familiar to 
us – Uzo Egonu, Bhupen Khakhar, Iba Ndiaye, Montien Boon-
ma, Amrita Sher-Gil, Graciela Carnevale, Madiha Omar, Shakir 
Hassan Al Said – have as much chance of being important to 
history as many we know.
	 But there will be many, many changes for art and art-
ists in the years ahead. Trying to predict them is like trying to 
forecast the economy. You can only ask questions. The 21st cen-
tury will almost certainly see consciousness-altering changes in 
digital access to knowledge and in the shaping of visual culture. 
What will artists do with this?
	 Will the art industry continue to cling to art’s tradi-
tional analog status, to insist that the material, buyable object is 
the only truly legitimate form of art, which is what the painting 
revival of the last few years has really been about? Will contem-
porary art continue to be, as it is now, a fancyish Fortunoff’s, a 
party supply shop for the Love Boat crew? Or will artists – and 
teachers, and critics – jump ship, swim for land that is still hard 
to locate on existing maps and make it their home and work-
place?
	 I’m not talking about creating ’60s-style utopias; all 
those notions are dead and gone and weren’t so great to begin 
with. I’m talking about carving out a place in the larger culture 
where a condition of abnormality can be sustained, where imag-
ining the unknown and the unknowable – impossible to buy 
or sell – is the primary enterprise. Crazy! says anyone with an 
ounce of business sense.
	 Right. Exactly. Crazy.

A version of this article first appeared in print on February 15, 2009, in the 
New York Times. We include it here with the permission of Holland Cotter.  

	 The ’70s economy, though stagnant, stabilized, and 
SoHo real estate prices rose. A younger generation of artists 
couldn’t afford to live there and landed on the Lower East Side 
and in South Bronx tenements. Again the energy was collective, 
but the mix was different: young art-school graduates (the coun-
try’s first major wave), street artists like Jean-Michel Basquiat 
and Fab Five Freddy Braithwaite, assorted punk-rebel types like 
Richard Hell and plain rebels like David Wojnarowicz.
	 Here too the aesthetic was improvisatory. Everybody 
did everything – painting, writing, performing, filming, photo-
copying zines, playing in bands – and new forms arrived, in-
cluding hip-hop, graffiti, No Wave cinema, appropriation art 
and the first definable body of “out” queer art. So did unusual 
ways of exhibiting work: in cars, in bathrooms, in subways.
	 The best art was subversive, but in very un-’60s, non-
ideological ways. When, at midnight, you heard Klaus Nomi, 
with his bee-stung black lips and robot hair, channeling Maria 
Callas at the Mudd Club, you knew you were in the presence of 
a genius deviant whose very life was a political act.
	 But again the moment was brief. The Reagan econ-
omy was creating vast supplies of expendable wealth, and the 
East Village became a brand name. Suddenly galleries were 
filled with expensive, tasty little paintings and objects similar in 
variety and finesse to those in Chelsea now. They sold. Limou-
sines lined up outside storefront galleries. Careers soared. But 
the originating spark was long gone.
	 After Black Monday in October 1987 the art was gone 
too, and with the market in disarray and gatekeepers confused, 
entrenched barriers came down. Black, Latino and Asian-Amer-
ican artists finally took center stage and fundamentally rede-
fined American art. Gay and lesbian artists, bonded by the AIDS 
crisis and the culture wars, inspired by feminism, commanded 
visibility with sophisticated updates on protest art.
	 And thanks to multiculturalism and to the global 
reach of the digital revolution, the American art world in the 
’90s was in touch with developments in Africa, Asia and South 
America. For the first time contemporary art was acknowledged 
to be not just a Euro-American but an international phenom-
enon and, as it soon turned out, a readily marketable one.
	 Which brings us to the present decade, held aloft on 
a wealth-at-the-top balloon, threatening to end in a drawn-out 
collapse. Students who entered art school a few years ago will 
probably have to emerge with drastically altered expectations. 
They will have to consider themselves lucky to get career breaks 
now taken for granted: the out-of-the-gate solo show, the early 
sales, the possibility of being able to live on the their art.
	 It’s day-job time again in America, and that’s O.K. Art-
ists have always had them – van Gogh the preacher, Pollock the 
busboy, Henry Darger the janitor – and will again. The trick is 
to try to make them an energy source, not a chore.
	 At the same time, if the example of past crises holds 
true, artists can also take over the factory, make the art industry 
their own. Collectively and individually they can customize the 
machinery, alter the modes of distribution, adjust the rate of 
production to allow for organic growth, for shifts in purpose 
and direction. They can daydream and concentrate. They can 
make nothing for a while, or make something and make it 
wrong, and fail in peace, and start again.
	 Art schools can change too. The present goal of studio 
programs (and of ever more specialized art history programs) 
seems to be to narrow talent to a sharp point that can push its 
way aggressively into the competitive arena. But with markets 
uncertain, possibly nonexistent, why not relax this mode, open 
up education?
	 Why not make studio training an interdisciplinary 
experience, crossing over into sociology, anthropology, psychol-
ogy, philosophy, poetry and theology? Why not build into your 
graduate program a work-study semester that takes students out 
of the art world entirely and places them in hospitals, schools 
and prisons, sometimes in-extremis environments, i.e. real life? 
My guess is that if you did, American art would look very differ-
ent than it does today.
	 Such changes would require new ways of thinking and

appointment would not allow for me to enter-
tain ideas such as multi-week/month residencies. 
which could be instrumental in my personal artis-
tic growth. In addition I end up working too much, 
working full time 8-4 M-F, then at the studio usually 
3 hours M-F and full days on the weekend, I don’t 
have a lot of time for personal growth let alone seek-
ing channels through which to gain exposure for the 
work I do, or handling the administrative side of my 
creative efforts.
	 I spend all this time doing something I 
don’t want to do so that I can do what I want to do 
on my own terms.
	 Outside of the economics of time/mental 
energy/ opportunity is the actual compensation re-
ceived for making art. I trade my work on a regular 
basis. Recently, I’ve traded a painting for a website, 
and two drawings for four massages (a gift for an 
overworked loved one). I also give my work away 
a lot. As any artist knows there is no shortage of 
organizations soliciting artwork for their cause. The 
assumption is that this is a trade for notoriety or 
support by said organizations down the road. Really, 
sometimes, this whole platform just feels like every-
one wants art but no one wants to pay for it. Still, I 
give away several pieces a year.
	 In addition, I am going to more than break 
even on art this year which is great but it opens up 
a whole new arena of responsibility. I sold work for 
several album covers to a record label and as such 
am now mandated to pay taxes on this revenue. In 
addition I sold work to a private collector outside of 
the state who issued me a check that is too large not 
to claim on my income tax so I will have to reserve 
funds for this as well. Luckily, a little voice inside 
my head told me to start saving all receipts, but now 
I have to hire an accountant.
	 Another facet of compensation received for 
making art is the relationship between works sold 
and interest expressed by others to purchase work. 
If I actually sold work every time an interest was 
expressed by a potential buyer I would not need my 
day job.  Often I make arrangements with a client 
to make payments on a piece of work rather than 
buying it outright. This often results in a series of 
humiliating exchanges where I have to contact them 
and ask them for money because they did not de-
liver to the specifics of our verbal agreement.
	 Many times potential clients will stop by 
my studio to view work several times. We will ex-
change multiple emails regarding the sale of particu-
lar pieces. They will attempt to haggle with me for 
the lowest possible price and then they will simply 
stop responding to my emails or phone calls.  This 
too, is humiliating and kind of infuriating. 
	 These last two bits are about the emotional 
economics of making art. On one hand a potential 
sale or recognition  of any sort signals inside the 
brain this stream of thoughts that result in a re-
newed aspiration that one could actually subsist do-
ing what they feel is their calling in life. Countless 
let downs create one of two emotional states in con-
trast to the prior. One, what’s the point? and two, 
F#@$ everyone, I do this because it is what gets me 
up in the morning and I don’t care if I exist in a cave 
until I die.

PERSONAL 
ECONOMY
by Anonymous
My personal art economics have always included 
a full time job. I never really understood how to 
hustle for money in order to avoid the rat race. In 
addition, my practice takes up a lot of my mental 
energy and I value the consistency of steady pay. I 
don’t ever want to have to figure out how to make 
money to see my projects to fruition. In my previ-
ous experience working off the grid, I found that 
whenever I had a lot of free time I did not have a 
lot of resources and when I had ample resources the 
opposite were true. 
	 That being said, going to work and sit-
ting at the same desk day in day out is torture. My 
work has absolutely nothing to do with anything I 
am even remotely personally interested in and my
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NOTHING CHANGES

ORGANIZE! WHAT 
THE ARTISTS’ UNION 
OF THE 1930s CAN 
TEACH US TODAY
Nicolas Lampert

WHEN PEOPLE DO NOT ENGAGE
IN THE LONG AND DIFFICULT WORK
OF BUILDING A DIVERSE,
MULTI-CULTURAL, WORKING CLASS

MOVE M E NT
FROM THE GROUND UP

The present-day economic downturn is reminiscent of the Great 
Depression in terms of the overall morass of poverty, unemploy-
ment, and foreclosures, yet key differences separate the two 
eras. The 1930s was a time of massive organizing, strikes, union 
activity, and dissent that forced FDR and the New Deal to the 
left. 2009 does not provide us with such inspiring levels of re-
sistance.
	 If the 1930s can teach us one key lesson, it is the need 
to organize. Nothing changes when people do not engage in 
the long and difficult work of building a diverse, multi-cultural, 
working class movement from the ground up. This includes art-
ists. Fortunately, the 1930s provides us with multiple examples 
of how artists worked collectively to confront the economic cri-
sis of their time.
	 The Artists’ Union, established in 1934, and primar-
ily based out of New York City, was one of the leading voices 
for unemployed artists. Their primary role was to advocate for 
more positions within the Works Progress Administration-Fed-
eral Art Project (WPA/FAP), better pay and working conditions, 
and lobbying against proposed cutbacks. In essence, the Art-
ists’ Union became the mediators between artists and WPA/FAP 
administrators, settling grievances between workers and bosses 
and threatening to take direct action if needed.
	 Early actions included staging demonstrations against 
the Whitney Museum, protesting the limited scope of the fund-
ing within the Public Works of Art Project (PWAP), the federal 

art program that preceded the WPA/FAP. By January of 1935, the 
Artists’ Union began lobbying for permanent federal funding for 
the arts.1 The Artists’ Union also fought censorship by calling 
upon the New York City government to establish a Municipal 
Art Gallery in response to the destruction of Diego Rivera’s mu-
ral at the Rockefeller Center. When Mayor Fiorello La Guardia 
agreed to establish a public gallery, the Artists’ Union addition-
ally fought to remove the provisions that excluded foreign-born 
artists from exhibiting work.
	 However, the Artists’ Union did not just look after the 
welfare of fellow artists within a government funded art pro-
gram. On numerous occasions they joined in solidarity with 
other workers, as Joseph Solman writes:

The Artists’ Union and the National Maritime Union (NMU) 
were two of the most active participants in aiding striking 
picket lines anywhere in New York City. If the salesgirls went 
out on strike at May’s department store in Brooklyn a group-
ing from the above-mentioned unions was bound to swell 
the picket lines. I recall some of our own demonstrations 
to get artists back on the job after a number of pink dis-
missal slips had been given out. At such times everyone was 
in jeopardy. Suddenly from nowhere a truckload of NMU 
workers would appear and jump out onto the sidewalk to 
join our procession.2 

More so, the Artists’ Union brought creativity and visual inter-
est to street demonstrations. Members of the Artists’ Union, in-
cluding a young Willem de Kooning, created effigies, floats, and 
banners that played a prominent role in protest marches. 
	 Yet, the main focus of the Artists’ Union was always 
trying to improve the economic situation for artists during the 
Depression. For instance, one action included the Rental Policy 
campaign that advocated that artists be paid a modest fee for

exhibiting their work within museum shows. Einar Heiberg of 
the Minnesota Artists’ Union reasoned:

Should a group of musicians play without recompense, for 
instance, simply because a hall had been provided? Should a 
singer give a program without remuneration simply because 
of the donation of a stage and possibly an accompanist? The 
artists felt there was no logic in the protests of the museum 
directors, and felt there was as much value in a given work 
of art as there might be in an orchestration, or a song, or 
a dental extraction. Prestige acquired from the hanging of 
a picture might bring the artists a lot of pretty words and 
some encouragement, but very few groceries.3

Museums immediately rejected the idea as preposterous, argu-
ing that it lacked a precedent and insisted that artists should be 
thankful for the exposure and the prestige alone for showing 
within their hallowed halls. Yet, the Artists’ Union and two oth-
er organizations, the American Artists’ Congress and the Ameri-
can Society of Painters and Gravers (ASPG), held their ground 
and urged artists to boycott museums that did not pay the fee. 
Picket lines were also formed outside museum entrances, where 
flyers were handed out to visitors and because of these actions, 
a number of museums agreed to pay the fee.
	 Other actions were more heated. On November 29, 
1936, the Artists’ Union led a sit-down strike in the New York 
City WPA/FAP administration offices to protest cuts that led to 
numerous artists being dismissed from their jobs. Over 200 art-
ists walked into the offices uninvited and demanded that the 
positions be reinstated. The Administrator’s response was to call 
in the police who proceeded to violently assault the demonstra-
tors (including Paul Block, the president of the Artists’ Union) 
and arrested everyone present. 
	 In jail, the somber mood was defused a bit when many 



11

business model for very specific and strategic reasons. Our goal 
in operating a food business is to create a space that is accessible 
and appealing to a diverse population. While we fundamentally 
question the logic of capitalism, we feel we must acknowledge 
our current circumstances. We believe we stand a better chance 
of engaging and building a broad-based community if we cre-
ate a context anyone can interact with, rather than appealing 
exclusively to a self-selecting group of those already tuned in 
– whether to activism, art, specific political ideologies or gen-
eral civic participation. At this moment in time, that common 
meeting point for people of all stripes happens to be a com-
mercial environment. 
	 We are also experimenting with this organizational 
model as an alternative to the not-for-profit approach, in which 
the priorities and funding streams dictated by granting agen-
cies strongly influence programming decisions. By operating a 
food business, we aim to create a self-funding space that can 
be flexible and responsive to the needs and desires of our com-
munity. The café acts as an access point and a meeting ground. 
As a social center, we hope to move beyond casual sociability 
to stimulate critical dialogue, develop committed relationships 
across the boundaries of difference and provide vital resources.
	 The day-to-day work of this project can be incredibly 
mundane: Did we order enough bread? Has the new shipment 
of to-go cups come in? When it does, how on earth will we find 

space for it in our miniscule storage room? These very practi-
cal questions and micro-level processes definitely threaten to 
crowd out the big picture and I often worry they are drawing 
energy away from our underlying goals. In these moments I 
have to remind myself that the unromantic tasks provide the 
context in which we get to redefine our relationships to each 
other and to value. The daily minutia is therefore the founda-
tion of our work together—not just the work of running a café, 
but the work of finding new strategies for supporting ourselves 
and our communities, making decisions together and sharing 
our lives. 
	 Compared to previous strategies like research, per-
formance actions and short-term projects, investing in Back-
story has taken me to a whole new level of exploration as an 
artist. Just when I stepped away from anything that could be 
recognizably identified as “Art”, I finally feel like I’ve found my 
medium. Artists have an incredibly powerful role to play in im-
aging what a different way of life in America might look like 
and how we might get there. Our ideas will remain impractical 
and marginal, however, if they are not tested in reality. Imagin-
ing and speculating only get us so far and then there is a need 
for action – a need to commit to some unglamorous, seemingly 
unrelated and often invisible grunt work, to open ourselves to 
hard conversations, and to risk losing sight of the vision. This 
is the process-based art of crafting new economic models and 
forging new kinds of relationships.   
	 Backstory café can be found on 6100 S Black-
stone Avenue in Chicago, and www.backstorycafe.com.

of those arrested gave fake last names to the gullible authorities, 
who then booked individuals claiming to be Picasso, Cezanne, 
Da Vinci, Degas and Van Gogh! The action, however, was not in 
vain, for the commotion and the press that it caused resulted in 
Mayor LaGuardia scheduling a special trip to Washington to ask 

the Federal Government to reinstate the funding.
	 All told, actions such as these represented a new mili-
tancy amongst artists who began to realize their strength as a 
collective body. Stuart Davis, the celebrated painter who served 
as the first editor for the Artists’ Union publication, Art Front 
wrote: 

Artists at last discovered that, like other workers, they could 
only protect their basic interests through powerful organiza-
tions. The great mass of artists left out of the project found 
it possible to win demands from the administration only by 
joint and militant demonstrations.4 

Davis’s call needs to arise today. Hoping that others will do this 
work for us is foolhardy. A change for the better will not magi-
cally appear. The maddening aspect of Barack Obama’s election 
campaign was the idea that “change” would derive from elec-
toral politics, a top-down structure, and a politician embed-
ded to nationalism and capitalism. Instead, it needs to come 
from below, and artists with their talents, economic status at the 
bottom rung, and ability to collaborate with anti-authoritarian 
groups can play a key role. The Artists’ Union presents a central 
thesis that can be adapted today, and that is the urgent need to 
organize.  
 

1 The New Deal Art Projects: An Anthology of Memoirs, Francis V. O’Connor, 
ed. (Washington, D.C.: Smithsonian Institution Press, 1972), 201.
2 Joseph Solman, “The Easel Division of the WPA Federal Art Project” in 
The New Deal Art Projects: An Anthology of Memoirs, 120.
3 Einar Heiberg, “The Minnesota Artists’ Union” in Art for the Millions: 
Essays from the 1930s by Artists and Administrators of the WPA Federal Art 
Project, Francis V. O’Connor, ed. (Boston: New York Graphic Society, 
1973), 244.
4 Stuart Davis, “Why an Artists’ Congress?” in Artists Against War and 
Fascism: Papers of the First American Artists’ Congress, Matthew Baigell 
and Julia Williams, editors, (New Brunswick: Rutgers University Press, 
1986), 66

The chairs are up on the tables. I’ve stopped mopping halfway 
through the dining room. My partner needs to leave – to get 
home to her kids. Another partner is still counting the cash 
in the register. We say we need to meet, to talk, when there’s 
time… And then we launch in. This is when the best conversa-
tions happen. 
	 The ongoing discussion in these stolen moments is 
about value: How do we understand and value everything that 
each of us brings to the work we do together? 
	 We are running a small business – a café and so-
cial center called Backstory, on the south side of Chicago. A 
substantial monetary investment was made at the outset and 
subsequent cash infusions have been necessary since. Hours 
upon hours of unpaid labor have been poured into the effort. 
Creative energies have been diverted from other projects into 
the resource stream of this enterprise. Family dynamics have 
shifted to create space for this new occupation. Other life paths 
have gone untraveled. How do we value each of these contribu-
tions and sacrifices? How do we appraise the worth we gain 
through our involvement in Backstory and the value of the rela-
tionships we’re building with each other? How do we set all of 
these things next to each other and understand any semblance 
of equivalence when they are so dissimilar and, in some cases, 
largely immeasurable? 
	 Just over a year since we opened our doors, and on 
the cusp of introducing a new member into our partnership, 
this is a difficult but incredibly exciting moment in our lives as 
business owners, friends and collaborators. We’ve known in-
tuitively for some time that the practice of capitalism currently 
dominating the globe doesn’t work. Now our situation is a tan-
gible example of its shortcomings. The world of conventional 
business offers no workable model for how to relate the diverse 
resources we each bring to our collective effort. Nor do utopian 
visions of non-monetary, autonomous zones provide acceptable 
alternatives. Our journey necessarily begins within the infra-
structure of capital, yet we struggle to build relationships that 
might break that mold. 
	 For me, probing the meaning of our disparate con-
tributions is part of an ongoing fascination with the concept 
of value – how it is collectively created, assigned and acknowl-
edged. For us as a group, having come to this shared endeavor 
from incredibly different backgrounds, working to understand 
the question of value is also a process through which we actively 
value understanding. Commitment to each other is a central or-
ganizing principle of Backstory because we know the change we 
want to create in the world is something we must first practice 
in our own lives. The truly reaffirming thing about these part-
nerships is that even in moments of conflict and uncertainty, 
when business logic says ‘look out for yourself,’ we continue to 
prioritize the relationships, accepting the slow and steady pro-
cess required to confront such complex questions in search of a 
resolution that works for everyone. Personally this is the closest 
I’ve come to prefiguring the world I want to live in. 
	 Certainly there is a voice in each of our heads – wheth-
er it’s my businesswoman aunt, a father-in-law or the family ac-
countant – advising us on the ways of dog-eat-dog business; in-
sisting that we are naïve. More naïve, however (in fact, irrational 
in my estimation), is blind faith in the idea of business as usual. 
As a society, we simply can’t sustain the usual American-style 
capitalism, where profit trumps all other concerns, for much 
longer. We need new models. 
	 But then why did we – a group identifying to varying 
degrees as artists, activists, community builders and anti-capi-
talists – go into business of all things?! Well… We chose a small 

SMALL BUSINESS AS 
ARTISTIC MEDIUM
Robin Hewlett

They can make reports all they want, but it doesn’t 
matter until they start advocating more aggressive-
ly for all of us. Read the National Endowment for 
the Arts’ report Artists In A Year Of Recession

http://arts.endow.gov/research/Notes/97.pdf



The Monte Carlo Gambling Bond [Obligations pour la roulette de 
Monte Carlo] was a small edition Marcel Duchamp made us-
ing cut-and-pasted gelatin silver prints on a lithograph with let-
terpress. The Marcel Duchamp Studies Online Journal (MDSOJ) 
describes the bond:

A parody of a financial document in a system for playing 
roulette, this Readymade revolves around the idea of mon-
etary transactions. Giving himself the position of Adminis-
trator, Marcel Duchamp conceived of a joint stock company 
designed to raise 15,000 francs and thus “break the bank in 
Monte Carlo”. It was to be divided into 30 numbered bonds 
for which Duchamp asked 500 francs each. However, less 
than eight were actually assembled[...].

Perhaps in an effort to make the bond appear legitimate, Duch-
amp printed the following extracts from the Company Statutes 
on the reverse side:

Clause No. 1. The aims of the company are:
1. Exploitation of roulette in Monte Carlo under the follow-
ing conditions.
2. Exploitation of Trente-et-Quarante and other mines on 
the Cote Azur, as may be decided by the Board of Direc-
tors.

Clause No. 2. The annual income is derived from a cumula-
tive system which is experimentally based on one hundred 
thousand rolls of the ball; the system is the exclusive prop-
erty of the Board of Directors.
The application of this system to simple chance is such that 
a dividend of 20% is allowed.

Clause No. 3. The Company shall be entitled, should the 
shareholders to declare, to buy back all or part of the shares 
issued, not later than one month after the dare of the deci-
sion.

Clause No. 4. Payment of dividends shall take place on 
March 1 each year or on a twice yearly basis, in accordance 
with the wished of the shareholders (Schwarz 703).

The MDSOJ concludes, “In the end, the artist’s elaborate finan-
cial system did not work, and Duchamp eventually admitted 
that he never really did win anything.”

Source: www.toutfait.com/unmaking_the_museum/
Monte%20Carlo%20Bond.html

SELECTED MOMENTS IN THE HISTORY OF ECONOMIC ART
Compiled and written about by Temporary Services

It is unclear how many buyers this work found in Manzoni’s 
own lifetime but in the years since his death the work continues 
to problematize the absurdity of the speculative art market in a 
way that a work like Damien Hirst’s recent diamond-encrusted 
skull, which contains raw materials that have obvious proven 
value, does not. Merda d’artista is a necessarily diminutive ob-
ject. The can is not larger than it needs to be in order to contain 
a single bowel movement. Merda d’artista is prone to rusting, 
its label is fragile and it has none of the majestic presence that 
a giant painting or bronze sculpture might hold. As such, it is 
a particularly well-suited object to frame the question of where 
value lies in art. Is it in the idea? Is it in the artist’s fame and the 
importance of being first to have the idea? Is it in the gesture of 
buying shit in order to support an artist so they can buy food, 
eat it, digest it, make more art, and live to shit again? And once 
Manzoni died, what does it mean to speculate on the value of 
a dead artist’s shit? Or is the can and the signature on the label 
what people like to think they are paying for? The selling and re-
selling of Merda d’artista brings into focus the issue of how many 
collectors, gallerists, and auction houses put far more value on 
what an artist has done after they are dead than when they were 
alive and really needed direct support.
	 By putting an artist’s shit on the same value scale as 
gold, Merda d’artista suggests myriad pricing possibilities that 
artists might use to create additional meanings or relationships 
in their work. Some examples are pricing a work of art for the 
equivalent cost of the artist’s home or studio rent during the 
time they spent making the work, or paying an uninsured art-
ist’s medical bill for an injury or illness sustained during the 
making of their art.

Source: “Artist’s Shit, Piero Manzoni,” by Sophie Howarth at 
www.tate.org.uk/collection (search for Piero Manzoni).

In May of 1961, Italian artist Piero Manzoni produced nine-
ty cans of Artist’s Shit. Each numbered can had a text in Ital-
ian, English, French, and German that identified the contents 
as “Artist’s Shit, contents 30gr net freshly preserved, produced 
and tinned in May 1961.” Sophie Howarth writes, “The Merda 
d’artista, the artist’s shit, dried naturally and canned ‘with no 
added preservatives’, was the perfect metaphor for the bodied 
and disembodied nature of artistic labour: the work of art as 
fully incorporated raw material, and its violent expulsion as 
commodity.”

1924 – Marcel Duchamp issues 
Monte Carlo Gambling Bond

1961 – Piero Manzoni cans his own 
shit and sells it for its weight in gold

“In 1966, Maciunas began buying several loft buildings from 
closing manufacturing companies in SoHo with financial sup-
port from the J. M. Kaplan Foundation and the National Foun-
dation for the Arts. Maciunas envisioned the buildings as Flux-
house cooperatives, collective living environments composed 
of artists working in many different mediums. By converting 
tumbledown buildings into lofts and living space, Maciunas pi-
oneered SoHo as a haven for artists. The rennovation and occu-
pancies violated the M-I zoning laws that designated Soho as a 
non-residential area, however, and when Kaplan left the project 
to embark on his own artist cooperative buildings in Greenwich 
Village, Maciunas was left with little support against the law. 
Maciunas continued the co-op despite contravening planning 
laws, and began a series of increasingly bizarre run-ins with 
the Attorney General of New York. Strategies included sending 
postcards from around the world via associates and friends to 
persuade the authorities that he was abroad, and placing razor-
sharp guillotine blades onto his front door to avoid unwanted 
visitors. The Fluxhouse cooperatives are often cited as playing a 
major role in regenerating and gentrifying SoHo.
	 An argument with an electrician over unpaid bills 
resulted in a severe beating, allegedly by ‘Mafia thugs’, on No-
vember 8, 1975, which left him with 4 broken ribs, a deflated 
lung, thirty-six stitches in his head, and blind in one eye. He 
left New York shortly after, to attempt to start a Fluxus-orient-
ed arts center in a dilapidated mansion and stud farm in New 

1966 – Fluxus art movement 
founding member George Maciunas 
begins buying real estate in the 
SoHo section of New York City

Marlborough, Massachusetts.”

Sources: Wikipedia entry on George Maciunas at en.wikipedia.
org/wiki/George_Maciunas and www.imdb.com biography by 
Steve Shelokhonov. See also “ Streetscapes: 80 Wooster Street; 
The Irascible ‘Father’ of SoHo”, by Christopher Gray, published 
in the New York Times, Sunday, March 15, 1992.

“As he liked to tell the story, the assemblage artist Ed Kienholz 
was repairing a rifle back in 1969 when he found he needed a 
different size screwdriver to finish the job. Rather optimistically, 
the California artist painted an abstract watercolor and stamped 
the words FOR TEN SCREWDRIVERS across it in black. Within 
a week, a neighbor had spotted the picture at Kienholz’s house 
and offered to make the exchange. Thus began the artist’s 
groundbreaking, but to this day critically undervalued, series 
of watercolor trades. 
	 He continued the series for years, creating paintings 
stamped with FOR A 4-WHEEL-DRIVE DATSUN JEEP when 
he needed a car or with FOR 2 GOOD MOUNTAIN HORSES to 
obtain four-legged transport. He painted for a haircut when he 
was getting shaggy and for a fur coat to get a shaggy garment, 
presumably to give away. Each has a colored background and 
bears the artist’s signature and thumbprint in the corner. 
	 ‘There were so many trades, it’s hard to remember 
them all,’ says his widow, the artist Nancy Kienholz. ‘He traded 
these watercolors for a sauna, for a gun, for a mattress and box 
spring, for “a new Nikon for Nancy.” And he’d trade anything 
– property, cars. He traded guns with the milkmen to get milk. 
He loved the game of it. He was the king of bartering.’“ 

Source: “Tales of the Trade” by Jori Finkel at www.artinfo.com/
news/story/31255/tales-of-the-trade/  

1969 – Ed Kienholz makes watercol-
ors to use as a bartering tool

1969 – Guerrilla Art Action Group 
takes the Museum of Modern Art 
in New York to task for the pro-
Vietnam War corporate activities of 
members of the Board of Directors

With support from the Action Committee of the Art Workers’ 
Coalition, Guerrilla Art Action Group (GAAG) performed Blood 
Bath in the Museum of Modern Art’s lobby on November 18, 
1969. Jon Hendricks, Poppy Johnson, Jean Toche, and Silvi-
anna Goldsmith entered the museum at 3:10 p.m. on a Tuesday
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wearing street clothes for the women and suits and ties for the 
men.
	 Inside their clothing, they hid two gallons of beef 
blood distributed in plastic bags taped to their bodies. The art-
ists walked to the center of the lobby and threw one hundred 
copies of their demands to the floor. This statement insisted that 
the Rockefeller brothers, who owned considerable percentages 
of multiple companies that were profiting from Vietnam war-re-
lated labor and weapons manufacturing, resign from the Board 
of Directors at MoMA.
	 Having strewn their statement, the four GAAG mem-
bers began to shout at and violently attack each other, causing 
the bags of blood to burst as they ripped at each other’s clothing. 
A crowd gathered and the action slowly moved from a tone of 
violence to anguish as the artists writhed on the floor, moan-
ing before eventually going silent. The artists eventually rose 
to their feet (the crowd that stood watching applauded) and 
dressed in overcoats that covered the bloody remnants of their 
clothes. Two policemen arrived after the artists left. 

Seth Siegelaub, an art dealer, exhibition organizer, publisher, 
and researcher, started working for the Sculpture Center in New 
York in the early 1960s, and gradually evolved into a more inde-
pendent and politically minded curator and booster of a variety 
of conceptual and boundary-pushing artists as he pursued his 
own activities. This turn to self-organization resulted in vari-
ous exhibitions, projects, and books including the Xeroxbook 
published in December of 1968. In 1970, Siegelaub started In-
ternational General, a publishing house devoted to distributing 
his publications as well as innovative work by N.E. Thing Co., 
Lawrence Weiner, and many others. 
	 The Stichting Egress Foundation, keepers of Siege-
laub’s archives, write: “…Towards the late 1960s, as part of the 
politicization of the art world he became active in anti-war ac-
tivities in the art community as part of the growing mobilization 
against the U.S. war against Vietnam, including in July 1971 
a fund-raising collection catalogue for the United States Ser-
viceman Fund, an organization set up to promote free speech 
within the U.S. military, and which was especially engaged in 
anti-Vietnam War activity by means of the funding and sup-
port of G.I. newspapers and cultural actions. This activity led 
to his increasing involvement in the political aspects of art and 
in 1971, he originated, and then drafted with lawyer Robert 
Projansky, what is known as the ‘Artist’s Contract’, The Artist’s 
Reserved Rights Transfer and Sale Agreement, which defined and 
attempted to protect the rights and interests of the artist as their 
work circulated within the art world system.”
	 The Artist’s Reserved Rights Transfer and Sale Agreement 
is a form that can be used in any sale or transfer of contempo-
rary art, and artists and collectors continue to use it as a guide 
for their transactions. 

Source: The agreement itself as well as a lengthy introduction 
from Siegelaub himself is available from the group Primary In-
formation at www.primaryinformation.org/index.php?/projects/
siegelaubartists-rights. The Siegelaub archives are referenced at 
the Stichting Egress Foundation’s website, egressfoundation.
net/egress/

1971 – Bob Projansky and Seth 
Siegelaub create The Artist’s Reserved 
Rights Transfer and Sale Agreement

1971 – Hans Haacke’s Shapolsky et 
al. Manhattan Real Estate Holdings, 
A Real Time Social System, as of May 
1, 1971 exhibit at the Guggenheim 
Museum is canceled before it opens
This installation by artist Hans Haacke consisted of maps, pho-
tos, transactions and documents focusing on the apartments

owned by Harry Shapolsky, a Manhattan slumlord, and transac-
tions he conducted between 1951-71. Another work by Haacke 
that was to be shown at the Guggenheim in the same one-per-
son exhibition was Sol Goldman and Alex DiLorenzo Manhattan 
Real Estate Holdings, a Real-Time Social System, as of May 1, 1971, 
which included a map of Manhattan marking the locations of 
properties held in 1971 by the largest non-institutional real-es-
tate group in Manhattan, photographs of the buildings, and a 
list of the corporations operating them.
	 These pieces used systems-based creative practices 
common in Conceptual Art to expose information that caused 
great tension within the museum’s upper ranks and led to the fir-
ing of curator Edward F. Fry when Haacke refused to withdraw 
the works. The exhibit was canceled six weeks before it was set 
to open. Michael Brenson, in a December 19, 1986, piece on 
Haacke in the New York Times noted that when the Guggenheim 
heard about the Shapolsky piece, “Thomas Messer, the director 
of the museum, wrote the artist that museum policies ‘exclude 
active engagement towards social and political ends.’”

Source: “Art: in political tone, works by Hans Haacke,” by Mi-
chael Brenson in the New York Times, December 19, 1986 and 
www.nytimes.com/1986/12/19/arts/art-in-political-tone-works-
by-hans-haacke.html

1972 – Artist-run restaurant FOOD 
publishes the “FOOD’s Family Fiscal 
Facts” in Avalanche
In the fourth issue of the journal Avalanche, the SoHo-based 
New York restaurant Food published their “Fiscal Facts” as a 
full-page advertisement. In addition to expenditures like sala-
ries, rent, phone and electric bills, and advertising, the docu-
ment also lists the quantities of ingredients (including 1,914 lbs. 
of butter, 2,300 tortillas pressed, five cubic feet of bay leaves) 
and more surprising entries like one truck ruined, one clos-
ing order from health department, one box of toothpicks, 84% 
workers are artists, 1,175 notices taped to windows, ninety-nine 
workers, ninety-nine cut fingers, and much more. In a single 
page, this extensive list remains one of the most evocative re-
cords of this spirited and creative business enterprise that was 
led by artists Carol Goodden, Gordon Matta-Clark, Tina Gir-
ouard and others.

Source: “Other Options: A Closer Look at FOOD,” by Ben 
Schaafsma, in the Journal of Aesthetics & Protest issue 6, www.
journalofaestheticsandprotest.org/6/lovetowe/schaafsma.html

1973 – Martha Rosler stages Garage 
Sale in the art gallery at University 
of California, San Diego
In this early work, Rosler adopted the vernacular form of the 
garage sale to interrogate ideas about value, biography and aes-
thetics. She states, “…my sale included unlikely items, such as 
empty boxes and welfare commodity containers, private letters 
and photos, cast-off underwear, girlie magazines, dead landscap-
ing materials, broken household items and a notebook listing 
the names of men. The gallery was arranged so that the brightest 
lighting and the best items were at the front, and the question-
able, less saleable, more personal, and even salacious items were 
located further back as the lighting progressively diminished, 
leading finally to the empty containers and other abject items. A 
tape recorder played a ‘meditation’ by the garage sale ‘persona’ I 
had adopted -- dressed in a long-skirted hippie costume -- won-
dering aloud what the garage sale represents and quoting Marx 
on the commodity form. A projector showed images of blonde 
middle-class families, at home and on trips, on slides bought 
at a local garage sale of the effects of a dead man. A blackboard 
bore the phrase, ‘Maybe the garage sale is a metaphor for the 
mind.’” Rosler advertised the exhibition as a garage sale in local 

newspapers and as an art event in the art community. 

Sources: “The Garage Sale is a Metaphor for the Mind: A Con-
versation between Martha Rosler and Jens Hoffmann”, in The 
Everyday (Documents of Contemporary Art series), edited by 
Stephen Johnstone for Whitechapel & the MIT Press, 2008. See 
also the press release from the 2005 showing of Rosler’s work at 
the Institute of Contemporary Arts, London (www.e-flux.com/
shows/view/2028).

1975 – Don Celender compiles and 
publishes the results of an informal 
survey Opinions of Working People 
Concerning the Arts
While teaching a course called “Art of the Last Ten Years”, artist 
and art historian, Don Celender had Macalester College students 
solicit written and recorded opinions from 400 working people 
in the Minneapolis/St. Paul, Minnesota area. The result is a book 
(published for an exhibition at O.K. Harris Gallery in New York 
City) that includes the responses of maids, bus drivers, hotel 
clerks, bartenders, gas station attendants, security officers, roof-
ers, cab drivers, and more. Among the questions answered are: 
“Do you think art is important to American life? Why?” “Should 
tax money be spent to assist artists in producing works of art?” 
“Do you go to museums?” “What do you like best at museums? 
What do you like least?” “Do you think artists are responsible 
citizens?” “Do you think artists, as a group, have a particular 
political position?” and “Would you pay as much for a work of 
art as you would for your car? Your TV? A dress, or suit?”
	 Each survey result is accompanied by a photo of the 
participant along with their name, age, occupation, and resi-
dence. Though most of the responses are brief and not extreme-
ly detailed, the book is not only a fascinating window into the 
thoughts of working people on the arts, but an engaging partici-
patory work of art itself. 

The cover of this book is reproduced on page 16.

1979 – Chris Burden broadcasts 
Send Me Your Money on KPFK Radio, 
Los Angeles
On March 21, 1979, Chris Burden went live on the air and spent 
nearly an hour suggesting that people think about sending him 
money. The program was part of a series titled Close Radio that 
consisted of a weekly half-hour program of sound projects by 
artists. Close Radio lasted from 1976-79. Burden’s piece, which 
violated FCC regulations for nonprofit media, was reputed to 
have been the final straw that got the challenging series kicked 
off the air. 

Sources: The broadcast can be heard in the Ubu archives at 
www.ubu.com/sound/burden.html. Information on Close Radio 
and the Burden piece can be found in Doug Harvey’s review, 
“Corpsefucker Makes Good: up the hill backwards with John 
Duncan and Paul McCarthy,” L.A. Weekly, July 26, 2007: www.
laweekly.com/content/printVersion/60848. 

The entire broadcast is transcribed in this newspaper on 
the next two pages. 

VISIT www.artandwork.us FOR LINKS 

TO ARTICLES, PROJECTS, AND OTH-

ER THINGS RELATED TO ART, 

LABOR,  AND ECONOMICS.



Send Me Your Money, By Chris Burden, recorded live on KPFK Radio, Los Angeles, March 21, 1979. 
Hi. My name is Chris Burden. My address is 823 Ocean Front Walk, Venice, California, 90291. I can’t legally do this but let’s imagine that I asked everybody who’s listening tonight to send me money. Just, to send it directly to 
me. It would be such a small sacrifice for all of you and it could really do something for me. If you could just send money directly to me: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Over the years I’ve done 
a number of things for you people out there in the public. I’ve done things for free. I’ve put ads on television. They all cost me money. And tonight I’m asking you to send me money. Send it directly to me. Can you imagine what 
a great thing this would be if it could happen. I can’t legally ask you to do this but I can just ask you to imagine what would happen if it did happen – if everybody listening could just send me a dollar, or a quarter even. That’s 
all I’m asking. A quarter from everybody. Can you imagine? This would be fantastic. If you could just send it directly to me: Chris Burden, 823 Ocean Front Walk, Venice, California. If you could just send me money, directly, 
without any kind of in between. I’m not trying to sell you anything. I’m not part of a religious group. I’m just asking you to imagine the possibility of you sending me money, directly. My name is Chris Burden. The address is 
823 Ocean Front Walk, Venice, California, 90291. If you can just think of maybe going right now and getting an envelope and writing my address on it. I’ll repeat the address again. Chris Burden, 823 Ocean Front Walk, Venice, 
California, 90291. Now, I know that some of you probably are more fortunate than others, and that it’s very unlikely that everybody will be sending me money so maybe some of you can send more to make up for some of the 
people that aren’t sending any. I’m just asking you to imagine the possibility, if this could really happen. If you could all just send something, it would be very fantastic, because it would be such a small sacrifice on your part and 
it could really make a difference to me. It could make me closer to being rich. So this is what I am doing tonight. I’m asking you to imagine the possibility of sending money directly to me. Chris Burden, 823 Ocean Front Walk, 
Venice, California, 90291. Maybe you saw my full financial disclosure several years ago. My public one. I only made about a thousand dollars. I need money. So this would be a fantastic thing if you could actually do this. I can’t 
legally ask you to do this but I want you to imagine the possibility of it actually happening, of people everywhere, all over the country, sending me twenty-five cents. This would really make a big impact on my life and my 
lifestyle. And my address again is: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. That’s what I’m asking you to imagine. The idea of you sending money, directly to me. I’m not selling anything. I’m not part 
of any organization. I’m not a charity. I’m just asking you to think of sending money directly to me. Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. This could really change the way I live, and it would be such 
a small sacrifice on your part. Just something that you could do without even feeling it. If enough of you did it, it would be a fantastic thing. It would really make a difference. So I’m asking you again to send money to: Chris 
Burden, 823 Ocean Front Walk, Venice, California, 90291. That’s what I want you to do, or to imagine doing, is actually going right now, right now, and getting an envelope. I know that somewhere you must have some enve-
lopes, stamps. I think you should do it now, while you’re thinking about it. Don’t wait. If you put it off it may never happen. So this is what I’m asking you to imagine, the possibility of everybody out there who’s listening to me 
to send money directly to me. To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. That’s what I’m asking. I’m asking everybody who’s listening to consider the possibility of sending me money. Directly. To: Chris 
Burden, 823 Ocean Front Walk, Venice, California, 90291. Now legally I can’t ask you to do this or make you do it in any way, but I can only suggest the possibility that it happen. That everybody out there actually send some-
thing. Actually go and do it. Send me some money. To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. This would be a great thing for me and it wouldn’t cost you very much at all. You could hardly feel it. And 
yet if you all united you could all really make an impact. You could do something for me, directly. You could send the money to me at 823 Ocean Front Walk, Venice, California, 90291. That’s Chris Burden. I’m asking you to 
send the money, directly to me, or to imagine sending it, rather. Directly to me. My name is Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. I’m asking you to consider the possibility of actually putting a dollar 
bill, or maybe a ten dollar bill, in an envelope, wrapping it with paper so that it doesn’t get stolen and sending it directly to me at my address. My name again: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. 
This is what I’m asking. Asking you to consider the possibility that if everyone contributed in some sort of small way, that I’d be almost rich. And if everybody across the country could do this, just send me a quarter, I’d be 
substantially wealthy. I think everybody in this country could afford a quarter. And I think you people ought to consider that this is something that could happen. You should imagine it as a possibility. This is what I want you 
to do. To think of, to consider sending money directly to me: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. That’s right. For you people that are just tuning in, I’m asking you to consider the possibility of 
sending money directly to me. Because I want your money. Send it to me: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. I’m asking you to consider what a great thing this would be if everybody could just 
send something. I’d prefer dollar bills. They’re a lot easier to handle but I will go, I would even consider just a quarter from everybody. I think anything less is not worth it considering the postage involved. So I’m just asking 
everybody to consider the possibility, the what if, if everybody out there could send me a quarter or more. Send it directly to me. To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. I’m not part of any religious 
organization, any charity. I’m not affiliated with anyone except myself. I’m a private artist. Just a person. And I need money and I’m asking you to consider the possibility if you could just consider sending money, directly to me. 
That’s to me: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. If you could just consider what a great thing it would be. And it would be such a small sacrifice on your part. Something smaller than a soft drink, 
than a candy bar, even. And you could not ever feel it, but cumulatively as a group you could really make a big impression on me. That’s what I want you to do. For you people who are just sort of getting into this now, if you 
could just consider doing it right now. It is a possibility, it is something to think about. If somehow everybody out there could be asked to think of sending me some money. If you could just send money to me: Chris Burden, 
823 Ocean Front Walk, Venice, California, 90291. That’s what I’m asking. I’m asking you to consider the possibility of sending money to me. I don’t have very much money, and I need more money. So if this could actually 
happen it would be a fantastic thing. If it could just be sent to me. If you could imagine sending me money. I’m not selling you anything and you wouldn’t get anything out of it, except knowing that collectively you contributed 
to making one person rich. If you think about it, this can only happen if everybody sends something. It could only happen for one person unfortunately but it’s better than not having it happen for anyone. It doesn’t really affect 
you very much. If you just dig in and shell out something you wouldn’t hardly feel it. If you could just imagine doing that. Now I know that some of you are maybe already thinking about this. It is a possibility. It is something 
to think about. That if it could actually happen. Of course it legally can’t happen. I can’t legally ask you to do this, but I’m suggesting the possibility. I’m suggesting that you think about it. As something that could happen in 
other places, other times. If you just think about sending me money as an actual thing that could happen. If everybody could send me just a quarter. Well, I’d wish, I’d hope that some people would send more, and considering 
their wealth that they would send me more to make up maybe for some people that wouldn’t send any. But if everybody on the average could send about twenty-five cents this would be fantastic. It would really contribute to 
my wealth. My name again is Chris Burden, 823 Ocean Front Walk, Venice, California, and I’m asking you to send me money. To think of sending me money, think of what a great thing it would be. If it could be sent directly 
to me. I’m not part of a religion or a charity, or, I’m not trying to sell anything. I’m just trying to bring up the possibility, the idea that everybody could send me some money. Just to consider this possibility. If you just could send 
it to me. To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. If you could consider this, something that I’ve thought about a lot and it could really happen if everybody thought about it and it was something 
they could do. If you could think of it happening all across the country. It’s a great great feeling to think of everybody just sending in a quarter, or more. You could send it to me. To: Chris Burden, 823 Ocean Front Walk, Venice, 
California, 90291. That’s what I want you to do tonight, is to consider sending money to me, to think of this as a real possibility. If you could just do it. Just think of doing it anyway. Just think of sending money to me. Chris 
Burden, 823 Ocean Front Walk, Venice, California, 90291. Now that’s what I’m asking tonight. If you tuned out and are coming back in, I’m still asking you to consider this possibility. To think of it happening. To imagine it 
happening. That people could send me money directly. There’s no reason why they couldn’t. That’s what I’m asking you to think about. To think about everybody who’s listening tonight, to send some sort of money to me di-
rectly. Send it to me: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. If you could just think of sending some sort of money to me, that’s what I’d like you to consider. Send it directly to me. My name again: 
Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Again, I don’t make very much money and I need money. I need more money. So that’s what I would like to you to do is to send money, or to think of sending 
money directly to me, to: Chris Burden, 823 Ocean Front Walk, Venice, California. Now think of the millions of people in this country. Now if every one of them could somehow be asked or suggested that they send money to 
me. This would be fantastic, and I think that everybody could probably afford twenty-five cents. That’s all I’m really trying to consider is twenty-five cents from everyone, on the average. Of course it would be nice if some 
people could think of sending more money. More than twenty-five cents. Directly to me. Thank you. If you’ve thought about this, I thank you. My name again: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. 
And what I’m asking tonight if you’re listening is to consider the possibility. I can’t legally ask you to do this, to send money to me, but just consider the possibility, if it could happen, if people could send me money directly. 
Now isn’t this a fantastic idea? If people could send money straight to me. I’m not selling anything. I’m not part of a religious group. I’m not part of a charity. I’m just a person and I want your money sent directly to me. And I’m 
not asking for very much but as a group you, it could really make a difference. You could really make me richer, substantially richer than I am. And yet it wouldn’t be painful for anyone. Now if you think about this it can only 
happen for one. That’s what I’m asking. I’m asking all of you to consider the possibility of sending money directly to me. My name again: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. That’s what I’m asking. 
If you’re tuning in, if you’ve tuned out and are tuning back in again or you’re just tuning in I’m considering tonight, the possibility, or trying to get you to consider, rather, the possibility of what if, what if everybody sent me 
some money. Everybody who’s listening. What if these people could send me money. That’s what I’m trying to talk about. To consider. The possibility of everybody sending me some money. My name again: Chris Burden, 823 
Ocean Front Walk, Venice, California, 90291. I’m asking tonight that everybody out there consider that I’m not especially wealthy and that I do need more money. I need money, and I need more of it. And I want you to con-
sider the possibility of you people out there making this possible, the possibility of me having more money. If you could just consider sending me some money, my name is Chris Burden, 823 Ocean Front Walk, Venice, Cali-
fornia, 90291. Now, if you could just really consider doing it. If you imagine the people out there, and I’m sure some of you or some of them, if you could just imagine actually doing it. It is a fantastic thought. If you could 
actually, actually do it. If we could consider this as a possibility. I can’t really legally ask you to do this but I’m just suggesting it as a possible thing. As something that we can consider happening, although it can’t legally happen, 
but if you can just consider it happening, of people just, everywhere, all over the country sending me money. Now this radio program doesn’t reach everybody all over the country, so if we can just start, if you can just start 
considering yourselves right now starting to send money. Just you people here that are listening tonight. Go right now. If you could just consider going and getting an envelope and putting the stamp on it and doing it. Doing it 
right now. Then you could dip in and help me, help me become richer. Just get a little more money from your pockets and do it. If you could just consider doing this. The possibility of everyone who’s listening sending me some 
money. Sending money to me. To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. If you could just consider this possibility. It could really happen and it would be a fantastic thing. If you could just consider, 
just the idea of it happening. Just the idea of everybody out there sending me some money. Sending it directly to me. Just think about this idea. It could really work. It’s a fantastic idea and it would make me richer. A lot richer. 
And it wouldn’t cost you hardly anything. It wouldn’t, It would just be, just something you wouldn’t notice. You’d forget about it within minutes. If you could just send me money. Directly. Just send it to me: Chris Burden, 823 
Ocean Front Walk, Venice, California, 90291. If you could send money to me. That’s what I want you to consider the possibility. Wouldn’t this be a great idea if people could send money to me. Directly to me at: 823 Ocean 
Front Walk, Venice, California. If you could send me some money this would be great. If everybody out there listening tonight could consider this. Consider this possibility. Think of this idea of everybody grouping together and 
sending me some money. Everybody grouping together and making me rich, with no cost, hardly, to themselves. This would be great. If everybody out there could send me some money. My name again: Chris Burden, 823 Ocean 
Front Walk, Venice, California, 90291. This is something that I hope that everybody’s starting to think about seriously. Sending me some money. I prefer paper money. I mean I would prefer paper money of course because it’s 
easier to handle, but on the average I think if I could just get everybody to contribute about a quarter. To send me a quarter. I’m not part of any religious organization. I don’t work for anybody. I’m not trying to fool you in any 
way. I’m just a person trying to consider the possibility, or having you consider the possibility, of sending money directly to me. My name is: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. That’s what I want 
you to consider. The possibility that all of you working as a group could make me rich. Now this is a great idea, and I think if you think about it a little, you’ll agree with me. That it’s so easy for you to do. So easy for you to do, 
to go down, dig into your pockets, and just pull out a little. Put it in an envelope, put that stamp on it and again, address it to: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. If you could just do that. If you 
could just send money to me, directly. Now, this is what I’m asking. I’m asking you to consider this idea that everybody could send money to me. Just a small amount, but as a whole it would really be something. You could 
make one person rich and it wouldn’t happen otherwise. It wouldn’t happen unless all of you send something. So that’s what I’m asking. I’m asking everyone who’s listening tonight to consider the possibility or the idea of what 
if you sent me money. What if you sent it directly to me. To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. That’s what I want you to consider. Yes, sending it to me, directly. Send money to me. That’s what 
I’d like you to think about. My name is Chris Burden. My address is: 823 Ocean Front Walk, Venice, California, 90291. That’s what I’m asking. I’m asking you to consider that I don’t have a lot of money. And that it would be 
great if all of you could send me some. If you could consider doing this. If you could just consider the idea. Conceive of the idea of sending me some money. This would be fantastic. My name is Chris Burden. The address is: 
823 Ocean Front Walk, Venice, California, 90291. That’s what I want you to consider doing. Now I need money. And I need more money obviously. So I want you to all consider the possibility of sending me some money. It 
wouldn’t be a very hard thing for you to do. In fact it would be quite easy. You probably pay bills every day. This wouldn’t be much different, and it would be very cheap. Very very cheap. So this is the plan that I propose. That 
you consider this possibility. Consider this idea. Wouldn’t it be great if you could send me money. If you could just send it directly to me. My name again: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Obvi-
ously I would prefer the largest amount you could send, but I think even a dollar would be sufficient. Don’t you? If you could just send me some money. If you could consider this idea, of everybody who’s listening and you 



especially. You, just send me some money. Can you think of this idea, can you conceive of it? Can you think of actually doing it. It would be a fantastic thing. If you could just do it. If you could just think of doing it. If you could 
just send me some money. Send it to: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Now, I can’t legally ask you to do this, but I can suggest the possibility, that you  conceive of the idea. That you just think 
of doing this. Sending money to me. Yes, my name again is: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. And just with a small effort on your part, think how great this would be. If all of you just by sending 
a small amount. But if everyone did it, everyone, everywhere did it, I would be rich. If everyone listening to this radio program did it, I’d be, not rich but a lot richer than I am. So that’s what I’m asking you to do. To consider 
the possibility of sending me money. Sending money directly to me. Consider this possibility. My name again: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. I’m asking everybody out there who’s listening to 
consider sending me money. Of course I would accept it any way you send it. I’m asking you to send me any kind of money. To consider this possibility. The possibility that all of you out there could send money directly to me. 
My name again: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Can you consider this possibility? Just by sending a very small amount, you could make me rich. I don’t have a lot of money, and I need more 
money. So please consider this possibility. The possibility of everyone with a very small penalty to themselves, financially, could really, substantially improve my financial condition. That’s what I’m asking. I’m asking you to 
consider this possibility that everyone send me some money. My name again: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Yes, I can almost see some of you thinking about doing this. Conceiving it. Can you 
conceive of the idea? Isn’t it fantastic? I mean if you could actually do it. If you could just send me money directly. My name again: Chris Burden. My address: 823 Ocean Front Walk, Venice, California, 90291. If you could just 
conceive of this possibility. Of just dipping in. Maybe getting a quarter, fifty cents, or even a dollar. Maybe ten dollars. But that’s what I’m asking. I’m asking you to conceive of the idea of everyone who’s listening to me tonight 
to send me some money. To conceive of this. It wouldn’t cost you very much. It would be hardly felt. But if you could just think of doing it. Think of sending money, directly to me, to: Chris Burden, 823 Ocean Front Walk, 
Venice, California, 90291. Now I’m not part of any religious organization. I’m not soliciting for any reason. I’m just asking you to conceive of this notion, this idea that everybody would just sort of step sideways once with a 
little bit of money. Just jog sideways, in one direction and you could send it to me: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Together all of you could really make a substantial impact and for any one of 
you it would be nothing. I won’t say nothing, but it would be very very small. I’m sure it’s something you all could probably afford. That’s what I’m asking you to do tonight. To conceive of the plan, of the idea of everyone send-
ing me some money. Of sending me money. Sending it directly to me. To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Now, I don’t have very much money and I need more. That’s why I’m asking you to 
conceive of this as a concept, of a way where if all of you just took a little bit of time, a little bit of money, and sent it directly to me. I know it’s gonna cost you a little bit of time. But, can’t you see it? Can’t you see yourself just 
doing it right now? Just going to get that envelope, putting that stamp on it, and enclosing some money and sending it to me: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. That’s very simple really. There’s 
nothing to it. The idea is a very simple one. It’s… the idea is that all of you, working together, could make me substantially richer than I am right now. That’s what I’m doing. I’m asking you to conceive of this idea, of sending 
money directly to me, to: Chris Burden, 823 Ocean Front Walk, Venice, California. Now if you’ve tuned out for a while, and you’re tuning back in, and you haven’t conceived of this possibility, I want you to think about it. Not 
just as a silly idea but as something that could really happen. Wouldn’t it be fantastic if it could happen? If you could just send some money directly to me, wouldn’t this be great? Wouldn’t this be a great thing? My name again: 
Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. I’m asking you tonight, because I’m not a rich man, and I need more money. And what is money after all? It’s simply an abstraction. And if you just, just spend 
a very small amount, it’s hardly anything. It’s almost, it’s almost invisible. And you won’t notice it’s gone. You wouldn’t. You can see that, can’t you? It would hardly be anything. Yet if you all pool together, can you conceive of 
this idea? If you all pool together and sent me some money, it would be great, without making any one of you in any way poor or even poorer, I would be richer. This is what I’m asking you to do. To consider this possibility. 
The possibility of you actually sending me money. Now isn’t this a great plan. This would be great. If you could just send money to me. I can’t legally ask you to do this but can suggest it as an idea, as a concept. Where everybody 
would just send a little bit of money to me. Send it directly to me: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. That’s what I’m asking. I’m asking that you consider this as a possibility. As something to do. 
Something to think about. What if everybody could do this, and everybody could, actually. It’s just, if you could just think of it, conceive of it. Just send me just a little bit. If you could think of sending me some money. Now, I 
think this would be great. If you could just dig into your pockets and just send a little bit towards me. I’m not, I’m not selling you anything. I’m not part of any organization. I’m not part of a religious group. I’m not a charity. 
I’m just a person, an artist, and I need money. And I would like you to send it directly to me. Or to consider this possibility, the possibility that if all of you sent me something that I would be rich, or richer rather. If you could 
just consider doing this. Sending money directly to me. My name again: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Now this is a strange thing for you to be asked to consider. But if you think about it, it 
actually makes a lot of sense. It’s sort of a great idea. If all of you could just scoot a little my way, so to speak. If you could just send me a little bit of money. Now isn’t this a great concept? If you could just send money directly 
to me at: 823 Ocean Front Walk, Venice, California, 90291. That’s all I’m asking. That you consider this possibility. That you consider this as an idea, as a plan, as a concept. That if everyone could send me some money, send 
money directly to me I would be richer and it would be such a painless thing for you to do. That’s what I’m asking you to consider. Sending money directly to me: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. 
I’m asking you tonight to consider this as a possibility. I know it may sound strange. But think about it. If everybody could send me just something, wouldn’t that be great. If you can consider this possibility. Wouldn’t this be a 
great thing? If you could just send me something. My name is: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. And I’m asking tonight that everyone send me something. That you consider this possibility, as a 
concept, as an idea, that just by sending me a little bit of money, just a small amount on your part, something that you wouldn’t even feel. Now if you all do it, or if you all could do it, or if you all did it, I could be rich. I could 
be richer than I am by a lot. And that’s what I’m asking you to do tonight, is to consider this as a possibility. Now if you are tuning in again, I want you to think seriously about this concept. Think about this concept. Think 
about the concept of sending money directly to me. To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. That’s what I’d like you think about. How fantastic it would be if everyone could just take a small small 
amount of their money and send it to me. This would be great. I would be rich, richer than I am. And none of you would be substantially poorer. It would be almost as if it didn’t happen, for you, but it would really happen for 
me. This is what I’m asking. I’m asking you to consider this as an idea, as a concept, the concept of everyone sending me some money. Now, I think it’s something you ought to think about. Sending money directly to me, to: 
Chris Burden, 823 Ocean Front Walk, Venice, California, 90291 is the zip code. Yes, you may have heard it before, but I’m still asking you. Still asking you to consider this possibility. The possibility of you sending money di-
rectly to me. Now isn’t this a great idea? It would be great, if you could do it. If you could consider this possibility. I legally can’t ask you to do this but I can suggest the idea, the concept of it actually happening. I think you can 
conceive of it happening, conceive of actually going and putting money in an envelope and writing my name on it. Can you conceive of doing that? My name again is Chris Burden, 823 Ocean Front Walk, Venice, California, 
90291. Now, it’s something you could actually do. It is something that you could actually do right now. You could turn off the radio and go and do it. Or you could leave the radio on, but the idea would be to send me some 
money. That’s what I want you to conceive of. To conceive of this possibility. Now wouldn’t this be fantastic if everyone could just send me a little something, and together as a group it would really be something substantial to 
me. You could, all of you out there, you could make one person rich. You, with just sending a very small amount of money, could do this. You could make somebody rich. Wouldn’t this be fantastic? Because it wouldn’t cost you 
very much to do this, if all of you could just think of doing this. Wouldn’t this be fantastic? Of sending money directly to me? To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Can you conceive of this idea? 
I don’t work for anybody. I’m not part of a charity. I’m not trying to sell you anything. I’m just trying to have you conceive of the idea of everyone who is listening tonight, who’s tuning in, who’s tuned out and is tuning in again, 
to send me some money. Think about this. If you could just send me a little something. My name again: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Now I don’t have very much money, and I need more 
money. So I’d like you to consider the idea of sending me money. Of sending money directly to me. To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. That’s what I’m asking you. I’m asking you to think about 
it. Of actually, you can conceive of it can’t you? Actually doing it? It’s so painless. It would be so painless for all of you to do it, and yet it would be a great, a great thing. If you could just think of doing it. Think of actually going 
down, getting the stamps, getting the envelope, putting some money in it. If you can conceive of this idea, I mean I’m sure if you all could think of going that far you can probably imagine that the letter might be mailed after-
wards. Because once the letters usually are addressed and stamped they get mailed. So I want you to consider this idea. The idea of everyone out there sending me some money. It’s just an idea. It’s just a concept. But wouldn’t 
it be fantastic? Wouldn’t it be fantastic if all of you could send money directly to me? To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291 is the zip. That’s what I’m asking tonight. I’m asking you to consider the 
idea of sending me money. Sending money directly to me. Yes, this may at first seem like a strange thought. But actually it makes a lot of sense, because just a few dollars, a few cents from all of you, from each and every one of 
you could substantially contribute to my wealth. To making me richer than I am right now. A lot richer. And, it would hardly cost you anything. That’s what I’m asking you to conceive of. The idea of all of you out there sending 
money directly to me. To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Yes, it’s really a pretty simple concept, but can’t you think of how wonderful it would be and how painless it would be for, for all of 
you? And how wonderful for me? It’s hardly, it’s hardly asking you anything. Just to conceive of sending me money. Can you think of this as a concept, as an idea, of  sending money directly to me? It’s a very simple thought and 
I need money. Can you conceive of doing this? My name is: Chris Burden, 823 Ocean Front Walk, Venice, California, and the zip code is 90291. Can you just conceive… directly to me. It’s a simple thought. And if you could 
just send something, think of it, wouldn’t this be great if all of you could just send a little something to me. Just by sending me a very small amount you could substantially contribute to my wealth. That’s what I’m asking. I’m 
asking you all to just sort of, just chip a few my way, and the total force of all of you would make something happen. And it would hardly be anything for all of you. Think of this. Think of sending me money directly. It’s not a 
bad idea. And it would be so easy if it could happen. If it could just, if everyone could just send a little something to me. My name: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Now, I know this may seem 
strange, like a strange idea, but if you think about it, just a little bit, it’s actually quite simple. And, it would be such an easy thing for everyone to do. Painless too. It would be a painless thing for everyone, because it would be, 
the money, you wouldn’t even feel it. A day from now you could forget about it. Yet, for me, I would remember it for the rest of my life. That’s what I’m asking. I’m asking you to consider the possibility of you sending some 
money to me. Sending money to me. Sending it directly to me. Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. I need money. I don’t have much money. So I’m asking you to consider what a great great thing 
it would be if everyone could, could send some money to me. It would be so simple. So simple for everybody to do. Can’t you see that? It just wouldn’t be hardly anything and yet if all of you grouped together you could really 
make something happen. I know it may sound like a silly idea but if you really think about it, it could happen. It’s not inconceivable. It can only suggest the idea to you, but if all of you could send some money to me, think 
about that. My name: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. I’m asking you to consider this as a real, something to really think about, as a concept. The idea of everybody just, just sending something. 
Now wouldn’t it be fantastic if you people that were more fortunate could send something substantial because, but I think the real important thing is that everyone think about sending something. Just consider this possibility. 
It’s not a bad plan. If you could just send something, think about it as a possibility, as a concept. Just sending some money to me. It’s just an idea. It’s not something I can make you do. I just want you to think about it as a 
concept. The concept of everybody, by contributing a very small amount, could really make something happen. It’s, by pulling, by all pushing in one direction you could really substantially improve my income. And it would 
be so painless for you. So painless to send a little something. It’s not a bad idea is it? Think about it. If you could just think about doing this as a possibility. If you could just think about sending money directly to me. Do you 
think this is a possibility? Do you think this is something you could think about? The concept of everybody just jogging a little towards me, stepping to the left, everybody doing it at once, and all of a sudden it would be some-
thing substantial. And it would be such a small and a minor thing for you to do, yet if you all did it, it would be fantastic. It would really be something if you could just all do it. My name: Chris Burden, 823 Ocean Front Walk, 
Venice, California, 90291. Can you think of this idea? Think of it spread throughout the whole country. If only everybody in the whole country could send me just a quarter, wouldn’t that be great? It certainly would for me. 
And it wouldn’t, it would be hardly anything for anybody. A quarter? Everybody’s got one extra quarter. So it’s such a simple idea. Such an easy thing to think about. And that’s what I want you to think about tonight. The pos-
sibility of this happening. Of people sending money to me. Sending money to: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Is this something you can think about? Is this something you could really think 
about doing? Going down, getting the envelope, putting a stamp on it, addressing it to me: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. This is something I want you to think about. I don’t have a lot of 
money, and I need more money. And if people everywhere could send me money I would have it. This would be a great thing. Just think of this possibility. Of everybody sending me a little bit of money. If you all sent me some 
money, I’d be rich. Richer. If you could just send money to me. To: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Now, that’s all I want you to consider. The possibility of sending money directly to me. To: 
Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. It’s such a simple idea and it’s so painless for all of you. It’s such an easy thing. Can you conceive of doing this? Just taking some amount of money and sending 
it to me. Can you think of doing that? It would be so easy. It’s as if the money was invisible for you, yet all of a sudden it becomes visible for me. It’s so easy. In such small amounts, it’s invisible. But when it’s all put together, it’s 
like the old story of the trees in the forest. If you could just do it. You could make it happen. Can you conceive of doing this? Actually sending me money. Sending money directly to me. To: Chris Burden, 823 Ocean Front Walk, 
Venice, California, 90291. Could you send, could you think of doing that? Sending money to me. It’s so easy. It’s so painless for you, and it could be such a great, great thing for me. I would remember it. You would forget it. 
Could you think of doing that? Can you think of this possibility, the possibility of sending me money? Directly to: Chris Burden, 823 Ocean Front Walk, Venice, California, 90291. Thank you. 
This text is a transcription by Temporary Services of a 55:16 minute long radio piece. While we have made every effort to transcribe the piece as accurately as possible, the work 
exists only in audio form and this should be considered an interpretation. The recording was downloaded from www.ubu.com. 



1979 – The Real Estate Show
On December 30, a group of artists break into a city-owned 
building on New York’s Lower East Side. They mount an exhi-
bition about housing and real estate in New York. The show is 
quickly shut down by the police. The closure gets an enormous 
amount of media coverage. The artist Joseph Beuys shows up 
and creates even more of a spectacle with his presence. The city 
eventually gives the artists the building at 156 Rivington Street 
in exchange for a promise not to break into the building where 
The Real Estate Show was set up. The 156 Rivington building 
eventually becomes the fabled anti-space ABC No Rio.

Source: The original statement by the organizers of The Real Es-
tate Show can be found on ABC No Rio’s website, www.abcnorio.
org/about/history/res_statement_80.html

1983 – David Hammons stages 
Bliz-aard Ball Sale in New York City
Like much of David Hammons’ work, Bliz-aard Ball Sale starts 
with a minor gesture. On a snowy winter day, Hammons stood in a 
heavy coat behind a blanket with an array of snowballs, arranged 
like a Minimalist grid and presented in descending order by size. 
It is unknown whether the artist actually sold any snowballs, 

but making sales probably wasn’t the point. The piece mirrored 
the gray market economies that were common in New York in 
the early 1980s. It was particularly common then to see people 
laying blankets or sheets on the sidewalk and offering up vari-
ous items for sale that had been scavenged from the trash. The 
objects were often as abundant and worthless as snow on a win-
ter day. When police forced the vendors to move, they could 
simply pull up all four corners of the sheet or blanket and be 
on their way.
	 Standing behind his snowballs, Hammons sold an im-
age that he has adopted many times since: the artist as a clever, 
knowing jester. With Bliz-aard Ball Sale, Hammons gave the 
public direct access on the street by being bodily present in a 
way that he frequently denies the art world, where he is more 
reclusive.

Source: More on David Hammons and the Bliz-aard Ball Sale 
in the March 2009 Frieze article, “A Fraction of the Whole,” by 
Steven Stern: www.frieze.com/issue/article/a_fraction_of_the_
whole

1984 – J.S.G. Boggs begins to 
exchange hand-made money for 
goods and services
J.S.G. Boggs has spent over $250,000 in hand-drawn variations 
on the local currency wherever he is based. After eating a meal, 
selecting an item, or receiving a service, he attempts to exchange 
his hand-made bills for goods and services that he wishes to 
purchase. Each transaction requires the recipient to consider 
whether his art is desirable enough to replace the money that 
they may then have to spend out of their own pocket in order 
to acquire Boggs’ work. There is a further component to the 
transaction when collectors of Boggs’ work have to personally 
negotiate with the owners of the bills in order to acquire his 
pieces. If someone buys this work outright, Boggs also includes 
the change he gets back, his purchase receipt and other ephem-
era from the transaction.
	 Though there is always a clear disclosure that he is ex-
changing art for goods and services, Boggs has repeatedly been 
arrested for counterfeiting in the USA and abroad. The U.S. Se-
cret Service has raided his home and confiscated much of his 
artwork but he has never been formally charged.

Source: www.museumofhoaxes.com/hoax/Hoaxipedia/J.S.G._
Boggs

1985 – Guerrilla Girls group forms 
to combat sexual, racial and 
economic inequality in the arts
Members of the anonymous group conceal their identities by 
wearing gorilla masks and adopting the names of deceased 
women artists (with the exception of one member, who didn’t 
like the artist-name idea and goes by “Guerilla Girl1”). From an 
interview in their first book, Confessions of the Guerrilla Girls: 

Q. How did the Guerrilla Girls start?

Kathe Kollwitz: In 1985, The Museum of Modern Art in New 
York opened an exhibition titled An International Survey of 
Painting and Sculpture. It was supposed to be an up-to-the 
minute summary of the most significant contemporary art in 
the world. Out of 169 artists, only thirteen were women. All 
the artists were white, either from Europe or the US. That 
was bad enough, but the curator, Kynaston McShine, said 
any artist who wasn’t in the show should rethink ‘his’ career. 
And that really annoyed a lot of artists because obviously 
the guy was completely prejudiced. Women demonstrated 
in front of the museum with the usual placards and picket 
line. Some of us who attended were irritated that we didn’t 
make any impression on passersby. 
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Meta Fuller: We began to ask ourselves some questions. 
Why did women and artists of color do better in the 1970s 
than in the 1980s? Was there a backlash in the art world? 
Who was responsible? What could be done about it?

Q. What did you do? 

Frida Kahlo: We decided to find out how bad it was. After 
about five minutes of research we found that it was worse 
than we thought: the most influential galleries and muse-
ums exhibited almost no women artists. When we showed 
the figures around, some said it was an issue of quality, not 
prejudice. Others admitted there was discrimination, but 
considered the situation hopeless. Everyone in positions 
of power curators, critics, collectors, the artists themselves 
passed the buck. The artists blamed the dealers, the deal-
ers blamed the collectors, the collectors blamed the critics, 
and so on. We decided to embarrass each group by showing 
their records in public. Those were the first posters we put 
up in the streets of SoHo in New York.

Q. Why are you anonymous? 

Guerrilla Girl1: The art world is a very small place. Of 
course, we were afraid that if we blew the whistle on some of 
its most powerful people, we could kiss off our art careers. 
But mainly, we wanted the focus to be on the issues, not on 
our personalities or our own work.

Source: www.guerrillagirls.com/interview/index.shtml 

1993 – David Avalos, Louis Hock 
and Elizabeth Sisco create Art Rebate
For a commission by the Museum of Contemporary Art, San 
Diego and Centro Cultural de la Raza as part of the La Frontera/
The Border exhibition, these artists used the bulk of their project 
budget to refund $10 bills to 450 undocumented workers along 
the San Diego, California and Mexico border. The project dem-
onstrated the role of illegal immigrants in the national economy. 
Many of those who were given money immediately spent it at 
local businesses. English and Spanish fliers printed by the art-
ists stated, “This $10 bill is part of an art project that intends to 
return tax dollars to taxpayers, particularly ‘undocumented tax-
payers’. The art rebate acknowledges your role as a vital player 
in an economic community indifferent to national borders.” The 
project infuriated many, including Republican California Rep-
resentative Randy (Duke) Cunningham, who called the project 
“outrageous” and wrote the National Endowment for the Arts 
that he could “scarcely imagine a more contemptuous use of 
taxpayers’ hard-earned dollars.”

Source: “Art Dollars for Me, $10 for You, $10 for You,” by Seth 
Mydans. New York Times, August 12, 1993, www.nytimes.
com/1993/08/12/us/art-dollars-for-me-10-for-you-10-for-you.
html 

1993 – Haha opens FLOOD in a      
Chicago storefront
Members of the Chicago-based artist group Haha lost a lot of 
friends to the HIV virus during the AIDS crisis. They were not 
satisfied with how the crisis was being addressed by the gov-
ernment, activists, or artists, and decided to initiate FLOOD. 
Haha’s hugely important (though frequently overlooked) work 
FLOOD was provided as a series of services to others. FLOOD 
had its headquarters in a storefront space in Rogers Park, the 
northernmost neighborhood of Chicago. In the space’s front 
room, the group built a hydroponic garden, which was used to 
grow produce that was then delivered to people living with HIV/
AIDS. Raising food hydroponically kept the produce free of soil-
borne bacteria – some of which could be harmful, if not deadly, 

to people with compromised immune systems. This was at a 
time before protease inhibitors, when medication to treat the 
virus was less effective than today’s generation of antiviral drugs. 
There were raised-bed demonstration gardens outside, in front 
and back. There was a meeting area at the back of the space, 
with racks of informational literature lining one wall. The space 
was used on nearly a daily basis for meetings, raising food, dem-
onstrating growing techniques to children and adult passers-by, 
and hosted many, many conversations with a range of visitors. 
FLOOD lasted for well over three years in several locations.

Source: www.hahahaha.org/projFlood.html

1997 – Conrad Bakker initiates        
Untitled Project
Working under the name Untitled Project, Urbana, Illinois-based 
artist Conrad Bakker uses coarsely carved and painted wood 
simulations of mostly commercially available objects and play-
fully introduces them into a variety of social, institutional, and 
economic spaces. Pricing in Bakker’s replicas is generally ap-
propriate to the price of the original. Replicas of vintage Tupper-
ware were placed on eBay (in the vintage Tupperware sales 
category) at starting prices that mirror the typical prices that 
vintage Tupperware brings. In Untitled Project: GARAGE SALE 
(1997), Bakker used a residential lawn in Grand Rapids, Michi-
gan to present hand-carved replicas of one hundred common 
domestic items on hand-carved tables and desks. For Untitled 
Project: CONSUMER ACTIONS (KMART) (2002), Bakker hand-
copied items for sale in the store, placed them on the shelves 
alongside the source products, took photos of their juxtaposi-
tions and then left the art works to drift. In Untitled Project: MIX-
TAPESWAP (2003), exhibition viewers and others who partici-
pated by mail were invited to exchange a real audio cassette mix 
tape with Bakker for a hand-made replica. For Untitled Project: 
FREE [TV] (2003), Bakker carved and painted a wood copy of 
an existing TV with a “Free” sign taped to its screen and left it in 
the lobby of an art museum. The TV was claimed within twenty 
minutes. In Untitled Project: SIDEWALK ECONOMIES (2005), 
Bakker placed carved and painted replicas of arbitrary debris 
like plastic cups, orange peels, and rubber bands around the 
Mission District of San Francisco and the resulting situations 
were photographed and presented as documentation. For Un-
titled Project: VHS RENTAL [Slacker] (2005), Bakker made thirty-
two wood and paint copies of the Richard Linklater film Slacker 
(made in Austin, Texas) and presented them in a gallery in the 
same city. Viewers could rent the wood tapes for $4 for the first 
three nights. 

Source: www.untitledprojects.com 

1998 – Minerva Cuevas begins 
working as Mejor Vida Corp. (MVC)
Mejor Vida Corp. (Better Life Corporation) is self-described as 
a non-profit corporation that “creates, promotes and distributes 
world wide products and services for free.” One of MVC’s first 
subversive projects was a free international student ID card 
(“The MVC Student ID Card can be used internationally to ob-
tain free or reduced museum admissions, public transportation, 
travel accommodation, other IDs, discounts on airfares, as well 
as many other benefits”). MVC has also made barcode stickers 
that reduce the price of food at supermarket chains like Safeway. 
In a collaboration with various institutions since 2000, MVC 
has provided free letters of recommendation. “Anyone can re-
quest a recommendation letter issued by MVC or institutions 
collaborating with us.” Among the participating institutions 
are: The Gallery Chantal Crousel (Paris, France), The Lisson 
Gallery (London, UK) and Hartware MedienKunstVerein (Ger-
many). MVC projects commonly utilize institutional resources 
and place them into the service of the public, creating generous 
situations that would be unlikely to occur without an artist’s 

intervention. 

Source: www.irational.org/mvc/english.html

2000 – ®™ark starts Mutual Funds
The entity ®™ark is legally defined as “…a brokerage that ben-
efits from ‘limited liability’ just like any other corporation; using 
this principle, ®TMark supports the sabotage (informative al-
teration) of corporate products, from dolls and children’s learn-
ing tools to electronic action games, by channeling funds from 
investors to workers for specific projects grouped into ‘mutual 
funds’.” Mutual Funds was an umbrella for several smaller funds 
for interventionists and activist art projects. Some of these in-
cluded The War Fund, The Intellectual Property Rights Fund, and 
The High Risk Fund. Mutual Funds advanced ®™ark’s goals of 
supporting efforts that used “…non-violent, non-branded tac-
tics primarily aimed at disrupting the political and consumer 
culture through acts of détournement and poetic terrorism.” 
People seeking funds could post their ideas and the community 
that formed around ®™ark could support those ideas through 
donations.

Sources: rtmark.com/funds.html and affinityproject.org/groups/
rtmark.html 

2007 – Collective Foundation issues 
three Collective Grants 
The Collective Foundation (CF) describes itself as “…a research 
and development organization offering services to artists and arts 
organizations. The Collective Foundation focuses on fostering 
mutually beneficial exchange and collective action by designing 
practical structures and utilizing new web-based technologies. 
Ultimately the central concern of the Collective Foundation is 
to serve as an ongoing experimental process and catalyst for 
new ideas. CF proposes ‘bottom-up’ and decentralized forms of 
organization and investigates the formation and distribution of 
resources. This means inventing new forms of funding and new 
ways of working together. Like the Art Workers’ Coalition, who 
proposed pragmatic solutions to problems faced by artists, the 
Collective Foundation seeks alternative operational solutions, 
while reducing the bureaucratic formalities of overhead and ad-
ministration.”
	 In 2007, this San Francisco-based group issued three 
separate $500 grants to artists using a variety of creative fund-
raising strategies. For the Collective Library Grant, Collective 
Foundation solicited donations of 100 art catalogs from ten area 
art spaces that were sold as one Collective Library. Sales of the 
library paid for an artist grant to facilitate research and partici-
pation for a web-based audio project that Collective Foundation 
hosts. Uncirculated or old exhibition catalogs are a very com-
mon surplus item at art spaces. A particularly sweet result of this 
sale was that the library was purchased not by an individual for 
private consumption, but by the San José Institute for Contem-
porary Art, which turned the books into a reading room. 
	 The $500 YBCA Grant drew money from three sep-
arate sources in conjunction with an exhibit that Collective 
Foundation participated in at the Yerba Buena Center for Art 
(YBCA). Memberships sold during the exhibit opening, part of 
the sales from the Co-op Bar (another CF project created with 
artist Steve Lambert), and some of the sales from CF’s printing 
press generated a $500 grant for an artist. The final jurors of the 
grant consisted of YBCA guards. 
	 The $500 Collective Hosting grant generates funds 
from fees paid by artists who host their websites on CF’s web 
server, paying a $100.00 fee into a fund used for grants rather 
than giving it to an internet service provider. Those who pay 
into the fund then become the jurors for the grant.

Source: www.collectivefoundation.org 



ARTISTS
TODAY CAN PRODUCE

THEIR OWN
COLLECTIVE
SECURITY
STATE OF THE UNION
Gregory Sholette

Before an artwork can be exhibited, before it represents or 
refuses to represent anything, before it can be dealt, sold, or 
collected, there come research and planning, gathering tools, 
purchasing materials, and even alerting networks. Whether the 
outcome is an object, document, gesture, or performance, it is, 
obviously, the result of labor. When Nicolas Bourriaud describes 
an artwork as “a dot on a line,” it is this indivisibility of labor 
and result that he seeks to capture. But it is not the “line” that 
museums and collectors covet – it is the “dot,” perhaps most ap-
propriately envisioned as a red sticker. In this near-feral market, 
the artwork has increasingly become the focus, which probably 
explains why so little attention is paid to the conditions of ar-
tistic labor, even among artists themselves. This was not always 
the case. Contrary to the oft-cited canard that artists are too in-
dependent to work together, the United States has a substantial 
history of artistic guilds, unions, associations, and collectives, 
many of which began in the Depression of the 1930s.
	 While some half-million painters, printmakers, mural-
ists, and sculptors found employment through work-relief pro-
grams managed by the Federal Art Project (FAP; a unit of the Works 
Progress Administration), many sought better pay and greater 
job security and challenged race-based discrimination through 
their own independently organized groups. In 1935, the Harlem 

Lippard. At first, the AWC functioned much like a trade union. 
It treated museums, their boards, and their top administrators 
as if they constituted a managerial front for the interests of the 
commercial art world. The group presented a list of thirteen 
demands to the Museum of Modern Art in New York in 1969 
(the following year, these were boiled down to nine and ad-
dressed to “art museums in general”). Among the reforms called 
for was a royalties system by which collectors would pay art-
ists a percentage of profits from the resale of their work. The 
AWC also proposed the creation of a trust fund that would 
provide living artists “stipends, health insurance, help for art-
ists’ dependents and other social benefits”; a levy on the sale 
of work by dead artists would ensure the fund’s endowment. 
The coalition also demanded that museums “should be open on 
two evenings until midnight and admission should be free at all 
times.” Before it disbanded in 1971, the group actively protested 
US military involvement in Southeast Asia, supported striking 
staff at MoMA, and called on museums to set aside exhibition 
space for women, minorities, and artists with no gallery repre-
sentation. However, it is the insistence on free-admission hours 
that remains the AWC’s one concrete, lasting achievement.
	 That said, it is not without irony that artists, critics, 
and intellectuals – then as now a relatively privileged group both 
economically and in terms of education – would identify them-
selves as workers at a time when traditional brick-and-mortar 
industries were disappearing from the very urban centers where 
artists concentrated; low-cost housing, unprecedented income 

Artists Guild pressured the local FAP to hire more African-Amer-
ican artists not only as muralists but also as project supervisors. 
One year later, artist Stuart Davis and other members of the Com-
munist Party launched the American Artists’ Congress, which ag-
itated for a permanent federal arts work program and proposed 
that museums pay rental fees to artists (a demand echoed thirty 
years later by the Art Workers’ Coalition). One member, painter 
Yasuo Kuniyoshi, later presided over the Artists’ Equity Associa-
tion (AEA), which was established during the conservative years 
of postwar “normalization,” when radicals were purged from 
unions, women were fired from factories, and artists began to 
abandon picket lines for their studios. The AEA later split into 
two organizations, both of which continue to press for artists’ 
legal rights and for ethical business practices among dealers. 
	 It was not until the years of the “Great Refusal,” as 
Herbert Marcuse described the ’60s and ’70s, that artists again 
took up militant self-organizing, often identifying with a blue-
collar workforce already coming under pressure to accept pen-
sion cuts and disband unions. In January 1969, a group of 
artists and critics that included Vassilakis Takis from Greece, 
Hans Haacke from Germany, Wen-Ying Tsai from China, and 
Tom Lloyd, Willoughby Sharp, and John Perreault from the 
United States established the Art Workers’ Coalition (AWC). 
The coalition quickly drew several hundred people to its open-
door meetings, among them familiar names such as Carl Andre, 
Benny Andrews, Gregory Battcock, Lee Lozano, and Lucy
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of the art market.” But while a glut of artists is nothing new, 
remember that art is one economy where excess product does 
not lower prices; it only lowers labor costs. A recent study by 
the RAND Corporation reveals the widening gap between the 
few who do succeed and the many not sharing in the tumescent 
wealth of today’s global art world. This may relate to another 
labor stratification in the art world that separates “thinkers” 
from “makers” – the former tend to employ the latter, typi-
cally graduates of schools where nonconceptual skills such as 
painting, printing, welding, and casting are still emphasized.
	 The artist as laborer has become the artist as entrepre-
neur – a free agent, like other “creative” workers, scrambling to 
wind up on the right side of the ever-widening have/have-not 
divide. Accordingly, like workers in other fields made precari-
ous by deregulation, most artists in search of greater financial 
security are now bypassing collective organizing for private 
market mechanisms such as Artist Pension Trust (APT). Created 
in 2004 – by technology entrepreneur Moti Shniberg, Dan Galai 
(onetime accomplice of the late economist Milton Friedman, fa-
ther of Reaganomics), and David A. Ross (former SF MoMA and 
Whitney Museum of American Art director, and soon to head a 
New York branch of London’s Albion Gallery) – APT has opened 
offices not only in New York, Los Angeles, London, and Berlin 
but also in the budding art-market centers of Dubai, Mumbai, 
Beijing, and Mexico City. The fund’s goal is to collateralize the 
chronic insecurity of art professionals by enlisting artists – gen-
erally those who have already achieved a certain level of market 
success – to invest some of their work “alongside a community 
of select artists, thereby providing a uniquely diversified, alter-
native income stream.” In theory, it will take only a few super-
stars to emerge from this cluster of investors for all the share-
holders to enhance their economic security. Sounding more like 
an old-fashioned WPA reformer than a neoliberal entrepreneur, 
Ross insists APT is “a way to take advantage of the capitalistic 
nature of the market and mix in a healthy dose of socialism to 
create a hybrid form.” But real autonomy depends on organizing 
not only the workers in the office but also those on the loading 
docks – consider the economic significance of those artists who 
invisibly help make the art world work; no doubt New Deal art-
ists, as well as those of the Great Society, grasped this. Perhaps 
by gleaning what is most useful from the past, artists today can 
produce their own collective security. They have much to gain 
and nothing to lose except their own precarity.

© Artforum, April 2008, “State of the Union,” by Gregory 
Sholette

parity, and the social safety net of the now-extinct liberal wel-
fare state also made political organizing less of a threat to one’s 
livelihood. But as we well know, the conservative “revolution” of 
Reagan and Thatcher soon followed. After experimenting with 
ideas, politics, unions, and other not-so-marketable practices, 
artists began to paint again. As critic Craig Owens commented 
at the time, East Village artists of the ’80s surrendered them-
selves “to the means-end rationality of the marketplace,” while 
mimicking the subaltern culture they were helping to displace. 
Nevertheless, some artists continued to self-organize for greater 
equity at a time of rapid defunding of the public sphere through 
targeted cuts in nonmilitary state expenditures. Calls for eco-
nomic justice were most explicit in the Guerrilla Girls’ agitprop 
street campaigns, but collectives such as Carnival Knowledge, 
Group Material, Political Art Documentation/Distribution, Pa-
per Tiger Television, and Gran Fury, to name only a few, helped 
make manifest an otherwise hidden force of social production 
that was not visible to most in the art world. In some cases, this 
missing cultural mass included nonprofessionals such as street 
artists, political activists, and even porn stars. 
	 This collapsing of formal and informal modes of cul-
tural production has since inched steadily closer to the main-
stream art world. Which, of course, raises the question: What 
constitutes artistic production when artists abandon traditional 
craft skills to include the work of amateurs, incorporate mass-
produced images and objects, or outsource the making of the 
work itself? Marx believed that artistic production is the in-
evitable outcome of an artistic nature, but the introduction of 
collage, montage, productivism, appropriation, conceptual art, 
and, most of all, the readymade has greatly upset this tidy as-
sessment. The de-skilling of art has its corollary in the rise of 
digital technologies that allow even laptop-toting preteens to 
turn out sophisticated-looking aesthetic products. 
	 Further complicating the current status of artistic pro-
duction is the 180-degree shift in the profile of the artist, from 
marginal outcast to a fetish figure for the “creative,” networked 
economy. Cultural critics from Luc Boltanski and Eve Chiapello 
to Brian Holmes have analyzed how ’90s-era business manag-
ers and policy makers absorbed the desire for autonomy writ 
large by the artistic demands of ’60s counterculture to transform 
the workplace into a softer, less hierarchical, and ultimately 
more flexible form of social control. The new spirit of capital-
ism calls on all of us to think like an artist: outside the box.
	 Yet despite this alleged upgrade in status, the major-
ity of artists continue to lead a precarious existence, especially 
in those countries where the state has ceased to mediate be-
tween the well-being of the working population and the needs 
of the corporate sector. Widespread de-regulation has certainly 
increased prosperity for a few, but it provides no substantial 
“trickle-down” advantage for the many – not in China, India, 
Eastern Europe, the United Kingdom, or the United States, and 
not within the contemporary art world, a notoriously unregu-
lated market. Even relatively successful artists must cope with 
constantly shifting employment, global transit (from biennial to 
fair to biennial), and tireless networking and self-promotion, 
which may be the real reason artists are hailed as the prototype 
of the knowledge proletariat. 
	 If even those artists at the top end of the food chain 
struggle for more equitable treatment, then what becomes of 
the invisible tens of thousands whose production seems more 
or less superfluous? On graduation from art school, the newly 
minted artist enters a world of unaffordable health care, stu-
dio space pushed to the margins by gentrification, a scarcity of 
full-time teaching positions, and part-time adjunct work that is 
typically bereft of benefits and lean on wages. All these factors 
have contributed to poverty rates among artists in the US that, 
according to sociologist Pierre-Michel Menger, are “higher than 
those for all other professional and technical workers.” And 
yet the siren song of the information economy insists that you, 
too, can prosper from your inner creativity, perhaps helping to 
explain why enrollment in art schools continues to increase, 
duly augmenting the oversupply of labor that art historian 
Carol Duncan perceptively described as “the normal condition 

THOUGHTS ON 
STANDARDIZING 
FAIR ARTISTS’ 
LECTURE FEES 
Harrell Fletcher
I started doing lectures about my work at various schools and 
institutions over a decade ago. One thing that became clear 
right away was that there are no regulations to standardize the 
fees that you are paid for a lecture; some places offered me very 
little, others paid me far more than I thought the lecture was 
worth. On top of the fees, some places cover travel, hotel, and 
sometimes a per diem, while others don’t. When I was getting 
started I was happy to have a chance to talk about my work 
pretty much anywhere so I took almost every offer I got and 
didn’t mention the inconsistencies I was running across. Later 
on I decided to come up with a minimum lecture fee, which was 
not only helpful financially, but also limited my travel, which 
appealed to me after my daughter showed up and I wanted to 
spend more time with her. 
	 I found out that in Canada they have government 
standards for artist’s fees. The non-profit that administers the 
program is called CARFAC (www.carfac.ca). They make sure 
that any arts organization that gets government funding pro-
vides adequate artists fees to artists for doing shows, lectures, 
workshops, etc. Even when I participate in a group show in 
Canada I get a small check in the mail for participating. Obvi-
ously, that’s not the way it works in the US, but for several years 
I’ve thought that it would be a good idea to at least make a 
website that lists suggested minimum fees for US arts organiza-
tions to use when paying artists. What I’d like to do is survey 
artists and organizations and find out the fees that that they 
have been paid and pay for various services, and then from that 
information come up with a set of standards. That way when 
an artist is being asked to do a lecture they can just refer to the 
website to find out what they should be getting paid. If that isn’t 
the amount they are being offered they can let the organization 
know that they are paying below the minimum and need to 
alter their payment amounts. Maybe at some point I’ll actually 
get around to putting the website together. If anyone wants to 
help, let me know.
	 Another related issue is that the art world is such a 
winner take all, capitalist, star system that arts organizations are 
willing to pay large amounts for “art star” types, while offering 
lesser known artists smaller fees or expecting them to perform 
services for free. In my own little way I have been attempting 
to challenge this with a lecture series that I organize with my 
graduate students at Portland State University. We have been 
doing the series for four years now, and right from the start I 
decided that all lecturers, regardless of art world status, would 
be paid the same amount to do a lecture. In the past we have 
had about twenty-five public lectures a year, one almost every 
Monday night of the school year. The grad students have a big 
hand in selecting the lecturers and organizing their visits. In the 
beginning, all of the lecturers were paid $500, and if they were 
coming from out of the area, their travel and two nights at a 
hotel were also covered. This last year I was able to increase the 
fee amounts for the out of towners – $750 if they were coming 
from outside of the Oregon/Washington region but were still in 
a Western State and $1000 if they lived further away than that. 
Once again the prices stayed the same for big shots and more 
obscure people; the increase was only based on the distance 
traveled and the time and hassle that requires. When asking 
someone to do a lecture at PSU we let them know the general 
fee structure to make all of that as transparent as possible. So 
far running the lecture series in this way has worked out well, 
and we have been able to host dozens and dozens of amazing 
lectures. For some lecturers the fee is smaller than what they 
normally receive, for others it is a great amount of money, but 
either way I feel like it is a decent and fair payment for 
the service they are providing. 



In March 2009, Red Emma’s (a worker-owned and democrati-
cally managed bookstore and coffeehouse), the Baltimore De-
velopment Cooperative (an artist group) and the Indypendent 
Reader (a free quarterly newspaper) co-organized a conference 
in Baltimore called “The City from Below.” Our motivation for 
the conference came out of our own organizing experience and 
a shared recognition that the city is increasingly the space in 
which all of our diverse struggles for social justice – for afford-
able housing, environmental justice, prison abolition, living 
wages, food security, decent public education – have the poten-
tial to come together and form something greater. As the finan-
cial crisis played out in the national news and in the spectacle of 
legislative action, we felt an urgent need to highlight grassroots 
responses to the crisis, including challenges to foreclosures, and 
to use the moment as an opportunity to promote an alternative 
vision of urban democracy: one in which the city’s inhabitants 
themselves directly control the way the city works and how it 
grows – not by electing a mayor or a council person once every 
few years, but by actively participating in a thriving fabric of lo-
cally controlled projects and initiatives which build and manage 
the urban environment.
	 From the start, we worked under the assumption 
that “another conference was possible.” We wanted to organize 
something that wouldn’t solely consist of academics detached 
from – and above – social movements, talking to each other and 
at a passive audience. Instead, we envisioned a conference “from 
below,” where social movements set the agenda and where some 
of the most inspiring campaigns and projects on the frontlines 
of the fight for the right to the city (community anti-gentrifi-
cation groups, homeless advocacy groups, transit rights activ-
ists, tenant unions, sex worker’s rights advocates, prison reform 
groups) would not just be represented, but would concretely 
benefit from the alliances they built and the knowledge they 
gained by attending. At the same time, we wanted to produc-
tively engage those within the academic system, as well as art-
ists, journalists and other researchers to produce a space where 
academics and practitioners could listen to each other and share 
their theoretical analysis and practical experiences. Locally, we 
consulted with social justice organizations in Baltimore as a part 
of the conference organizing process, in particular building a 
strong partnership with the United Workers as they ramped up 
the organizing for their own major event, the B’More Fair and 
Human Rights Zone March on the Inner Harbor. We prioritized 
inviting and funding the travel for groups that were working at 
the grassroots level in radical ways to address urban injustice, 
getting folks like Miami’s Take Back the Land, NYC’s Picture the 
Homeless, and Boston’s City Life/Vida Urbana to Baltimore for 
the conference.
	 Significantly, the entire event was organized indepen-
dently with no financial support from universities or big grant-
makers, relying instead on the power and energy within our own 
social movement networks. This was accomplished by holding 
several fundraisers, getting small donations from supporters, re-
questing pre-registration fees, inviting local artists and several 
members of the Justseeds Artist Cooperative to design posters 
and donate artwork, asking supporters with positions at univer-
sities to leverage their access to video equipment, and relying on 
our amazing network of friends to volunteer their time and la-
bor to provide everything from a free child-care program, Span-
ish translation, video documentation, web design, catered meals 
and housing for folks from out of town. In addition, none of this 
would have been possible without 2640, the cooperatively run 
events space that hosted the event. While there are many things 
we could have done better, overall we felt we did a good job of 
living up to the Zapatista slogan from which we drew part of the 
conference title – “from below and to the left” – a description of 

REPORT ON THE CITY 
FROM BELOW
Scott Berzofsky and John Duda 
For The City From Below Organizers

a 
poli-
tics which 
starts from the 
bottom-up, in which 
the process of figuring out 
where we’re going and how 
we’re getting there is a dialogue, an 
experiment and a conversation in which we 
listen to each other and decide on our goals, our 
strategy, and our tactics together.
	 The response we received to our calls for par-
ticipation (more proposals than we could accommodate in a 
packed three-day program) confirmed our initial assumption 
that there was indeed something productive about using “the 
city” as a way to think and act on a multiplicity of political con-
cerns in a shared framework. As capitalism tries to give itself a 
green makeover, thinking about urban sustainability reveals the 
unavoidable connections between food supplies, public spaces, 
common lands, and inexcusable inequalities based in race and 
class divisions. Thinking about art in the city leads you to think 
about the role that artists play in gentrification, and drives 

groups, 
like Brook-

lyn’s Not An Al-
ternative, to work out 

ways that cultural producers 
can involve themselves instead in 

urban social justice struggles. Thinking 
about social movements in the city leads you to 

think about how they communicate, what stories they 
tell themselves and others, how they preserve and transmit 

their own history and how they use media to agitate and or-
ganize. Thinking about the millions of people in prison in the 
U.S. makes you connect the dots between a crumbling econo-
my, institutionalized racism, and the militarized approach to 
policing exemplified by the “War on Drugs.”  The City From 
Below was broad enough of a platform to bring together in-
surgent urban planners and designers with the members of a 
social movement mobilizing shack-dwellers and other dispos-
sessed communities to fight displacement and evictions in the 
wake of post-Apartheid South Africa’s enthusiastic embrace of 
neoliberal development policies, and at the same time, focused
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MICRO GRANTING
FROM THE BOTTOM UP
InCUBATE
Who We Are
	 InCUBATE stands for the Institute for Community 
Understanding Between Art and the Everyday. We’re dedi-
cated to exploring and documenting experimental approaches 
to arts administration and arts funding. InCUBATE is an open 
platform where we can openly question how the art world 
actually works and what possible directions it could conceiv-
ably take. Our main focus has been to address the lack of re-
sources for artists operating outside the boundaries of insti-
tutional and market support and experiment with possible 
solutions. We are a research group. We produce exhibitions.

enough that a real conversation, productive for all parties in-
volved, might just take place.        
	 Perhaps nowhere was this ability of “the city” to draw 
together multiple strands of struggle and resistance into con-
crete problems and potential new avenues of collective action 
more apparent than in the multiple presentations which dealt 
with the impact of the current economic crisis on the city. While 
at the national level the crisis plays out in the stratosphere of 
financial capital, with bailouts and bankers, the effects in the 
city are much more real. While fictitious assets vanish from the 
corporate balance sheets, real homes disappear as families are 
foreclosed on, real public infrastructure crumbles as budgets 
are slashed. Formulating an appropriate radical response to 
the crisis from below was a major concern of many who pre-
sented at the conference – how does a community stop foreclo-
sures through direct action? How can foreclosed or abandoned 
properties be reappropriated to provide housing for those who 
need it?  How do we build communities of care and sustain-
able food systems that provide what we all need to live, out-
side of disastrously unstable (and fundamentally exploitative) 
globalized financial systems? The economic crisis is not just 
an aberration, but points towards serious contradictions in the 
capitalist system – built on the creation of speculative wealth 
and the transfer of power away from the people who have to 
suffer the consequences. This is perhaps no where more evi-
dent than in the city, where the prevailing model of develop-
ment “from above” and for the benefit of the already privileged 
has used imaginary property values to replace neighborhoods 
with condominiums, to subsidize private projects like hotels 
and casinos instead of public projects like schools and hospi-
tals. The bursting of the housing bubble and the domino ef-
fect bringing down banks and insurance companies is just a 
symptom of the real crisis: an economy of privatization and dis-
possession, undemocratic to the core, which puts the markets 
and profit first and the real needs of people a distant second.  
	 Perhaps the most inspiring thing about The City From 
Below was the way in which one could see, in the various over-
lapping initiatives and struggles represented at the conference, 
the glimmers of an appropriate response. This response is one 
which contests the dominance of private property and private 
interests in directing urban development, which asserts the 
right of the city’s inhabitants to housing, food, and above all to 
dignity, and which reimagines urban space as a site of collective 
experimentation and the construction of alternatives rather than 
a territory to be controlled and managed. And this response, the 
outlines of which the conference helped us see, is to be con-
structed out of what makes the city beautiful – not politicians 
and bureaucrats or speculators and developers, but people liv-
ing together,  learning from each other, sharing spaces, working 
and fighting side by side, building a future together. It is a vision 
not only of a more just and equitable city, but of the reinvention 
of urban democracy that it would take to make such a city real.

We run a residency program. We co-manage a storefront, and 
we put on public programs on our own and with others.
	 InCUBATE is a learning tool to figure out how and 
why institutions function the way they do, who the people in-
volved are, and what interests they serve. We want to learn by 
doing. How can we participate in artist-run culture as it exists 
beyond analyzing and historicizing its practices? What does col-
laboration between administrators and artists look like when 
institutional authority is called into question? We aren’t experts. 
Our process is directly dependent on a gradually accumulating 
group of people who want to be involved in collectively pooling 
resources, sharing histories on what’s already been done, and 
imagining the conditions for an ethical and critical art world 
that would support its constituents. It’s built upon social rela-
tionships that have to develop over time.
	 InCUBATE does not have non-profit status. Instead 
we are interested in developing work patterns that are capable 
of circumventing many of the commonly held truisms of non-
profit management, especially the incessant desire for organiza-
tional growth and the notion that institutional success can and 
should be measured quantitatively. While exploring our own 
process of becoming a research institute, we become a resource 
for others by generating and sharing a new vocabulary of practi-
cal solutions to the everyday problems of producing under-the-
radar culture. 

Projects We Do
	 Sunday Soup Brunch started because we were engaged 
with these abstract ideas about funding but wanted to figure 
out a way to address them practically. One Sunday a month, we 
invite people to the storefront space we share for a meal based 
around soup. Guest chefs cook simple soups using local ingre-
dients (when possible). We supplement this with side dishes 
and dessert. The meal is sold for $10 per person. All the income 
from that meal, after ingredient reimbursement, is given as a 
grant to support a creative project. We accept grant applications 
up until the day of the meal; everyone who purchases soup that 
day gets one vote to determine who receives the grant.
	 Sunday Soup Brunch is explicitly functional as a way 
of generating independent funding for cultural producers, 
and implicitly critical because it contributes to a conversation 
about the availability and distribution of resources within the 
mainstream arts establishment. In an environment where gov-
ernmental support for experimental art practice is minimal at 
best and private support is dictated by the values and priorities 
of granting foundations, corporations, and wealthy individuals 
whose motives are often anything but disinterested, innovative 
and potentially controversial work is compromised in order to 
fit within categories deemed “fundable.”
	 While raising money, Sunday Soup Brunch also serves 
as a way to build a network of support that reaches beyond 
purely monetary assistance. Guest chefs organize presentations 
and lead discussions after the meal. We like to think of it as

an open platform to discuss ongoing projects with new audi-
ences, meet new collaborators, and share ways of working as 
well as being a lively social space centered on the pleasures 
of eating with others as well. The project also integrates with 
our other activities in that often our residents cook soup or 
present their work and also apply for the grant itself.  It has 
also allowed us to fund the projects of fellow travelers like 
Gabriel Saloman’s Spartacus School of Passing Time, Geraldine 
Juarez’ Tanda Foundation, and Joseph Del Pesco’s Black Mar-
ket Type project. Presentations have taken the form of an art 
historical lecture by critic Lori Waxman on walking as an aes-
thetic practice, a meal by San Francisco underground restau-
rant chef Leif Hedendal, and Marc Moscato from Portland who 
screened his documentary about Chicago’s Dill Pickle Club 
and spoke about the accompanying exhibition at Mess Hall.
	 Sunday Soup Brunch has been taken up and repurposed 
as a model in various cities around the world. In Portland, Katy 
Asher, Ariana Jacob and Amber Bell have started Portland Stock. 
So far they’ve held two events and given away over $700.  In 
Newcastle, former InCUBATE resident Michael Mulvihill has 
started Saturday Soup at Waygood, an organization that houses 
collectively run artists studios.  In New York City, a group called 
FEAST began a similar granting project last winter and has al-
ready given away $6,000 to eleven grantees. Although Sunday 
Soup is rooted in the local, its framework is easily adaptable to 
different contexts and situations. It’s exciting for us to see the 
Sunday Soup model prove successful in such different contexts.        
	 The questions InCUBATE asks through the framework 
of the Sunday Soup Grant Program are meant to be pointed and 
challenging so that this inquiry extends beyond the rhetorical 
basis for our program model. We imagine the project as a much-
needed and necessarily local gathering space to begin talking 
about the kinds of alternative economies we want to create, 
both on the macro- and micro-scale. We want to actively exam-
ine the ways in which we are implicated and accountable within 
the economies of culture. So we find ourselves concerned with 
keeping our own miniature economy functional, but also con-
templating economies of scale. We are faced with the questions: 
How do we bridge scales? How do we operate locally, within 
our own network and simultaneously puncture its borders? 
            Our newest project is the Artist Run Credit League 
(ARCL), a rotating credit association for artist-run spaces in 
Chicago. The ARCL format is derived from that of the tanda, a 
monetary practice formed by a core of participants who agree 
to make regular contributions to a fund, which is given to each 
contributor in rotation. It basically acts as a collective savings 
account and micro-credit line, which is based on a mutual trust 
amongst the members and a shared faith in the value of keeping 
the community networked. Members can swap out the months 
that they will receive their credit based on their programming 
needs. They are also required to throw one fundraiser per cred-
it-cycle that will raise at least $200 dollars, the collective sum 
of which gets distributed equally to all members on a 
quarterly basis. Besides the participation of individual



in order for these new forms to have any real political currency, 
they need to be developed through a group process, creating al-
liances between artists and non-artists that are animated within 
particular contexts of power. Though InCUBATE is far from be-
ing an authority in creating credit associations, there are plenty 
of fundraising specialists from disciplines outside the art con-
text who are willing to share their knowledge and experiences 
about how to combine traditional organizational models with 
more experimental approaches for social justice and grassroots 
causes. We would like to learn from them and hopefully they 
have something to learn from us. The language we are building 
addresses the distribution of resources within the art-world that 
we hope extends beyond the art context. It’s a means of learning 
how to operate in the world as it exists, but also imagining what 
a radical administration practice could do.   
	 Projects of ours like the ARCL Memorandum of Un-
derstanding and Sunday Soup Brunch create a forum to reflect on 
infrastructures that affect artists and cultural workers’ lives and 
practices. For us, posing them as a public set of questions is a 
means to figure out how we want to operate and to share strate-
gies with artists already negotiating their own choices. We try 
to treat arts administration as something other than an expert 
process, one that incorporates experiential learning. Hopefully, 
by bringing people in on this conversation with us, we can think 
through what a supportive infrastructure might be that we feel 
good about participating in.

members, the league is also structured to accept tax-deductible 
contributions from outside donors wishing to support the entire 
community as a whole. We hope that artist-run spaces, by be-
ing mutually invested in the fund itself, will have an interest in 
attending each other’s fundraisers and building the community 
of participants outwards. The fund will accrue value the more

the community invests in its well-being, meaning that it will 
become a sustainable model based on the group’s level of com-
mitment to making it work. In essence, it is an experimental 
community bank in which artist-run spaces can have a platform 
for sharing resources and discuss creative fundraising tools.
            We don’t have any idea if this project is going to work, but

THINK BIG, 
ACT SMALL
Linda Frye Burnham
After thirty years in the alternative art business, my husband/
collaborator Steven Durland and I have come up with the per-
fect insurance against recessions and meltdowns: stay as small 
as possible. 
	 Steven and I co-direct a nonprofit organization called 
Art in the Public Interest (API), the only project of which is a 
huge web site, the Community Arts Network. It’s a portal into 
the world of community-based arts – artists and communities 
collaborating together, sometimes for “social change.” After the 
experience of creating four nonprofits (founding, respectively, 
a magazine, an arts complex, a performance space and a Web 
site), we now find ourselves with the smallest board (four) and 
the smallest staff (two) in our history.  Sailing into our golden 
years, we have few material goods to show for it, but we did 
what we wanted to do and we are proud to say it.
	 Like many of our peers, we spent the last thirty years 
trying to think outside the box while learning on the fly how 
the box actually works. That meant putting aside writing and 
art making and learning a perfunctory version of arts adminis-
tration, business management and development. While we ac-
complished a great deal, we were, as they say, making the road 
by walking. There were a lot of peak experiences, but they came 
with large helpings of bewilderment, anxiety and sleep depriva-
tion.  When it came down to creating API and CAN, our most 
recent manifestation, in 1999, we decided to design our jobs 
around our strengths instead of challenging ourselves to learn a 
raft of new skills.  
	 For CAN, we wear hats so numerous they are un-
countable, but I am essentially the wordmaster and Steve is the 
webmaster.  We’ve managed, in the last ten years, to help build 
an emerging field and stuff the CAN site with more than 10,000 
pages of news, critical writing, profiles, case studies, dialogues, 
field reports and interactivity – all on $100,000 a year. And we 
were even able to pay freelance writers, something that is rare in 
the arts and on the web. This was only possible if we left California 
and its ludicrously sky-high cost of living, and moved to North 
Carolina, where we inhabit in a cozy singlewide mobile home 
and a yurt on twenty-eight wild and glorious acres of woodland 
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9. InCUBATE Chicago (Chicago) | $1000/month | Experimental 
research institute 
10. SuperFRONT (NYC) | $1200/month rent | Dance/architec-
ture collaborative residency 
11. Blackstone Bicycle Works and Backstory Café (Chicago) | 
Creative organizations housed at the Experimental Station in 
Chicago

with wireless broadband.  We brought with us connections to 
a diverse, global network of people who are still grinding away 
out there, stretching the envelope, brainstorming outside the 
box, teetering on the cutting edge and staying in touch with 
us. When it’s necessary or desirable to see what’s up, we fly the 
redeye out of RDU, thirty-five minutes away. What we have is 
not much, but it’s all paid off.
	 CAN receives up to 70,000 visits a month, about ten 
times the number of people we were ever able to reach in the 
past. We know from an outside assessment that CAN is being 
widely used as a reference tool, a source of news and a treasure 
trove for curriculum builders.  Yes, it needs constant gardening, 
and yes, it always needs a technical upgrade, and no, there’s no 
earned income. So it’s not perfect and it doesn’t run by itself. 
But we can do it, partly because “stay small” is in our mission 
statement. We just have to resist the opportunity to “build ca-
pacity.”
	 For advice, I leave you with two bromides: Follow 
Your Bliss (that means pay attention to what gives you healthy 
energy) and Do Better What You Do Best (my father’s family 
motto). And don’t let the bastards get you down.

Linda Frye Burnham is a writer who founded High Performance 
magazine and traded editing stints with visual artist Steven Durland 
throughout the magazine’s history (1978-1998). She co-founded the 
18th Street Arts Complex and Highways Performance Space in Santa 
Monica, Calif. in the ‘80s; Art in the Public Interest in North Carolina 
in the ‘90s; and the Community Arts Network on the WWW. She and 
Durland were wed in 1994. They live in Saxapahaw, N.C.

without worrying about our basic needs. Here at the IAA we 
think this is possible, but only by knowing more about your 
community and participating with it.
	 To start this process, we propose the setup of Regional 
Research Stations across the country, an extension of the Insti-
tute in your backyard or maybe in a tree house or a vacant room. 
We imagine each Station providing a central node for collabora-
tive research to help cultivate your idea for the future. The only 
thing we require is providing your station with lots of tea and 
beverage options in general. Maybe also some beautiful vessels 
to drink the beverages in. 
	 In exploring your community’s identity we hope that 
potentials for collaborative exchange, new forms of learning and 
economic possibilities begin to manifest both locally and region-
ally. We’ve prepared a guide for you to check out online and are 
always looking for new faculty to have tea with! Research with 
us by visiting: www.applied-aesthetics.org/researchstation

Research for the Future:
In 2009 we did some research that fell into a file we call “Ar-
tiscycle”. The following are some important field notes from in-
dependent art spaces, groups and organizations we’ve profiled 
in the United States that make us happy. You can find full re-
ports at www.artiscycle.net

1. Center for Urban Pedagogy (NYC) | $600k/year | Non-profit
2. Hester Street Collaborative (NYC) | $750k/year | Non-profit 
partnership with Leroy Street Studio | Developing opensource 
civic engagement tool “Parks for People”
3. Space 1026 (Philadelphia)  | $2500/month for rent | Artist 
group that runs a space
4. Elsewhere Artist Collaborative (Greensboro, NC)  | $30k/year 
| Non-profit and living museum
5. Phil Mechanic Studio (Asheville, NC) | LLC and non-profit 
partnership with Blueridge Biofuels and Flood Gallery 
6. Everett Station Lofts (Portland)  | $500/month subsidized by 
Artspace Projects, Inc. | Gallery and living space
7. Wowhaus Residency (Occidental, CA) | $800-900/month ne-
gotiable with labor assistance 
8. Third Root (NYC) | $4000/ month (avg.) profit | Workers co-
operative | Alternative health clinic and community space

A FIELD GUIDE FOR 
THE FUTURE:
INTRODUCING THE 
INSTITUTE FOR 
APPLIED AESTHETICS
Chris Kennedy
The Institute for Applied Aesthetics (IAA) is a community of 
artists and educators who share a love of making worksheets for 
life and field guides for the future. We started the Institute in 
2007 with a belief that the future of artist communities depends 
on a new understanding of “education”; one that explores learn-
ing as an integral part of artistic practice and everyday social 
process. Here we want to share with you one idea we have for 
the future of the Institute and some ongoing research we hope 
you will be a part of.

An Idea for the Future
The IAA secretly wants to be a consulting agency with men in 
business suits and money on the table. A consulting agency that 
will fund a new kind of research institution where artists can 
make money and work on collaborative projects.
	 We want to have a physical space, with a table, a com-
puter and some chairs. We will create a job board and invite 
artists to sign up and take the job they can do best. We will 
also invite them to incubate projects and teach and learn at the 
Institute. Not really like a skill share or gift-economy attempt, 
but more like a consultancy that will charge people money for 
services provided. The money will be used by the artist to buy 
food and housing. But maybe sometimes local honey or expen-
sive wood to make a beautiful table. 
	 We imagine the Institute occupying a storefront space 
that will actually flip open, where we will re-work the physical 
façade when we think it’s needed. Our first idea is to create a 
vertical garden on the front of the building where the public can 
snip their own salads and then come in and eat with us. 
	 Our intention is to share something long-term with 
each other; a community that allows us to do what we love 

PERSONAL 
ECONOMY
by Tim Kerr
If you are doing any sort of self-expression 
solely to make money, I think you will be dis-
appointed. Don’t get me wrong. I am not go-
ing to turn down money, but that is not why I 
do what I do. I, for one, do not want to have 
money be a factor in why or why not I choose 
to do something. Yes, I have been paid for mu-
sic and art but it has never paid my bills. I have 
worked at the University Of Texas Libraries 
since 1978 and that’s my income. I have to say 
that after spending last year (2008) applying 
for grants, it’s a sad state of affairs in the US 
when it comes to funding any sort of self-ex-
pression project, especially when you look at 
the opportunities artists have in Europe. But 
then again, why are you doing this? If its be-
cause it’s something that you have to do like 
breathing, you will do it no matter. And no 
matter, I always seem to rely on Do It 
Yourself.



Since I graduated from art school things have gone 
pretty well. I’ve found interesting people to col-
laborate with, my friends with crappy part-time 
jobs have invited me to come to speak to their 
college classes (for pay ranging from $50-$500) 
even though they know my lame ass cannot re-
turn the favor, and I’ve developed my skills as an 
arts writer, editor, event planner, and administra-
tor to a point where sometimes people pay me to 
do these things.
	 Now I should state that I don’t necessar-
ily feel I should be payed more money for doing 
these things. My ideas are very rough and under-
developed. Even though I have pretty decent fol-
low-through, most of the time I am winging it. I 
put out publications and press releases with glar-
ing typos. And when I am managing a budget that 
involves paying others, I almost always combine 
the budget with favors, unpaid assistance, and 
other approaches to stretching small budgets su-
per-far by basically exploiting peoples’ labor. And 
I do so in the most friendly and respectful way 
possible. I promise.
	 The shitty part is this: while I am trying 
to exploit friends, interns, and nice people with a 
smile on my face and a genuine commitment to 
producing interesting, provocative and challeng-
ing culture ... there are people who ARE PAID rel-
atively well to do similar kinds of labor but they 
do it with a bad attitude, poor follow-through, 
with lame ideas, and treating people as sucky as 
possible all along the way.
	 And while this may get under my skin, I 
still don’t have an expectation that I SHOULD be 
paid better to do what I do.
	 Because A) we do not operate in a meri-
tocracy or a friendlyocracy; B) without some sort 
of social-democratic or socialist system or truly 
autonomous self-organization (hard to achieve in 
this complex society) in place, then our solutions 
will always just be band-aids on a broken way of 
organizing our lives (with art being a small part 
of that); and C) the art institutions and the arts-
finance-complexes we love to hate thrive on ex-
ploitation and competition. So I don’t expect that 
people who are higher up the totem pole will mag-
ically disappear and then all the “ethical” artists 
and administrators will replace them. Because I 
think that if that happened then everyone in those 
positions would be faced with the same dilemma: 
in a system in which culture is simultaneously so 
integral to the capitalist economy and also de-pri-
oritized as a “public good” then the harsh market 
itself is the strongest entity organizing culture. 

PERSONAL 
ECONOMY
by Anonymous

And with that being the case, I don’t expect that 
my hardworking ass or anyone else’s hardworking 
asses are going to get what’s fair just because we 
ask, or we work hard, or we deserve it. Because 
if an abstract, profit-hungry, labor exploiting, and 
culture-savvy free-market capitalism can get me to 
bend over backwards and get me to get other peo-
ple to do the same, then why would it stop? That 
is a remarkable achievement. Getting people who 
know better to still bend over backwards in order 
to please the market.
	 So I can make all the “good” culture I 
want. And others can make all the “lame” culture 
they want. But if we keep playing into the same 
logic then how will it ever stop? Asking for ex-
tra pay or more fairness in a system that wouldn’t 
work without exploitation is the same thing as 
factory workers in the US asking for better pay 
and forgetting about the people in other countries 
who get exploited in the end after the jobs are off-
shored. We must look at these things in a holistic 
and integrated manner - not just look for better 
compensation from a broken system. Our work as 
radical artists must be to understand and to ad-
dress the root causes of ours and everyone else’s 
oppression. Our radical art should make sense 
of and interpret the root causes of the economic 
and cultural logics that structure our lives and 
imaginations.

Space, time, and culture operate under neo-liberal capitalism 
today and its effects are quite measurable. When people can’t af-
ford rent. When people tell me they have no time. When people 
are competing against each other to make more cultural proj-
ects. When these things happen we begin to see that, yes, in 
fact, we are all under the gun of capitalism. We can see it with 
our eyes.
	 Infrastructures produce meaning in the world and 
when they can’t afford to exist, that type of meaning disappears 
with them. As cities become more expensive and the privatiza-
tion of city centers a general urban planning rule of thumb, we 
find an equal privatization of collective imagination. In an age 
of cultural production under capitalism, contrary to Mao, the
worse things get, the more conservative people get. Specifically 
thinking of the art community, the evaporation of alternative 
models that resist capitalism and authoritarianism makes the 
collective imagination think in a limited manner.
	 It is without coincidence that cities without substan-
tial art economies have less presence in the mechanisms of mass 
media, but have substantially less invested in the capitalist econ-
omy of meaning production.  The more affordable a city (when 
artists and activists can retain space), we find more potential 
for resistant models. When people have time – as in countries 
with either a social welfare system or a tradition of anti-work 
– the more actively engaged the public sphere. When culture is 
not for sale, people share it easily. These forces are not abstract. 
They are physical. They are on us. There must be a collective 
effort to dismantle the coercive conservatism that this fighting 
over the scraps form of cultural participation has gotten us in. 
We must take back space. We must make time. We must share 
our cultural productions. There must be an accounting of space, 
time and culture in anti-capitalist, anti-authoritarian terms.

UNDER THE GUN
Nato Thompson
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JUSTSEEDS:  
COLLECTIVISM IN A 
CULTURE MACHINE
Dan S. Wang
The artists of Justseeds Artists’ Cooperative were born of a par-
ticular time. Ranging in age from mid-twenties to late thirties, 
they identify with the broad-based movements from the last de-
cade and a half, for which there is no single accurately descrip-
tive name, and which emerged out of demands for an egalitarian 
social order, a radically decreased role for private capital, greater 
environmental responsibility globally, and which, in anticipation 
of brute US military aggression in late 2002, grew to include a 
clear antiwar message.1 In the wake of the Obama victory, right 
wing discredit, and the collapse of the world’s financial machin-
ery, zombie forms litter the social and political landscape, solv-
ing no problems but wreaking damage.2  The work of imagining 
future possibilities, now more than ever, requires self-directed 
experiments in autonomous action and voluntary association.  
To Justseeds and other political artists coming after the New 
Left, anarchism gains in promise.   
	 Radical culture evolves continually, even while associ-
ated political expressions wax and wane over the decades. The 
work of creating culture and cultures – meaning respectively, 
the production of value-laden symbols, images, narratives, and 
representations, and the work of applying imaginative values 
and visions to our lived experience and lifeways – ensures that 
the work of radical change always continues at the cellular level 
of small groups, grassroots organizations, and site-specific work, 
no matter the possibilities for broad, movement-based political 
action. Moreover, the work of small groups in local initiatives, 
focused efforts, and/or of organizing around specific causes, 
forms the ocean of decentralized action and experimentation out 
of which flow social tides that inform, catalyze, and periodically 
renew mass political movements. Precisely because it is inter-
personal in scale, cellular action is where individual sovereignty 
meets the demands of the group, where individually embodied 
minds pool energies and perspectives for common cause, and 
where group structures take individual personalities most fully 
into account. The terrain of struggle I speak of includes the task 
of creating different relations between persons, finding shared 
thought processes, and enlarging one’s sense of self by indenti-
fying with the collective. And as a collective, Justseeds, a group 
now numbering just over twenty artists, belongs to a radical 
tradition of small groups who produce culture (representations) 
and a culture (values- and visions-informed lifeways).
	 Justseeds works in two spheres or modes. The best 
known and constantly visible sphere is that of the distributor. As 
a distro, Justseeds is a retail webstore selling printed works and 
books by socially and politically active artists and an example 
of economic democracy in action. Following its transformation 
from an enterprise belonging to a single person to an artist-run 
collective going on several years ago, as a distro Justseeds is a 
machine. Along with the website and the physical space from 
which the inventory is distributed, the art worker-owners and 
their activity as creative and responsible individuals constitute 
the machine’s parts. With roles set but not unchanging, the ma-
chine is organized to favor stability but allows for tweaks and 
new ideas. The stock of output is constantly refreshed with new 
offerings, and it operates along a steady path demanding ready 
maintenaance but little experimentation. In this sphere, Just-
seeds is a successful retail store, and a reliable and autonomous 
dissemination port for activist messages, political graphics, and 
related news. It is also a machine for enabling livelihoods, and a 
self-sustaining revenue generator for the group.  
	 The other sphere and mode – in its infancy compared 
to the long-running distro – is that of the social experiment. 
Here we have an open-ended project, a search for insight and 
inspiration from within the collective, a sharing of labors at the 
level of dreams and possibilities, as well as material production. 

The social experiment sphere is where faith gets put to the test, 
far beyond the sometimes prosaic trust governing the handling 
of money and earned time. This is where the abstract struggles 
of program and ideology meet the idiosyncrasies and contradic-
tions of personality and personal history. Unmoored from the 
website, the nature of this sphere is less definite, formally open, 
and only periodically visible. Attitudes and moods inform this 
mode as much as learning and argument, opening important 
roles for conviviality, comradeship, and personal affections. 
	 The machine creates culture, the experiment creates a 
culture. 
	 How can artist collectives, on a very concrete, mate-
rial, and temporally-bound level, actually think and create as 
one? Obviously, there is no single answer. As experienced fa-
cilitators know, even the most carefully structured group pro-
cess may blow up in a moment, given a sharp turn of attitude 
or mood. Similarly, outwardly unstructured situations can turn 
into bonding experiences, orchestrated actions, and highly effi-
cient expressions of group will, sometimes surprisingly quickly. 
Such is the irregularity of collectivism, not for random factors, 
but rather for collective consciousness being essentially imma-
nent and context-dependent.

	 Every positive example will be conditional necessar-
ily, because collective consciousnesses always emerge in highly 
contingent forms and cannot be reduced to formulae. Part ex-
ercise, part journey, the group emerges from large collective 
projects strengthened, confident, united, and humbled in the 
knowledge that giving up a degree of control normally assumed 
in an individual practice can, with one’s collaborators, return 
something no single person could have imagined, much less 
realized.  
	 Their work is an argument for the complexity, the 
richness, the density, and above all, the real, achieveable pos-
sibility of a collective imagination made concrete.

Excerpted from a longer blog post about Justseeds’ exhibition at the Univer-
sity of Wisconsin-Milwaukee’s Union Art Gallery. Read the full essay here: 
prop-press.vox.com/library/post/a-text-about-justseeds-written-on-the-occa-
sion-of-their-uwm-union-art-gallery-show.html. Image: Justseeds, courtesy 
of Kevin Caplicki and Justseeds. Background (left to right) Kevin Caplicki, 
Nicolas Lampert, Melanie Cervantes, Colin Matthes, Pete Yahnke, Favianna 
Rodriguez, Bec Young, Eric Ruin, Roger Peet, Molly Fair, Meridith Stern, 
Kristine Virsis, Jesse Purcell, Alec Icky Dunn. Foreground (left to right) Hippo 
the dog, Josh MacPhee, Dara Greenwald, Mary Tremonte, Shaun Slifer. (Not 
pictured: Chris Stain, Dylan Miner, Jesus Barraza, Lesly Geovanni Mendoza, 
Santiago Armengod, Swoon, Thea Gahr)

1 The term that the corporate press attached to elements of this move-
ment following the spectacularized 1999 actions against the World 
Trade Organization (WTO) in the Seattle, anti-globalization, is not only 
a misnomer, but in some profound respects Orwellian. The various criti-
cal dimensions of less familiar non-Western resistant social phenomena 
are typically tagged with neologisms that fashion a logic out of thin air, 
such as ‘Islamofascism.’
2 I first learned of sociologist Ulrich Beck’s theory of zombie categories 
in the glossary compiled by Continental Drift Zagreb. In recent news, 
we hear much about zombies in relation to the so-called toxic assests 
bedeviling the American banking system. The artists of Justseeds were 
born in the seventies and early eighties, when the zombie cocktail domi-
nated in the category of, as Hunter S. Thompson would say, ‘whatever 
fucks you up.’

My egg economy fell out on Monday. All of my quail and all but 
one of my chickens were killed by a predator with dexterous 
digits – one that can turn a latch and pry chicken wire away 
from an armature. Prolly, aka PNP, aka Probably Not Peaches, 
my one remaining hen, is in a liminal state of health. She is 
hovering. I am sitting in my bathroom with her. She is breathing 
deeply, sitting on a bed of straw in a small cage with a dish of her 
favorite foods nearby: scrambled eggs with crushed egg shell, 
raisins and chickweed. This food has remained untouched.
	 I live with animals and plants. It is my practice and 
lifestyle to make medicine, build soil, and grow, forage for, and 
preserve food. This practice of mine is an economy in and of 
itself. It sustains me and I am also able to use it to create other 
economies that create other relationships with people and that 
pays the bills. The art world casts lines to my practice and I 
use aesthetic strategies to illuminate and frame this lifestyle. A 
few of my on-going and one-off projects include: inviting Chi-
cagoans to shit in a bucket and collecting and composting the 
resulting 1,500 gallons of human waste into fertile soil, serving 
homemade tacos made from foraged and dumpstered produce 
cooked  in a solar oven-rocket stove pulled by a bicycle on the 
streets of Copenhagen, and designing/managing a large scale 
vermicomposting system of plus or minus a million worms at a 
large homeless shelter to consume their cafeteria waste.
	 From the back of her comb to her shoulder blades, 
Prolly has been scalped. I rub honey with finely chopped yar-
row into her rawness. I hold her in my lap and loop energy 
through my heart, into my left arm, through her, into my other 
arm and then into my heart again. And I keep looping this cir-
cuit. It occurs to me that I am allowing myself to be increasingly 
late to my own art opening. 
	 I am surprised she is alive and holding onto this com-
promised state of being, but animals are like that. They continue 
to persist even when they’ve been knocked down a notch or 
four. If my chicken could think abstractly, what would Prolly 
say about “economy”? About “art”?
	 The word “economic” directly follows “ecology” in 
many dictionaries. In mine, the Oxford Pocket American Dic-
tionary of Current English reads: 

Ecology  /  economic  /   economical  /  economics  /   economist  
/  economize, economy  /  ecosphere  /  ecosystem

All these “eco-” words framed between the bacteria “e.coli” and 
the color “ecru” come from the greek  OIKOS meaning “home”.
	 Ecology is about the quality of relationship of a com-
munity of organisms and economy is about the wealth and man-
agement of resources of a community. Ecology is a self-perpetu-
ating economy. There is a cyclical give and take and give once 
again. I am a homesteader. I follow these cycles. 
	 Prolly breathes long and heavy. I take advantage of 
this and drip watery eye droppers full of blended chicken soup, 
molasses and bee pollen. She drinks each dose and then sud-
denly flails herself from my lap. 
	 I go to the art opening. I drink wine and snooze. I am 
taken to a delicious dinner with boring company. I get home at 
midnight and sit in the straw and drip feed my chicken until we 
both nod off.
	 It’s been five days and Prolly lets go. When I returned 
home, I paused at the door and asked her if she was there and 
she said, “No”. And she wasn’t. That night I planted her to feed 
the witch hazel.

www. spontaneousvegetation.net
www.salvationjane.net

PROBABLY NOT 
PEACHES
Nance Klehm



“The question is not who will patronise the arts, but what forms 
are possible in which artists will have control of their own means 
of expression, in such ways that they will have relation to a com-
munity rather than to a market or a patron.” 
– Raymond Williams,  1962

“[T]he experimental rhythm of problem solving and problem 
finding makes the ancient potter and the modern programmer 
members of the same tribe.” 
 – Richard Sennett, 2008

Many modern workers, whether retail clerks or television pro-
ducers or strawberry pickers, are alienated from their labor. 
Perhaps you are. What does this mean, to be alienated from 
your own labor? You don’t feel your employment makes use of 
your particular skills. You suspect your potential is untapped 
and beginning to spoil. You are not personally or emotionally 
connected to your occupation’s processes or products. You don’t 
feel that the work you are doing is necessary or a beneficial con-
tribution to society. You just toil in return for payment, which 
you in turn exchange for the goods and services that you require 
to survive and/or to enjoy yourself in the few fleeting hours you 
spend not working. Your work is a job.
	 Perhaps there is work you do enjoy. But you’re not 
paid for it. Let’s call this activity “art.” While you enjoy very 
much the time you spend art-working, you berate both it and 
yourself. It isn’t “real work” because you’re not being paid. As 
you aren’t receiving payment for this work, you’re not “profes-
sional;” therefore, you’re not a “real artist.” The fruit of your 
labor is literally not “worth anything.” You devalue your own 
labor not because it is not good. You belittle it because it is not 
financially compensated.
	 But let’s say that it is. Maybe things change for you. 
People start paying you money to do your work. All of a sudden, 
this activity you pursued for enjoyment has a specific monetary 
value. Now it is worth exactly X dollars. This is exciting. Of 
course it is! But gradually the excitement dulls because the na-
ture of the work has changed. Before your work was something 
else, something not equivalent to money. Before, your labor was 
priceless. Your time could not be bought. 
	 We don’t deny that capitalism has raised the standard 
of living for millions of people, and that it has produced re-
markable improvements in many lives. It promotes innovation, 
invention, ingenuity, real progress. But when left unchecked, it 
causes deep and unjust inequalities, devastation to our environ-
ment, and decay of social mores. And it does all this because 
it prizes one thing above all else, which in turn reduces every-
thing else to that very same thing: money. Any type of tunnel 
vision deforms and distorts, shutting out an entire horizon of 
alternative priorities, experiences, and values. Bartering was an 
economic system that filled material needs by the exchange of 

goods, but it also fostered human relationships and interdepen-
dence. Because of its emphasis on competition, our American 
brand of capitalism obscures that which people really need: 
other people. Community.
	 In the mid-twentieth century, Abraham Maslow de-
scribed human needs this way: we need food, shelter, and se-
curity; we need other people; we need meaningful work; and, 
well, that’s about it. Capitalism has provided food and shelter 
(although notably not security) for many of us. Many of us also 
have found meaningful work – it just isn’t necessarily what we’re 
paid to do. But most of us are working without a community, 
often feeling lonely and isolated: we are without other people. 
Since craftsmen first formed guilds a thousand years ago, work-
ers have successfully self-organized in order to improve their lot. 
There’s no reason why art-workers shouldn’t also self-organize. 
Not for better pay or for material benefit. Rather, for solidarity 
and spiritual gain: to create a non-monetary return-value for 
work that is itself too meaningful to be compensated by purely 
financial means.
	 For this very reason we founded Impractical Labor in 
Service of the Speculative Arts (ILSSA), a membership organiza-
tion for those who make conceptual or experimental work with 
obsolete technology. We are writers-turned-letterpress printers. 
We desire to bring together people working in radically different 
forms and technologies who share our same ideals: time over 
money, process over product, re-use over discard.

Uniting Hands & Minds: about ILSSA
	 ILSSA consists of a Union and a Research Institute 
(RI). Together, the two departments produce resources and op-
portunities – that is, theory and practice – that in turn support 
the meaningful work of our members. 
	 The ILSSA RI publishes the ILSSA Quarterly, a period-
ical produced by obsolete means that consists of a variety of mo-
rale-boosting ephemera. Our letterpress printed leaflets contain 
essays that reframe labor issues and encourage our membership 
to reconsider how and why and what they do. Our PRACTICE 
INSTANT GRATITUDE thank-you cards are to be distributed to 
helpful persons encountered in everyday life, fostering generos-
ity and collaboration. 
	 Earlier this year we observed our first annual holiday, 
the Festival to Plead for Skills. The festival is derived from the 
Chinese holiday of Qi Xi and the Japanese festival of Tanabata, 
in which celebrants wish for the betterment of their own crafts-
manship. Instead of wishing, the ILSSA festival is a holiday of 
practicing: every year on July 7th, union members are invited to 
practice a skill through the making of small objects. Members 
send the objects to us, we collate them into sets, and return one 
set to each participant. The set is an archive of the holiday but 
moreover it is a commemoration of our collective action: it uni-
fies impractical labor efforts from our membership around the 
world. 
	 Our latest project, the Reference Collection, is an 
“analogue internet” collectively and continuously generated by 
our members. All members are encouraged to submit reports of 
books, lectures, articles, movies, websites, and other resources 
essential to their practice. Together, we hope to build a new 
framework of purpose and valuation that will reward impracti-
cal labor. 
	 We’ve barely begun to explore what is possible to ac-
complish as ILSSA, but happily we have plenty of opportunities. 
Since our first call for membership in January 2009, our Union 
has grown to 86 members. Among them is a librarian of deac-
cessioned books, an heirloom seed farmer, a designer/builder of 
vacuum tube audio electronics, a blogger who posts in needle-
point, and a handloom weaver-as-social-sculptor. We hope that 
if you share our interests and concerns, you too will join us. 

AS MANY HOURS AS IT TAKES!
www.impractical-labor.org

IMPRACTICAL 
LABORERS, UNITE!
ILSSA Co-Operators

I worked my way through college doing jobs 
in student government and living communal-
ly. Afterwards I moved to New York in 1974, 
wrote art criticism for a living for a couple of 
years (imagine!), and then set type freelance 
(job now obsolete). Rent on my tiny place was 
super low, and I made video and films on the 
extra. Despite intermittent grants and shows, 
these projects never fully paid for themselves, 
much less paid me. I also distributed artists 
video (starting in 1986). For several years this 
was nearly, but not quite, a break even ven-
ture – with no salary for me, but pay for one 
worker, and a thin stream of bucks to the art-
ists. Afterwards, for over a decade, it has been 
a dead loss and archival albatross.
     After I married we moved out of town, and 
I went back to school. Through school I was 
supported by my wife and parents. I began to 
teach academic art history as an adjunct, but 
could not write, so I quit that. That pay was 
shit. (This has since improved, I am told, and 
also the benefits picture – but not a whole lot.) 
I had to shortchange the students or cheat 
myself. The control by regular professors and 
officious staff was impersonal and alienating. 
Finally, I had two years full-time out-of-town, 
well paid visiting appointments with full free-
dom, great support, much agency, and had 
loads of fun. Now I have been nearly three 
years off interspersed during which time I have 
been living on the parental subsidy, traveling, 
and staying rent-free with my wife.
     I don’t regard this as a comfortable situation 
… I like working fulltime and look forward 
to doing so again. Adjunct teaching was use-
ful training, but not a way to live and advance 
intellectually unless you can teach what you 
want and know best. My trade is gone, so there 
is no easy way back to the world of cognitar-
iat production. This year I will work hard to 
find alternate income sources and stabilize my 
situation. I have used the years out of work 
to write and produce projects my institutional 
peers could not do. (None of my writing or 
projects pay, and in fact I pay for the projects 
myself.) While it does not feel comfortable to 
me, I am very sensible that I enjoy great privi-
lege now in my means of living. I try to do 
work that responds to this, work that others 
cannot or dare not do.
     Why go on? I believe in art and artists as 
perhaps society’s last free agents. Artists and 
children augur change, and no one listens to 
children. (Besides, I don’t know what else to 
do!)

PERSONAL 
ECONOMY
by Anonymous





THE U.C. STRIKE:
AT LAST, THE SHIT 
HITS THE FAN IN 
CALIFORNIA
Brian Holmes
After the huge student movements in France in 2006, along 
with last year’s occupation of the Sorbonne by the staff and the 
professors; after the rolling and agitated “anomalous wave” of 
protests against the American-style restructuring of higher edu-
cation that swept Italy last year; after the astonishing refusal of 
tuition fees by Croatian students this spring and summer, the 
global crisis of the university has finally come home to the neo-
liberal heartland: the USA. On September 24, 2009, a walkout 
of students, faculty and staff was called across the entire Univer-
sity of California (UC) system, in protest against draconian bud-
get cuts decreed by the UC Regents, an extremely powerful and 
prestigious administrative body whose members are appointed 
directly by the state governor for 12-year terms. At Berkeley, 
the demonstration numbered over 5,000 people – the biggest 
campus strike since the ‘60s. At UC Santa Cruz, they occupied 
a campus building and held it for a week.
	 California is the state where, in 1979, the infamous 
Proposition 13 began choking off funding for public services, 
while launching the “taxpayer revolt” of the rich and invent-
ing the basic neoliberal campaign rhetoric that would bring 
Ronald Reagan to power. Since 1983 there has been only one 
Democratic governor of the state, Gray Davis, which means 
that the UC Regents have mostly been named by Republicans 
in order to represent multiple business interests in the fields 
of both research and education. The budget squeeze has been 
permanent, since Prop. 13 requires a two-thirds majority vote 
for any new local or state taxes. After Davis was prematurely 
recalled by a Republican smear campaign following the “rolling 
blackouts” inflicted on the state by the most corrupt corpora-
tion of the dot-com era, Enron, it was the new “Governator” 
Arnold Schwarzenegger who signed the 2004 Higher Education 
Compact with the President of the UC Regents. In the context 
of the ongoing fiscal crisis of the states and the resulting budget 
shortfalls across the US federal system, Schwarzenegger is now 
using the effective minority rule granted to the Republicans by 
the two-thirds majority requirement to be the “Terminator” of 
California’s public education and research, which the Compact 
redefines as a private good, to be produced by corporate inves-
tors and sold to clients on an open market.
	 There are now plans to raise tuition by 32%, in ad-
dition to a 9.3% hike approved last May. The result will be the 
elimination of large numbers of economically disadvantaged 
students from the university and a shrinkage of the student pop-
ulation by as much as a third. In a video-taped speech where he 
explains the issues, the award-winning Berkeley linguistics pro-
fessor George Lakoff had to choke off his emotion as he recalled 
how glad he had been, thirty-four years ago, to come to teach at 
a public university: his own parents had been too poor to attend 
high school.
	 A wealth of information on both the budget crisis and 
the student/staff/faculty movement can be found by following 
the links at the UC Walkout website, the Occupy California 
blog, and the east-coast site of The New School in Exile (see 
below for these and other links). But if you somehow missed it, 
the first thing to read – and one of the most powerful student-
movement texts since the Situationist tract “On the Poverty of 
Student Life” – is a  fire-breathing document by the Research 
& Destroy collective, called “Communiqué from an Absent Fu-
ture.” It’s a brilliant text for one reason: it says flat out a large 
number of things that are true, concerning the fundamental 

bankruptcy of the public university and of the society whose 
decay it has helped to perfect with a thousand sophisticated 
branches of knowledge and techniques of social engineering. 
The current economic collapse, the defeat of the US oil-grab in 
Iraq after the needless loss of hundreds of thousands of civilian 
lives, and the current extension of the useless war in Afghani-
stan are only the most visible hallmarks of this decay, which has 
crept into daily life on every level, from the most pragmatic to 
the most subjective. Check out a quote from the text to get the 
basic angle of attack:

We work and we borrow in order to work and to borrow. 
And the jobs we work toward are the jobs we already have. 
Close to three quarters of students work while in school, 
many full-time; for most, the level of employment we ob-
tain while students is the same that awaits after graduation. 
Meanwhile, what we acquire isn’t education; it’s debt. We 
work to make money we have already spent, and our future 
labor has already been sold on the worst market around. Av-
erage student loan debt rose 20 percent in the first five years 
of the twenty-first century – 80-100 percent for students of 
color. Student loan volume – a figure inversely proportional 
to state funding for education – rose by nearly 800 percent 
from 1977 to 2003. What our borrowed tuition buys is the 
privilege of making monthly payments for the rest of our 
lives. What we learn is the choreography of credit: you can’t 
walk to class without being offered another piece of plastic 
charging 20 percent interest. Yesterday’s finance majors buy 
their summer homes with the bleak futures of today’s hu-
manities majors.

It goes on to cover a long list of societal failures in excruciating 
detail. What it calls for – as you could guess from the short-
est excerpt – is a revolution. I don’t disagree. But because this 
moment and this movement are so important, I will take issue 
with one aspect of what I consider to be an otherwise perfect 
analysis. This criticizable aspect comes only after a series of re-
markable arguments that have to be taken on board to get to the 
heart of the question:

The university has no history of its own; its history is the 
history of capital. Its essential function is the reproduction 
of the relationship between capital and labor. Though not a 
proper corporation that can be bought and sold, that pays 
revenue to its investors, the public university nonetheless 
carries out this function as efficiently as possible by approxi-
mating ever more closely the corporate form of its bedfel-
lows. What we are witnessing now is the endgame of this 
process, whereby the façade of the educational institution 
gives way altogether to corporate streamlining.

This is true. What we are witnessing with the current economic 
crisis and the collapse of state budgets is the culmination of the 
neoliberal program, i.e., the end of the welfare state that was in-
stituted in the 1930s and strengthened again in the 1960s, and 
consequently, the beginning of the full-scale slide of the former 
middle classes in the US and in Northwestern Europe towards 
precarity, which has already occurred in countless countries of 
Latin America, Eastern Europe, the Middle East and Africa, after 
their subjection to bankers’ techniques for the extraction of val-
ue from public institutions and infrastructures. To destroy any 
democratic critique of this process – and to open up another 
lucrative private market in the same blow – it is necessary for 
capitalist elites to destroy the public university. The real-estate 
bubble and its deflation, which finally delivered a wake-up call 
to the general public, is at the same time serving as the pretext 
for a decisive round of privatizations that seek to finish the job, 

and eliminate any resistance to the appropriation of the entire 
public sector. The fact that this extreme makeover of the former 
welfare state will ultimately be fatal to the entire system, threat-
ened with climate change and also with the looming revolt of 
all kinds of peripheries and underclasses, seems not to matter 
one whit to the people in charge. Precisely because to a large ex-
tent, there is no one in charge. The logic of capital has not only 
pervaded the hearts and minds of those who benefit from it in 
any way – the very middle classes produced during the postwar 
period by welfare-state entitlements – but it has also sedimented 
itself in a very large number of technologies, laws, bureaucratic 
procedures, organizational models and operational goals, whose 
inertial force is tremendous and still serves as a powerful tool 
in the hands of those elites who are, in small numbers, very 
conscious of what they are doing. Yet all this, immense as it is, 
hardly removes from us the obligation to think and to act intel-
ligently, strategically, in what is clearly a dangerous situation.
	 The knot of the text comes when it attempts to define 
its own speaking subject: the students whom the university ed-
ucates. Not coincidentally, this is the passage that introduces the 
call to insurrection – yup, that’s the word, right here in Amerika 
– which takes up most of the third part of this extraordinary 
text:

The university is subject to the real crisis of capitalism, and 
capital does not require liberal education programs. The 
function of the university has always been to reproduce the 
working class by training future workers according to the 
changing needs of capital. The crisis of the university today 
is the crisis of the reproduction of the working class, the cri-
sis of a period in which capital no longer needs us as work-
ers. We cannot free the university from the exigencies of the 
market by calling for the return of the public education sys-
tem. We live out the terminus of the very market logic upon 
which that system was founded. The only autonomy we can 
hope to attain exists beyond capitalism.

Now exactly here, I want to ask the question: how can anyone 
accept this idea that the function of the university is to repro-
duce the working class, without distorting every meaning of the 
words, “working class”? The working classes of the university are 
the janitors, the food-service people, the maintenance men and 
women, the day-care staffers and receptionists, all the people 
stuck in increasingly exploited and precarious positions. Even 
when they do the same jobs at night or at odd hours scattered 
over the week, the students aspire to be trained as scientists, 
engineers, technicians, health-care professionals, government 
officials, middle and upper managers, and cultural ideologists 
(a category in which I would include both artists and teachers). 
The difference between them marks the common conscious-
ness and it has to be addressed, even at a time when the ob-
jective distinctions between students and workers are blurring. 
It is true to say that the United States, like all countries that 
have undergone full-scale neoliberal regime change, no longer 
has any essential need for its traditional working class, since 
industrial work has been largely outsourced, automated or del-
egated to immigrants under conditions of extreme exploitation 
facilitated in many cases by lack of citizenship papers. But it is 
false to say that the neoliberal societies do not need the “human 
resources” produced by the university. They do, crucially, to 
maintain their advantages in what they themselves define as the 
Darwinian struggle of each country, and indeed, of each corpo-
ration against all the others. The present aim of the Republicans 
– the neoliberals – is to save money on taxes, to open up new 
markets for education and research while continuing to exploit 
the remaining (and hardly inconsequential) public budgets, 
and to exert further discipline over its future middle-manage-
ment cadres by placing them under even more intense threats of
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joblessness and inability to pay their enormous student loans. In 
other words, they want to complete the program first launched 
in the age of Prop. 13.
	 Why then, in such a brilliant text, do we get such a 
major mistake of class analysis? Undoubtedly because from that 
point forth, it is very easy to lapse into an outdated concept of 
revolution, wherein everyone dons a black mask and engages in 
a sweeping orgy of destruction that will send the existing system 
up in flames and allow the rise of a new one from its ashes. Now, 
does that appear likely? Has anyone studied what Homeland 
Security has been preparing for in this country for the last eight 
years? Has anyone observed the massive deployment of police, 
National Guard, secret service and Army personnel armed with 
so-called less-lethal weapons at the recent G20 meeting in Pitts-
burgh, or at the Republican National Convention in Saint Paul 
last summer? Above all, has anyone noticed how successfully 
agents-provocateurs have been used at all these kind of events 
since the anti-globalization movement brought street demon-
strations back to the Western countries at the turn of the millen-
nium?
	 The “Communiqué from an Absent Future” marks the 
return of an insurrectionalist spirit to the United States, where 
it has not been seen on any large scale since the 1970s, with the 
brief exception of an important moment in Seattle. This spirit 
should be put to good use by everyone. If the current movement 
goes anywhere, some rioting in the streets is gonna happen, and 
a lot of occupations. But no one should kid themselves that stu-
dent riots are going to change the system. What students can 
do, from their own class position, is both to reach out to the hy-
per-exploited working classes toward whom they are, in effect, 
precariously sliding, and at the same time, to help to radicalize 
all those around them in what has become the central institu-
tion for the reproduction of the neoliberal hegemony, namely 
the contemporary research university. This will require invent-
ing original techniques of radical action that can’t be neutralized 
and made into a pretext for fascist reactions. Strikes that shut 
a university down – as has already happened for a day in the 
huge UC system – can also open up space for questioning what 
the uses of the university could be in a different society. Writers, 
media makers, performers and artists, whether inside or outside 
the university, can use this moment to go further, to dig deeper 
into our hearts and minds and desires, and to lay the basis for a 
long-term, broad-based, constructive refusal of the literally in-
sane and dangerous system that has taken root in the US over 
the course of the last three decades, and especially the last ten 
years.
	 If the former role and glory of the public university 
under the welfare-warfare state is definitively over, then what 
can it become in the future? Wouldn’t the best way to shut down 
its current operations be to convince all those inside it that the 
way it is operating is a travesty of all its potentials, including 
those inscribed at the heart of every academic discipline? Why 
not shut it down with an excess of transformative intellectual 
and artistic production that would have a huge insurrectional 
advantage, namely that it could not be stopped by police armed 
with truncheons and stun guns and less-lethal weapons that 
they are just dying to use? In the absence of a deep, problematic 
delegitimation of neoliberal capitalism and the invention of new 
ways to run a complex society, which transparently appears as 
the most urgent thing for all of us to focus on, the real revolu-
tion will never come. Yet the way things are going, with climate 
change and planetary civil wars looming on the horizon, all of 
us are mortally threatened by the absence of that revolutionary 
future.

Links: 
http://researchanddestroy.wordpress.com
http://ucwalkout.ning.com

http://ucfacultywalkout.com
http://www.edu-factory.org
http://tinyurl.com/universities-in-struggle
http://occupyca.wordpress.com
http://reoccupied.wordpress.com

Rather than begin, we surrender. We surrender to Richard Flori-
da, promoter of creative gentrification. Our small, southern city 
has been intoxicated by the idea that the “creative class” can save 
a city. While our existing cultural institutions struggle, enor-
mous amounts of money have been spent betting that “creative 
entrepreneurs” will immigrate here if only there are enough art 
parties. Art + martini = Artini! Importing a “Creative Class ®” is 
intended to raise property values. No mention is made of what 
will happen to the uncreative class that currently populates the 
target neighborhoods.
	 We did not come from the South, we washed up 
on the shore. We tried to make a life and form a community. 
As artists, we understand that most of us are trying to make a 
life, wherever we wash up. We moved nomadically across the 
South from childhood on: Florida, Tennessee, Virginia, D.C., 
and Maryland. We are not “from here”, but with so many years 
down here, we could write about the South and our struggle to 
make art here but ...
	 We are retreating. We are retreating from the constant 
barrage of flyers, postcards, tweets and Facebook updates pro-
moting more empty art events that can only serve as the cen-
terpiece for another party. Hundreds of thousands of dollars 
were flooded into a marketing campaign, instantly creating a 
local base of credibility and power. What we have now is a 24/7 
branding machine promoting Chattanooga as a place to create.  
Unfortunately, there remains little reason to create here. What 
Chattanooga lacks, what we tried to build from 2005 to 2009 
as a collective of artists under the name SEED, cannot be pur-
chased or imported: an interdependent creative community.
	 We accept responsibility for helping to spark the cur-
rent marketing machine but we never intended to use art to 
raise the rent. It is a common problem. When artists need cheap 
space, they move to low rent neighborhoods. Their presence at-
tracts others. Art events lure upscale, potential real estate clients 
to the neighborhood. Eventually the rents go up and the neigh-
borhood “improves”.  What we now face is an active attempt to 
use this effect for profit to the detriment of those with the least 
power to counteract it. This is not limited to our city, of course. 
Cities around the country are employing various strategies, sev-
eral similar to or based on Richard Florida’s Creative Class ®, to 
lure artists to the city and to specific neighborhoods.
	 If the end result of our creative activity can so easily 
be channeled into empty marketing for the purposes of gentri-
fication, we have to admit that we were on the wrong track. We 
are retreating locally and connecting with outside artists and 
collectives concerned with social practice. We now question our 
old initiatives as driven by public relations and publicity. We 
are in a space where everything is in question: art practice and 
education, intellectual and cultural arrogance, community and 
the place of art in community, and most vitally, the unfortunate 
practice of culturally invading a place already occupied by real 
people. Culture-based invasion and art-based gentrification did 
not begin here, it was exported from urban centers. In experi-
encing it on a small scale, we have been lucky to see our own 
approach turned into a ridiculous, profit-driven parody. We sur-
render that approach. Where we go from here is uncertain but 
we will proceed much more thoughtfully. Where we are now is 
lost, perhaps a useful place to be.

LOST SOUTH
Adam Trowbridge and 
Jessica Westbrook
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ECONOMY
by Anonymous
I used to teach college. Straight out of grad 
school I landed a full time job teaching at a uni-
versity in NYC. I took it and I moved to New 
York. In Chicago-money I would have been 
well off, but in New York as a full time faculty 
member at a university, my standard of living 
was worse than my standard of living as a grad 
student in Chicago. One of my colleagues said 
to me “I wouldn’t move to New York for less 
than $75,000” wish she’d told me that before I 
moved. I wasn’t making close to that.
	 After that year I returned to Chicago 
and started to teach part-time at an art school 
and a couple of universities but had to take 
other part time and freelance jobs in order to 
be able to afford to teach. I worked at galleries 
and museums doing installation work. I taught 
more classes than a fulltime faculty member for 
two years, just divided over multiple schools. 
But still I added career development advisor 
and an admissions officer to teaching and prep 
work to pay the bills. I worked 5 or 6 days a 
week, usually each of them at a different job 
so when I came home from building walls or 
hanging art I had to shift gears and write a lec-
ture for the next day.
	 I received my contract for my third 
year at the art school and found that despite 
all of my teaching experience and professional 
accomplishments (museum shows, awards, 
reviews, etc.) I was literally tied for the low-
est paid person on faculty. I got paid as little to 
teach as anyone could at that school. I was of-
fered the same money as someone who had just 
finished school, had never taught and never ex-
hibited and, of course, still no benefits.  When 
I complained about my contract amount I was 
told,  “tough, you’ll get a raise next year” and 
“you can apply for a merit raise.” I wasn’t even 
asking for a merit raise, I was asking for par-
ity, for fairness. Because I was team teaching 
and didn’t want to abandon my collaborators I 
agreed to teach that year but told them I would 
not return the following year. I ran into the 
Dean in the elevator and she tried to convince 
me to stay, saying that I was a valued colleague 
and an important member of the school com-
munity. She wasn’t able to explain why my con-
tract didn’t reflect that. Now I just work those 
freelance jobs I worked before, I make about 
the same money, don’t have to stress out about 
lesson plans and the like, have more time to 
work on art and get paid as a visiting lecturer 
to speak to classes at that same school multiple 
times a semester. I still don’t have heath 
insurance.



This report from Detroit is a selection of responses to the ques-
tion I posed: “In the wake of a crisis it takes considerable effort 
to resume normal life as best possible. As our current economic 
crisis careens around Detroit, is resumption of life as it was be-
fore the current conditions the only possibility? For with every 
crisis, there is also the opportunity to radically restructure the 
ways in which we live. As an artist living/working in Detroit in 
2009, what are the opportunities you see for re-imaging a cre- 
ative future? Respond as you see fit.

NATE MULLEN
Detroit doesn’t have opportunities that people are handing 
out, but rather raw materials that could possibly yield major 
rewards. To live in this city is a daily struggle with the failing 
city government, educational system and inadequate access to 
basic resources. To succeed you have to take things into your 
own hands. Which is prime real estate for an artist or anyone 
bold enough to take on the challenge. As residents of Detroit it 
is our duty to take these resources and use them to rebuild this 
city, in our image.
	 This is what shapes the people of this place and what 
informs my work as an artist. What may look like vandalism 
to some is my reform for the city. What the city lacks in typical 
resources, it makes up for in alternative mediums. In my case, 
old billboards that populate my neighborhood serve as the can-
vas for my work. Many of them have been abandoned; because 
the area’s population is so low, companies don’t see it as worth-
while to advertise, making them a perfect display for my work. 
I paste oversize drawings on the billboards to relay messages to 
my neighborhood or anyone passing through. The people of 
Detroit need not look to or depend on others to support our 
city; we will make our own in our city – our own food, our own 
stores, and our own billboard.

AARON TIMLIN
Detroiters are pioneers going into the wild and making some-
thing beautiful, healthy and vibrant from the remains of a long 
neglected and abandoned post-industrial city. They are tilling 
under years of decay with plows of imagination – planting fields 
and harvesting them.  
	 Imagine every home in Detroit with a garden, a recy-
cling water system, solar panels, a goat for milk, chickens for 
eggs, passive solar heating and cooling along with geothermal 
heating and cooling.  Imagine green roofs on warehouses and in-
dustrial complexes across the city filled with chicken farms, so-
lar energy collectors and windmills. Imagine all the vacant land 
planted with alfalfa, potatoes and sunflowers, and grazing sheep 
and pigs. The neighborhoods once gutted by freeways would 
be connected again by huge freeway overpasses that would be 
covered with greenways, parks and other community shared 
land. Imagine the people becoming stewards of the land. School 
stewardship programs would teach students how to care for the 
land, the animals and plants as well as how to harvest natural 
resources such as rain water, wind and solar. They would bring 
their knowledge to their new neighborhood community centers 
housed in what at one time were abandoned storefronts, houses 
or other buildings. These centers would provide meeting rooms 
for groups and organizations, a food co-op and food exchange, 
access to computers and the internet, and provide workshops 
and lectures on anything from how to start a new business to 
how to spin wool or plant a garden. Each center would also 
broadcast a low frequency AM signal that would play local music, 
news and informative discussions. Children would learn at these 
centers, at home and in traditional public and private schools.   

WE PATCH FLATS. 
DETROIT.
Compiled by Nick Tobier

	 Detroit would become a new great city of agriculture.   
The word agriculture comes from the Latin word “agricultura.”  
“Agri” means field and “cultura” means culture. So Detroit will 
be a field of culture. Culture as a noun means the quality in a 
person or society that arises from a concern for what is regarded 
as excellent in arts, letters, manners, scholarly pursuits, etc. Cul-
ture as a verb means to culture; cultivate or to introduce living 
material into a culture medium. Detroit will imagine a world of 
agriculture where urban farming is integrated with great educa-
tional, cultural and political institutions. Detroit will transform 
itself from hosting an automobile industry to a broadly defined 
creative industry, a model for urban sustainability, renewal and 
hope.
	 Is this farfetched? It is already happening. Detroit-
based urban farmers, artists and cultural organizations have al-
ready begun to transform their city by installing windmills and 
solar panels, planting fields of alfalfa, transforming abandoned 
houses and commercial buildings (through real estate partner-
ships with landlords and artists) into galleries, artist studios, 
live/work spaces or public pieces of art.  
	 Detroit is at a new dawn where the opportunity for 
change has shaken us awake from a long sleep. We jump up 
and embrace the new day, celebrate the power of the soul as it 
imagines a new type of city. 

STACEY MALASKY
Image above: Hands, 2009

LOLITA HERNANDEZ
As my good friend General Baker said the other day, “There are 
so many demonstrations against the current economic situation 
it’s beginning to look like the sixties; you could lose yourself in 
all of this activity.” He has planted his feet in the struggle for 
national health care, as have I, in addition to anti-war and anti-
ICE (Immigration and Customs Enforcement) demonstrations. 
But as an artist I write within the tension of guilt from having 
to avoid all of this activity. This may be an unexpected response 
to your question, but I’ve been finding myself apologizing to 
all of my activist friends and trying to justify my absence in the 
organizing end of this struggle. I tell them, I’ll be a body in the 
demos, a presence; I just can’t organize anything right now. And 
I may not make every activity. The exchange is that no one can 
write my stories. I need to be quiet and moil in the sense that 
Carol Bly recommends as a way to find a story. Then again, I em-
brace the sentiment of the great Argentine writer Julio Cortázar 
in his brilliant essay, “Don’t Let Them,” “The poet or story writ-
er’s most arduous struggle is maintaining the delicate equilib-
rium that will allow him to continue to create work with air un-
der its wings without becoming a holy monster, a worthy freak 
exhibited in history’s daily carnival, so that his compromise can 
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be worked out in the appropriate domain, where his foliage can 
put forth new growth.” I feel guilty about sitting at the com-
puter worrying about words that may not have any relevance 
to big issues. But, it is this guilt that propels me to write. It is a 
justification. I must do this or be lost. In the end, I’m trying to 
maintain my humanity. General is right; you could lose yourself. 
And for what? Still, I march when I can in favor of HR 676, the 
National Health Insurance bill, because I am at the age when 
health care is a major issue. But then again it’s a major issue for 
all. My son and daughter do not have health care. And the war 
in Afghanistan is escalating. So I spend sleepless nights worry-
ing about this stuff and wake up mornings full of the painful 
energy that wants to inform my writing these days. So though I 
am angry, I can’t use my fiction for anger because I am writing a 
novel about love. Go figure. 

NICK TOBIER
When I was new to the east side of the city, my bike had a flat. 
Front tire. Not a big deal. I asked this guy Rory (his bike didn’t 
have brakes, so he sort of hurled himself off in a roll to the side 
when he needed to stop) where the nearest place was to get a 
new tube. No bike store on the east side he said, “Jimmy’s on 
Gratiot is never open. Ask Howard.”
Who’s Howard?
“He’s the dude who fixes bikes.” I asked Howard.
Howard brought me a tube that had more patches on it than 
tube. “Do you want me to show you how to patch a tube?”, 
Howard asked gently.
For me, that says it for Detroit, and echoes what so many of my 
fellow creative citizens were saying putting this report together.
Local knowledge and resourcefulness keep the city rolling cre-
atively – Detroit is ahead of the crisis curve. Watch this space 
and this city for the tools we’ll all need to pick up. 

I am an interdisciplinary artist who makes 
sculpture, drawings, photographs, perfor-
mances and installations. In the years 1989-
1992 I made enough money off the sales of my 
work and grants to survive. Then my gallery 
stopped paying me regularly (a very promi-
nent NYC gallery), and then stopped paying 
me at all. I made a deal with them to trade the 
money owed me for art by a famous dead art-
ist. I eeked by for the rest of the decade on 
show honoraria, lecture fees, adjunct teach-
ing, occasional sales and freelance design jobs. 
Then I decided to use the art by the famous 
dead artist as collateral for a loan to buy a 
piece of property in NYC. I rent out part of 
it to help pay my mortgage. I then got a full-
time teaching job, as I did not want to lose this 
bit of stability by defaulting on the loan. I’ve 
been teaching full time for a decade now. Mak-
ing work is much more important to me than 
selling it, and now I only sell a small piece 
about once a year out of my studio. I find the
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commercial gallery system tiresome. I only ac-
cept museum shows when I am paid a decent 
honorarium and production costs, therefore 
I don’t show that often. I learned to say no. 
Much of my work is made from surplus and 
recycled materials. I try to be inventive. When 
I am able, I always hire my ex-students to help, 
and I pay them a decent hourly rate. Three 
years ago I cashed out my retirement account 
from my teaching job to buy another piece of

property, which I can rent out, sell, or live in. 
Last year I got a grant and a commission which 
was great! I am working towards getting my 
NYC property off the grid, and when I can af-
ford it will install DIY solar panels and a wind 
jenny. I grow vegetables & herbs in my urban 
garden, and save money on groceries in the 
summer and fall. I feel very fortunate with the 
way my situation has played itself out. 
I am space rich and money poor.



LANSING AND THREE 
FIRES TERRITORY: 
TOWARD AN 
ACTIVIST-BASED 
INDIGENOUS 
NEO-REGIONALISM
Dylan A.T. Miner
Let me be honest. The radical arts infrastructure in Michigan, 
much like its present economic state, has faced better days. 
When I left the state nearly a decade ago, I never intended to 
make my way back to Michigan. As someone who was born and 
raised in rural areas of the state, while also studying art at both 
the College for Creative Studies (Detroit) and Western Michigan 
University (Kalamazoo), it didn’t take long for me to realize that 
the opportunities to become actively involved in contemporary 
arts practice were dismal, similar to the fate faced by the rest of 
Michigan’s working-class. I left Michigan in 2000, intending to 
only return for holidays and family vacations.
	 Like many of my contemporaries, I considered the 
once vibrant cultural scene of mid-twentieth century Michigan, 
so intimately connected with working-class and union activism, 
as having little to offer artist-activists in the late-1990s and early 
2000s.  While I remain unconvinced about the state’s radical 
cultural infrastructure, my recent return to Michigan has none-
theless sparked my desire to uncover what it is we have in the 
state and how we may better connect ourselves in a rhizomatic 
network capable of operating without large infrastructural sup-
port. If fact, this heterodox thinking was key to my desire to re-
turn to the Great Lakes State and reconnect with the people and 
communities that remain so central to my art-making practice. 
	 As a member of Justseeds, a decentralized artists’ col-
lective of approximately twenty print-based artists, my art-mak-
ing practice is one that operates, by and large, outside of the 
dominant gallery system. While I do not eschew participation in 
the gallery system, my interest in galleries is connected with my 
interest in radical pedagogy: seeing the gallery as a site where 
“teaching moments” are produced. Like my collective-mates in 
Justseeds, I am interested in making art that functions promi-
nently within movements of social justice, whatever form this 
visual language may develop.  
	 While preparing for a recent lecture at the University 
of Arizona, I recognized that there are four fundamental com-
ponents to my work as an artist: teaching, object-making, in-
tellectual labor, and activism. While intimately interconnected, 
these four distinct modes of working each connect seamlessly in 
the quotidian expressions of my daily life.  As such, and I hope 
that many of you also feel this way as well, there is no visible 
separation between my work as an “artist” and my work as a 
“professor,” not to mention the lack of distance between my “ac-
tivism” and “scholarship.” The various ways that these catego-
ries connect with one another are what prove so dynamic and 
exciting about being an artist in the current economic climate in 
Michigan.  
	 The presumed distance that many are forced to 
choose, segregating their various modes of creative production, 
must be disassembled in hopes of maintaining an active and 
creative existence in a region without a viable art market. While 
the state’s creative infrastructure continues to erode beneath our 
feet, the alternative potentialities continue to grow. Since artists 
have historically, at least with the rise of modernism, grown ac-
customed to living economically marginalized lives, the oppor-
tunity that artists may offer local communities is tremendous, 
even if it doesn’t coalesce the capitalist ideologies embedded in 
Richard Florida’s notion of the creative class. 
	 While mainstream art institutions face economic

constraints due to large-scale governmental budget cuts, grass 
roots and tribal institutions have grown accustomed to working 
with little or no money; they remain somewhat isolated from the 
impending budget cuts awaiting arts programming in the state. 
According to one newspaper article, state funding for the arts 
could decrease from $7.7 million in 2008 to its current alloca-
tion of $6.1 million to a proposed $1 million in 2010. As if these 
frightening figures are not enough, in July, Democratic Gover-
nor Jennifer Granholm signed an executive order eliminating 
the Michigan Department of History, Arts and Libraries. 

	 While the economic logic of cutting essential cultural 
services is unconvincing, the implications on the cultural life 
of the state are terrifying. What these recent and impending 
cuts signify for the state’s arts infrastructure have yet to be de-
termined, but their presence is already being felt. Thankfully, 
Michiganders have grown accustomed to using grass roots strat-
egies to get things done. After all, this state is a virtual archive 
of local histories where common citizens have collectively con-
tested the dominant logic of capitalism that many of us have 
grown accustomed to. Maybe we need to be reminded of the 
various resistant practices that have transpired within the state: 
Flint is the birthplace of the modern strike; Port Huron gave us 
Students for a Democratic Society; punk rock and techno are 
both indigenous to Detroit; the working-class intellectualism of 
James and Grace Lee Boggs remains fruitful; not to mention how 
the Anishinaabeg have now actively resisted three consecutive 
imperial powers in their ongoing struggles for self-determina-
tion. These are, of course, only a few of examples of everyday 
people standing up against empire.  
	 With all of these amazing histories, often unknown or 
ignored, Michigan offers a wealth of oppositional material that 
I have been able to draw from in my own work. In econom-
ic times like these, we must all use these examples as sources 
within our practice.  As a child, I dreamt of escaping the Win-
ter Wonderland and seeking greater prospects in a warmer and 
more prosperous environment. However after nearly a decade 

away, I have decided to allow my roots to reconnect with the 
state’s rich soil. I hope to engage in existing endeavors and help 
develop new fertile and exciting projects. Following my par-
ticipation last spring in What We Want! Artists’ Retreat at the 
Co-Prosperity Sphere in Chicago, I began to wonder why De-
troit or Grand Rapids (or Mid-Michigan for that matter) had not 
developed the radical sense of community that exists in cultural 
epicenters like Chicago. Although I cannot easily explain why 
Chicagoans have created such strong alternative arts infrastruc-
tures, I am reasonably convinced that we can do the same in 
Lansing, Grand Rapids, Detroit, Flint or rural areas in the state. 
Although these networks may not be quite as robust or fully de-
veloped as our cousins in the Windy City, I believe that there ex-
ist many exciting projects throughout the state that haven’t been 
adequately documented or networked in the same way that you 
see with those artists involved in Chicago-based activities.  It 
is my hope that with this essay, those of us involved in radi-
cal Michigan-based projects can better integrate ourselves into a 
network that works collectively across both time and space.
	 Since Michigan will never be an artistic center, I 
believe that we must accept our marginality and engage in a 
unique artistic practice that looks absolutely nothing like the 
capitalist-oriented market-based practices we see elsewhere. It 
is for this reason that some of the most exciting local under-
takings are those that are not uniquely artistic, but instead are 
predominantly activist in orientation. For instance, many An-
ishinaabeg communities are engaged in stimulating ecological, 
cultural, and language-based projects. Protectors of the Earth, 
headed by the efforts of Bucko Teeple, operates out of Bawaating 
(the French renamed it Sault Ste. Marie) and works on ecologi-
cal issues from an Indigenous perspective. Through the work 
of Lansing-area Anishinaabeg activists Don Lyons and Ahz Tee-
ple, Protectors of the Earth has partnered with the Aboriginal 
Australian Traditional Knowledge Revival Pathways (TKRP) to 
document local Indigenous knowledge by way of digital video 
and audio recording. The material is then placed into a commu-
nity-based digital archive where it may be used for the common 
good. Working with community members, these projects place 
the future of local knowledge in the hands of the community.  
	 Along these lines, I have also been working with Lyons 
and Ahz Teeple on the Urban Anishinaabeg Oral History Proj-
ect (UAOHP). Established this summer as a university course, 
UAOHP conducts bi-weekly dialogues with Lansing area An-
ishinaabemowin speakers by discussing everything from labor, 
to sports, to family and politics. Since nearly all of the fluent 
Anishinaabemowin speakers moved to Lansing from Manitou-
lin Island, Ontario to work in the automotive industry, their 
thoughts on the current economic and ecological crises are poi-
gnant and timely. These oral histories will eventually be used 
to form the basis of a grass roots publication and in a touring 
exhibition. Another important project is the Anishinaabeg Joint 
Commission, a cross-border initiative dealing with international 
water issues that neither the US nor Canada have adequately 
addressed. Together, these projects demonstrate the potential of 
place-based Native activism to radically transform the ecological 
future of Michigan and the Great Lakes basin.
	 Moreover, tribal entities have recently developed a 
sustainable infrastructure for language maintenance programs 
and community museums. The Saginaw Chippewa have a re-
markable cultural center, directly across the street from their 
Mt. Pleasant casino, called the Ziibiwing Center. The center 
includes a permanent exhibition that addresses Anishinaabeg 
history from the perspective of the Saginaw Chippewa. In addi-
tion, Ziibiwing has an art gallery which hosts traveling and ro-
tating exhibitions, having recently exhibited photographs of the 
American Indian Movement and an impressive retrospective of 
Native beadwork. The Saginaw Chippewa also maintain a tribal 
college that is actively engaged in teaching Anishinaabemowin. 
Its instructor, George Roy, is one of the participants in the Urban
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Anishinaabeg Oral History Project.  Further north, the Grand 
Traverse Band of Ottawa and Chippewa Indians recently opened 
a tribal museum, Eyaawing Museum and Cultural Center. Bay 
Mills Indian Community, located near Baawaating, also have a 
vibrant Anishinaabemowin program at Bay Mills Community 
College, while Michigan State University and the University of 
Michigan also instruct the language.
	 The Nokomis Learning Center and the Woodlands 
Indian Community Center, both in metropolitan Lansing, face 
harsh futures with the lack of grants to fund their projects. No-
komis, although small, has both an interpretive center and an 
art gallery. The gallery has featured work by artists such as Dave 
Shannanaquat, known for his efforts on the pow-wow circuit, 
while they also hosted my exhibition “Otepaymisiwak: The 
People Without Bosses.” Recently, Becky Roy, Ashley Harding 
and Estrella Torrez have begun working with the public schools 
to develop an Indigenous curriculum geared toward urban Indi-
ans. Last summer, Roy headed an urban cultural program where 
Native students learned traditional cultural practices, art-mak-
ing, and language skills, all of which are vital to the future of 
disenfranchised urban communities.
	 The Xicano Development Center, a Mexican-Ameri-
can and Indigenous organizing project, has developed a force-
ful array of projects. As a board member of this non-profit, we 
are presently coordinating a conference on direct action and 
democracy, particularly as they relate to the Native and Latino 
communities in Michigan. The conference will feature a key-
note speech by Ward Churchill (a figure that bifurcates Indian 
Country, as many feel he is non-Native) and a performance by 
the Bronx-based rap group Rebel Díaz.
	 There are some specific Lansing-based arts program-
ming and projects that deserve mention. Basement 414 orga-
nizes itinerant exhibitions and concerts in downtown Lansing. 
LookOut! Gallery, located in the Residential College in the Arts 
and Humanities (RCAH) at Michigan State University (where I 
teach), hosts an array of exhibitions, from local artists and stu-
dent work, to large-scale curated shows. Last spring, I co-curat-
ed an exhibition on activist art from Oaxaca, Mexico, focusing 
on street art and photography.  Cheyenne-Arapaho artist Edgar 
Heap of Birds was also in residence for two weeks at RCAH, 
while installing a “Native Hosts” intervention and working with 
students. While the installation had a nice long run, four signs 
recently disappeared during Homecoming weekend. Across 
from campus, Scene MetroSpace is a gallery that has arranged 
some interesting exhibitions, even if not focused entirely on in-
terventionist or activist work. 
	 While this essay began as a lament on my return to 
Michigan, the writing process has become therapeutic in its 
ability to help me recognize the multiple projects currently cir-
culating around the Lansing metropolitan area, as well as within 
Three Fires Territory as a whole. Through these various projects, 
it seems that alongside other artists, activists, and intellectuals, 
we are beginning to lay the foundation for what I envision as a 
place-based, neo-regionalism that has emerged from the ashes 
of the state’s industrial history and is intimately tied to the pre-
cious ecology of our rural and semi-urban communities.  In the 
vein of the Industrial Workers of the World, both Native and 
non-Native activists are “forming the structure of the new soci-
ety within the shell of the old.”  I hope to be a part of this.

Dylan Miner (www.dylanminer.com) is an art historian by training, 
Miner is Assistant Professor of Transcultural Studies in the Residential 
College in the Arts and Humanities at Michigan State University, where 
he also holds appointments in American Indian and Chicano/Latino stud-
ies. An Indigenous studies scholar, Miner has published numerous articles 
and chapters, contributed several encyclopedia entries, and has written 
for Indigenous and Latina/o community newspapers. In spring 2010, he 
will present three solo exhibitions focusing on the radical tradition of the 
Great Lakes.  He is Michif (Métis), active in the Justseeds Collective, and 
lives in Three Fires Territory with his partner and two daughters.

“I have a good conscience; I’ve written thousands of slips of 
paper. In the sense of this responsibility – work, conscience, 
fulfillment of duty – I’m no worse a worker than anyone who 
has built a road.” – Hanne Darboven

There might only be one thing worse than the financial sup-
port structure for artists: the support structure for art writers. 
Today, to try and be a writer of essays for catalogs, magazines 
or journals without being an academic, even a lowly adjunct 
academic, is to play against long odds. Which is why it feels 
that traditional scholarly art history writing styles and concerns, 
which in the past often felt distinctly different than the style and 
concerns of art criticism, are increasingly on display in contem-
porary art writing. Academics have the training to finish a text 
fairly fast and are the only ones who can afford this writing hab-
it, excepting the insane and the independently wealthy. Not that 
academia is recognized by anyone as a path to riches either.
	 First some facts. I always hear that the standard rate 
for a writer is one dollar a word. Twice I have been paid more 
than this amount. Twice I have been paid one dollar per word. 
The rest has checked in somewhere around half if not lower. 
The most I’ve gotten for a review is $275. Most reviews for the 
art magazines I’ve written for are 500 words and up. Write a 
review for Time Out Chicago, you are lucky if you break $80 
for about 270 words. Not that they will hire you, the number 
of freelancers featured in the art section lately is approaching, 
if not absolutely, nil. Or you could write a cover story for, say, 
the New City weekly newspaper in Chicago a year ago, that’s 
around 2,500 words. Somehow the $100 check is slow arriv-
ing. 
	 Now, there’s going to be some dour words in this text; 
don’t think I’m bitching. I am still writing essays and reviews. If 
the above pay scale is the beginning of a bad model for making 
a living, consider that probably a third of the texts I’ve written 
have been for free. That is not counting texts where I was sup-
posed to get paid and didn’t. I mean texts I chose to write for 
free. Like this one. Not an uncommon fact for someone who 
has been involved in the artist-run or independently organized 
scenes. Sometimes it feels better to not get paid to write. Like 
this one. At least with this situation, I don’t collect the check 
and realize how little my input is valued. Writing free essays for 
artists and spaces I admire, like, or am intrigued by has given 
me some of my best essays and some of my most cherished 
artworks, not to mention a nice selection of books. Neither the 
works nor the books help pay the bills, that is an entirely other 
matter; the artworks and books successfully distract me from 
the nagging bank account, and besides, that is why I have a day 
job.  
	 Many writers – and I guess I need to include bloggers 
as well – do what they do for free, or nearly so, because they 
love what they do. They see themselves as enthusiasts, support-
ers, and often think they serve as ethical voices, untainted by 
institutions and filthy lucre. The writer and critic Bob Nickas, 
summarized his stance succinctly:

I also decided early on in my career, when I was poor, that 
I would never write a catalogue essay for an artist in whose 
work I had no interest, but for which a sizable chunk of 
money was offered … I resolved as well not to publish an 
essay just before an exhibition to avoid it being read as noth-
ing more than a glorified press release. I have, however, ac-
tively written about – and included in shows – the artists 
whose work makes mine possible.

WATCH WHERE YOU 
ARE PUTTING THAT 
PENCIL
Anthony Elms

Admirable. And yet many who write for free become blinded 
by friendships or the desire to support, and are just as com-
promised in their estimations as if they had made a run on 
the bank. Besides, the last refuge of any scoundrel in the art 
world is: I love what I do and mean well. Still, I do. And oth-
ers do. Even if I am also aware that, to paraphrase William S. 
Burroughs, no one does more harm that someone who feels 
bad about doing it. Enthusiasm and an opinion do not equal 
criticism.
	 Ethical or dastardly, often you get exactly what you 
pay for. The sad reality is that if the writer isn’t getting paid, 
or getting barely paid, that means the infrastructure at the 
publication or publisher for which they write is often similar-
ly threadbare, both economically and culturally. The current 
economics of the publishing world do not allow for depth of 
talent in the editorial offices. In the general trades – daily and 
weekly newspapers or lifestyle magazines – generalist editors 
who are overtaxed are the best you can expect. Yes, even the 
most genius writers amongst us need editors. Literary culture 
is full of tales of not-so-famous editors who made the famous 
greats the greats we value them as. If the greats benefit from edi-
tors, the rest of us desperately require editors. This is why most 
major art magazines, Frieze, Artforum, Art in America, who, 
it should be noted, do still fact check, have a standard format 
they want in their reviews. It is easier and faster to deal with the 
texts if shuttling materials into a formula. Three brutal editors 
I encountered early in my writing career greatly improved my 
writing and my ability to structure an argument, even if I still 
am slow to learn how to write to formula. You cannot count 
on that attention today, which explains in part why academics 
might have a leg up in this field. It also explains why so much 
visual art writing is not worth reading. (This isn’t just in visual 
art, look at film criticism, or the childish pastiche of influences 
that counts as music criticism for many.)
	 Facts are not checked, assumptions made. Some 
sleep-deprived general editor with little knowledge of visual art 
or concern for art history barely has time for copyedits and as-
sumes the writer knows his field and doesn’t bother to restruc-
ture the argument. Everyone makes mistakes. This scenario 
assumes there even is an editor – not always the case. In this 
laissez-faire editorial environment I’ve embarrassed myself and 
sounded like a blathering lunatic; and I increasingly encounter, 
time and again, art historical facts provided incorrectly by other 
writers. Like that local writer who in a review while mentioning 
influences name checked the 70s art movement Fluxus (only 
about 12 years late). Then there is a local blogger who cannot 
structure a logical argument to save his life (often the point of a 
short 300 word post is even hard to locate).  A regular and pro-
lific critic misrepresents any fact or attitude about an artwork 
in her writing in order to instrumentalize artworks in service of 
her pleasures or pet-peeves. Or yet another writer who regular-
ly misuses theoretical terms in articles at every chance she gets 
(for example, “relational aesthetics”, which begs the question: 
who wants to reference “relational aesthetics” to begin with?). 
Some of these writers may be dumb, some may simply mistype 
on the rush to deadline, some may never have been told how 
to write a critical text; no matter, a lack of editorial oversight is 
equally to blame.
	 In this environment, even well-meaning and per-
functory writers barely stand a chance at coherence. By the 
time the errors appear the damage is done: the writer looks 
a fool, and the publisher looks like an idiot for hiring such 
a bad writer. Criticism is then judged to be ineffectual and 
art writing is viewed by the institutions and the artists alike 
as either grudge-bearing hackwork or glorified press releases. 
Hence I have a crackpot theory about critique and histori-
cism entering into the artworks themselves: first, because the 
artists do not trust the writers and take the words into their 
own hands; second, because it allows artists, and the institu-
tions who display the projects, to return critical dia-
logue and historiography to a powerful platform in



autonomous solutions that benefit and dignify an entire popula-
tion. Around 12,000,000 Argentineans were part of 6,000 bar-
ter nodes by the end of 2002!
	 During 2008 and through 2009, the entire globe has 
felt the worst economic recession in decades. The president of 
Argentina, Cristina Fernandez, called the recession the “Jazz Ef-
fect”, named for its origins in the burst of the United States’ sub-
prime lending bubble. Communities worldwide that have been 
practicing alternative economy strategies (local currencies, time 
banking, free markets, community owned housing and trading 
networks) attain significance within this crisis. However the ma-
jority of humanity still depends on a market model that doesn’t 
give a penny for individuals.
	 Who was most affected by these crises? Middle and 
lower class – count me in, please. We are all still coping with 
the effects of the present collapse. Artists and art laborers who 
are not market savvy (like me) are juggling with the cuts of re-
sources. I believe a lot of us see opportunities in the mishap of 
the economy: opportunities for reevaluating needs, discourses, 
methodologies, strategies and alternatives.  
	 It is in this context, and after a five week intervention 
in Los Angeles last July, that I have decided to put an end to the 
Daytoday project. I believe that, probably more than ever, the 
art realm needs projects like these that intertwine economic, 
political, social and aesthetic aspects. Art is a cultural sphere 
from which marginal strategies for inhabiting this world can be 
discussed and even attempted. But as an artist, one has to be 
aware of the limits of a proposal and the dangers of formulaic 
intervention. In his essay, “Vernissage”, Hakim Bey puts it like 
this: “To heal, one first destroys – and political art which fails to 
destroy the target of its laughter ends by strengthening the very 
forces it sought to attack.”
	 I´ll put it like this: Daytoday was like a soda pop that 
I shook and shook for the last seven years. Every time I shook 
it, some of the bubbles would pour out of the art context bottle 
onto the social strata of a determined city, affecting different in-
dividuals as well as my own life course. Well, the soda pop art 
container is empty now and all the bubbles have been spilt. No 
use in shaking an empty bottle, is there?
	 This doesn’t mean that barter is over for me. Oh no. 
Barter is part of me, and the swap boat has enabled a rich and 
satisfying navigation through early adulthood. But it was in Los 
Angeles that I was inspired by the strong network of commu-
nities, non-profits, collectives, activists, artists and individuals

the public realm via channels that do away with the uncertainty 
of whether an other will concur with your viewpoint. 
	 I have yet to mention such moments of job satisfac-
tion as being completely excited about a project and yet not 
convincing an editor to run a review because it is “not right 
for that month;” finding that a publication wants only good re-
views; having some editor add pizzazz to your text by choosing 
a title for you; and having publications not check the final print 
version with you, learning months later that some sentence was 
completely misconstrued and rewritten to mean almost the ex-
act opposite of what was intended. Or having first person de-
scriptions or asides changed to the “editorially consistent” plu-
ral, making the voice of the text downright schizophrenic. Still, 
I like writing about art; I just need to remind myself that, poor 
justification or not, it’s exactly what Michael Gerald of Killdozer 
said about his band’s experience in the music industry: “Now 
and then, we have to remind ourselves that we’re not doing it 
for the money because, if we are, we’re doing it all wrong.”

SEVEN YEARS OF 
CHAOS
Carolina Caycedo
“At this moment the question remains; the struggle continues. 
What do artists want – a Lotto-like chance at making a fortune 
in a restricted market, with unbridled opportunities for a few 
winners, or a broad network of support for a larger number of 
artists working with limited to modest means?” 
–Thomas Lawson, in “Attempting Community”, published in 
the catalog Cultural Economies: Histories from the Alternative Arts 
Movement (The Drawing Center, New York, 1996)

The beginning and the ending of my project Daytoday have 
been marked by two major economic crises. From the end of 
2001 through the beginning of 2002, Argentina suffered from 
the culmination of the country’s financial decadence that started 
in 1998. Suddenly there was no cash flow. Argentineans had to 
resort to all kinds of imaginative strategies to make their “day 
to day” possible. A strong national barter network (based on 
local and community nodes) sprouted. This showed the rest 
of the world that grassroots collaborative efforts can generate

working in support of autonomy and sustainability. I under-
stood that my swapping efforts could shift from a person-to-per-
son exchange that was coming from and inserted in an artistic 
framework toward a communal exchange that may help build 
up and tighten community bonds in my own locality.
	 I recently found out that here in Puerto Rico, other 
individuals with similar concerns have been organizing. Two 
years ago, several people started the Red de Trueque Borinquen 
(Borinquen Barter Network). This network is mostly based on 
the Argentinean model of nodes, in which “prosumers” produce 
for themselves and for others – without charging or receiving 
goods and services in exchange. A prosumer is an evolved form 
that synthesizes the producer-consumer division into a single 
person. I think all this is great for Puerto Rico, where rampant 
consuming is part of the colonial cause and effect. Boricuas in 
return, and without much political intent but instead as a means 
of survival, have a huge “under the table” economy, where cash 
is moved to and fro without state or federal taxation. I feel that 
in Puerto Rico a Time Bank community, together with the pro-
sumer barter network, would be successful in complementing 
this “submerged” economy. So, after more than a decade of 
swapping, I am ready to help build up this sidewalk, or at least 
promote it before my drifting habits take me somewhere else.

From Object To Subject
Doris Lessing writes at the end of The Marriages Between Zones 
Three, Four and Five: 
“There was a lightness, a freshness, and an enquiry and a remak-
ing and an inspiration where there had been only stagnation.                                                            
And closed frontiers.                                                                                         
For this is how we all see it now.                                                
The movement is not all one way – not by any means.”
	 During the last twelve years, I have been swapping 
and bartering objects, services and knowledge. Though Day-
today started in 2002, my praxis of barter started collectively 
with the group Cambalache Collective and the Street Museum 
in Bogota, back in 1997. This gesture of swapping and barter 
was born from a three-way liaison between social and public 
aesthetic practices, ideals of autonomy and an intuitive interest 
in alternative and gift economies. Both the Street Museum and 
Daytoday projects allowed me to visit and learn about different 
cities and to interact with the most incredible array of people. 
Places and individuals became layers of experience and knowl-
edge that construe my swapping baggage. But my baggage is 
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how to dodge myself out of uncomfortable situations. And I 
did have to dodge out a couple of times, but I never really felt 
threatened. 
	 Did I turn down barter proposals? Yes. At the begin-
ning of the project, I would say yes to everything and get used 
a lot. But then I sharpened my negotiation abilities and would 
turn down proposals and people that didn’t interest me. 
	 The best barter I did? What I learned and obtained 
from different individuals through barter, or post-barter, is in-
valuable and illogical to compare or look for the best. However, 
I want to mention taking care of a two-year-old baby in New 
York.  I enjoyed so much the trust deposited in me, as a stranger, 
by her parents. It was very special.
	 The weirdest barter I did? Follow someone for a week, 
in exchange for a couple of exquisite bottles of wine. The re-
quester asked me to follow his brother’s fiancé previous to their 
marriage. It was like penetrating this woman’s privacy without 
her asking. I felt close to her, but she didn’t know. After the 
years, I ask myself if they were just testing me. Was it all a set-
up? 
	 How did barter work within an art institution? I used 
the institution as a key to open doors. It would be my credibility 
card. But seldom exchanges took place in the museum or gal-
lery. We would meet in other public spaces or privately. 
	 Do I have a bank account? Yes, and I own a debit 
MasterCard.
	 What have I got after seven years of chaos? The ability 
to trust, immense confidence in my own social skills, no fear of 
zero cash flow, a string of allies dotted around the globe, and 
overall hope. 

Isabela, September 2009.

not only made out of what I gave and what I obtained. It is 
mostly heavy with the unique situations that we constructed 
together with other swapping enthusiasts. With some people, 
this “complementing” situation based on trust would be a once 
in a lifetime, or even a once upon a time. But with others, it is 
the foundation for a longer interaction. 
	 I consider all these people I exchanged with, and 
with whom relationships developed post our initial swap, al-
lies in space and time. These relations to my allies perpetuate 
the intention of immediacy, and elongate the primal swap into 
a myriad of possibilities and realities. I like to compare it to the 
hxaro gift exchange, practiced by the !Kung people in southern 
Africa. This system is primarily about social relations and the 
goods themselves are of secondary importance. 
	 Basically, hxaro is a delayed form of nonequivalent 
exchange: I give you something today, and you give me some-
thing in return much later, when you find an object that you 
know may please me. Once you exchange with someone you are 
bonded, and you pass the years together exchanging gifts. Any 
two people, regardless of age or sex, may do hxaro. Each item in 
the !Kung material culture may be put into hxaro, and you can 
pass on something that you received through hxaro to someone 
else. This way the most valued or useful goods are always in cir-
culation, and potentially every one can enjoy them for a period 
of time at some point. The delayed aspect of the exchange is 
crucial to the !Kung. One person or another is always waiting to 
see what comes back.
	 What Daytoday basically proposes is that we rethink 
the way we value things and situations. How can we value 
something based upon a set of circumstances like memory, love 
or attraction, nutrition, ideology, personal preferences, spiritual 
significance amongst others, instead of valuing things for their 
monetary value, or the time we spent with them. It’s this shift 
in the way we value things that I ultimately ask people to share 
with me. While I am very interested in understanding how oth-
ers react to this proposition, I must confess that Daytoday was 
mostly about me. It was a continual personal testing site. How 
do I relate to strangers? How do I move in a new city?  How do 
I feel about this or that situation or exchange? Do I want to take 
a position? Do my emotions affect my social skills? How am I 
going to engage with the public?   

Communication Strategies
In every city I devised different strategies that would allow in-
teraction. The van was a constant in all the cities, as it allowed 
mobility and also provided an intimate space where I could host 
and receive people. It was my mobile living room, our magic 
carpet, and my hideout when I was exhausted. The other con-
stants would be the interactive website, where people could 
propose a barter, as well as flyers and posters distributed around 

the city.
	 In Vienna, Daytoday was launched with an outdoor 
party in the back garden of the Secession building. A lot of 
passer-bys got news of the project because of the party. Mostly 
it worked by word of mouth. People who exchanged would re-
fer me to friends and family and so the swapping kept rolling. 
Also, an online computer with direct access to the webpage was 
installed in the bookstore.  This way I lived in Vienna for three 
weeks without using money.  
	 In New York, a table with an online computer was 
installed in the lobby of the Whitney Museum. Visitors could 
access the webpage without paying (as museum visitors only 
need to pay for a ticket once they pass the lobby to go into the 
exhibition spaces). A vintage-looking red telephone was also in-
stalled beside the computer. This red phone was a direct line 
to my cell phone. There was no dialing disc and as soon as you 
lifted the handset, you would be calling me. I received an aver-
age of twenty calls a day. When the museum had free entrance, 
I was called around fifty times!!!! Beside the table was a small, 
colorful chalkboard inviting people to use the computer and 
the phone, with some examples of the possible barters. A lot of 
people missed the table, because of its location. I was lucky that 
it wasn’t more visible. I can’t imagine coping with a higher call-
ing average! 
	 In North Adams, Massachusetts, I merged with the 
Trading Post, a project by Daniel Pineda. There we crashed dif-
ferent outdoor spaces in the small town, like the public library 
and the MASS MoCA museum’s parking lots. It was summer 
and we looked for areas with a lot of human traffic. We also 
hosted a barter space at the Contemporary Artists Center, where 
we were both in residence.
	 In San José, Costa Rica, I was interviewed on the ra-
dio as soon as I arrived. A lot of people heard the program, and 
contacted me afterwards. It was only a week, but it was very 
intense. At the end, I decided not to take any photos or docu-
ment the barters in any way. There is no trace of the San José 
exchanges, except for the objects and memories I retain, and 
those retained by the inhabitants there.
	 In Berlin, I edited a video that was displayed in a win-
dow shop gallery called SOX 36. The video offered my home 
in Puerto Rico for a month in summer while I was away, in ex-
change for a used laptop, or HD video camera.  This offer comes 
from a personal conviction that all private property should be 
available to anyone if empty but also from an intimate desire of 
having someone occupying my space and kind of stepping into 
my shoes. The trade never actually took place, however, people 
all over the globe inquiring about the possibility contacted me.
In Los Angeles, we didn’t build a proper webpage, but instead 
took advantage of Internet social networks and blogs like Word-
press, Facebook and Twitter, creating pages that were intercon-
nected and constantly updated. We also relied upon the rich 
email list of the gallery, and its huge network of regular visitors, 
fans, collaborators and friends. I was also reviewed on a couple 
of local blogs.  With the van, I crashed some exhibition open-
ings, and a popular cumbia night called “Mas Exitos”.
	 Every single person I encountered in these diverse 
cities gave me their unique insight on the urban layout, archi-
tecture, private and social gathering spaces and codes of their 
territory. Daytoday became a strategy for learning about a city 
through the eyes of insiders. Routes, gardens, living rooms, 
swimming pools, parks, restaurants, murals, bars, plazas, mon-
uments, ruins, theaters, stairwells … places and things off the 
beaten path that I would have never visited or attempted if it 
weren’t for these encounters.

FAQ
Did I ever get in trouble? No, fortunately I am a woman. A wom-
an with acute intuition, and since I grew up in the tough streets 
of Bogotenaz (local slang for Bogotá: Bogotenacious), I know 

LICENSE ACTION
(JAN. 17 - 18, 1981)
Guerrilla Art Action Group
In 1981, Guerrilla Art Action Group (GAAG) made 10 license 
cards, like the one pictured above. The cards came in a small 
manila envelope with a red stamp on the front. Each card com-
ments on a different person or government agency that in some 
way limits or controls peoples’ freedoms through abuses of their 
power. 
	 The cards are both humorous and very serious. They 
take aim at individuals like (deceased Senator) “Strom Thur-
mond’s National Security And Terrorism Committee” which of-
fers a “License to Silence Dissent” – something Thurmond did 
on a regular basis as he attacked the National Endowment for 
the Arts, helping to neuter the agency and silence provocative, 
powerful, and dissenting art projects and performances. 
	 See page 12 for more on GAAG.



Many years in the making, New-York-City based 16 Beaver 
Group announced today the initiation of a complex multiyear 
process that will produce the largest global merger of arts and 
politics collectives known to date. Critics immediately attacked 
the move as being, “out of touch with recent developments in 
art and economics.” But the group argued at their press confer-
ence that the new mega-art collective, which will use the acro-
nym C.A.R.T.E.L. (the group did not specify what each letter 
stands for) will soon be ready to compete within the current 
monopolistic anti-marketplace. C.A.R.T.E.L. plans to bring to 
a politicized cultural community a significant share of the ben-
efits enjoyed by the recent slew of mega-mergers, also known 
as rescues, such as the few and well subsidized surviving banks 
that have risen from the ashes of the economic meltdown. Based 
on emboldened notions of the commons, C.A.R.T.E.L. members 
will launch their activities this Fall with the ‘We Can Run ... The 
Economy’ campaign.
	 C.A.R.T.E.L. members began their unorthodox press 
conference by dawning jogging suits and invoking names like 
Jane Fonda, Joskha Fischer, David Harvey, Karl Marx, a product 
or person named Bifo, and a long list of Feminist thinkers, with 
the only recognizable name being Eve Sedgwick. Perhaps with 
an intentional spirit of openness to potentiality, the group was 
long on theory but short on specific actions that will be enacted 
to form this global collective art cartel. Little information was 
provided about its ideological position. Although one of the 
presenters, who wore a mirror mask, did emphasize that dance 
was a necessary part of this coming together of different groups. 
It was altogether unclear if this was metaphorical or literal.
	 What seems sure is that the announcement is intend-
ed to rally artistic groups from around the world, inviting them 
to join by sharing information and developing autonomous, 
yet interconnected cultural structures whose economies may 
be seen or said to work against the power of exploitive market 
practices. To put it in their own words we now quote from their 
press statement: 
	 “We’ve seen financial institutions that were ‘too big to 
fail’ merge into even bigger ones, and yet the technocrats who 
allowed this to happen have been given government positions, 
bonuses and remodeled offices, and overall more power to ex-
ploit. The news of stability and dust settling is false, if we speak 
of anything ending right now, it should not be a recession we 
describe, but the end of capitalism in general and the real cre-
ation of large-scale alternatives. We all saw the cracks in the 
system and we know they are still there. We will occupy them 
through the exchange of 0 values and a subversive inversion of 
affective economies. In the old days the worker was the factory. 
Today the worker is the bank, the mortgage company, and Fox 
News. We’re torture and a war in the Middle East. We’re Google, 
our every move strip-mined for indicators. We’re content pro-
viders ready for a change. Human energy and desire is also a 
finite natural resource! Stop with the upgrades! Your ‘Free Mar-
ket’ is holding all of us in chains! Everyone is an Incompetent. 
The ‘experts’ and ‘technocrats’ are without clothes. Long live 
incompetency! We don’t want an end to the recession. We want 
the end of Capitalism!’ 
	 Potential participants in the merger will receive an 
email or mail announcement in the next few weeks or months 
with the title ‘INVITATION TO JOIN C.A.R.T.E.L.’ If you re-
ceive one, please open it, share it, and do not ban it to the folder 

GLOBAL MEGA-MERGER 
ANNOUNCED WITH 
‘WE CAN RUN THE 
ECONOMY’ CAMPAIGN
16 Beaver Group

where you place viagra announcements or emails you re-
ceive from Africa. If you or your organization would like 
to join C.A.R.T.E.L. or learn more about it, send an email to 
cartel@16beavergroup.org
	
Included here is also a selection of FAQ:

Q: What is the ‘WE CAN RUN ... THE ECONOMY’ initiative?

A: See http://wecanrun.org/ 

Q: Who is the economy? How can I become part of the econ-
omy?

A: We are the economy. Each of us is already a part of it and 
should have a public voice in how it is organized. Reclaim the 
economy with us, say “We” can run it, and in the process begin 
to reclaim our collective future.” 

Q: How am I already part of the economy?

A: More than half of your day is devoted to economies of barter, 
gift, of non-monetary exchange, of non-exploitation. How can 
we give greater shape and force to these practices? 

Q: As an artist/activist/adjunct/barista/student, I feel like I live 
in a permanent recession, working as a precarious laborer while 
someone else generates value for their real estate/brand/olympic 
bid/tourism/fake-old-upscale-restaurant off of my participation 
in urban “creative industries.” Last year felt like a rupture, this 
year feels like the continuation of a bad fiction. How did our 
current economic regime go so quickly from gasping on the 
ropes to stomping on my head again? And how can we score a 

TKO (sorry for the sports metaphors)? 

A: We feel collective experiments are necessary. Oikos, from 
which the word economy comes was associated for the Greeks 
with the home. And it begins with the home and finds its way 
to the polis, the city, the politics. Corporate media may be talk-
ing up recovery, but when so many are still losing their homes, 
their jobs, and their belief in the rhetoric of a ‘free market’ the 
world is more open to experiment with the future now. We are 
calling for a culture which is activist in the sense that it rejects 
complacency and calls attention through protest, resistance, and 
creative intervention to actual lives, actual circumstances, and 
actually-existing alternatives. 

Q: I feel like my demographic/neighbors/friends/generation have 
failed me and remain content to gamely tap on their iPhones 
while massive pillaging and injustice continue to be perpetrated 
on a global scale. Weren’t there supposed to be more bankers 
committing suicide? Now I’m the one who is depressed; I’m 
tired of waiting, what should I do? 

A: We’d also prefer not to wait until the world ends in the next 
decade to find out what it would take for those around us to 
actually wake up and participate. In the meantime, group work 
and activities such as exercise can be excellent mood enhanc-
ers. 

Q: My affinity group/running club/punk knitting circle is in-
terested in running capitalism out of town, what can we do to 
help? 

A: Hold a run wherever you are, but there’s more: participate 
and make these questions public. 

This image is from Red Lines & Death Vows: Mortgage Politics in the 20th Century, by Damon Rich, from the exhibition Red Lines 
Housing Crisis Learning Center. Thanks to Larissa Harris, Joseph Heathcott, Stephanie Greenwood, David Smiley, and John Mangin. 
There are several other slides that accompany this one. They can be found on the website for the newspaper: www.artandwork.us.
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PERSONAL 
ECONOMY
by Anonymous
Each year we are able to host around a dozen 
large art exhibitions, scores of performance 
events, screenings, and talks, a festival that 
has over 400 participants, one internationally 
distributed magazine, one widely distributed 
local magazine, several annual periodicals, a 
dvd project, online video projects and several 
traveling exhibitions and events.
	 We are extremely fortunate and lucky 
that many people are interested in working 
with us on the multiple projects, publications 
and programs that we take part in. But the 
most important facet of this work is that these 
hundreds of individuals donate their labor in 
creating them. As facilitators of various out-
lets for expression we try to barter our services 
and provide space, opportunities and venues 
for these individuals to share their ideas and 
work. But this exchange and barter of labor 
does not pay any of the bills.
	 Everything we do is funded by the 
solicitations of money from hundreds if not 
thousands of individuals and independent 
businesses that we reach out to each year. 
Without this community nothing we currently 
do would be possible.
	 We own a building whose first floor 
functions as an art space, residency room, stu-
dio space and office for the publications we 
produce as well as the projects and festivals 
that we facilitate. To cover the costs of opera-
tions we rent our top floor apartments. The 
rental income from these apartments does 
cover our mortgage. But it does not cover our 
insurance, taxes, utilities and day to day op-
erations.
	 To pay for these extra basic expenses 
we host events where we charge admission 
and sell beverages. This income barely helps 
us cover our costs. We must also work on oth-
er jobs. Sometimes one of us will do part time 
carpentry work, tend bar, nanny, get paid as a 
guest lecturer, or do odd consulting jobs.
	 The only way we have survived and 
continue to produce our projects is because 
we rely on multiple methods of financing the 
projects. We raise money to pay for our print-
ing costs and assorted bills through the afore-
mentioned events, soliciting advertising for 
display ads, fundraisers, applying for grants 
and then, of course, we sell our publications 
and products.

	 Often times we barter services between 
individuals and independent businesses. For 
example we will trade an ad for silk screening 
posters. Or we will trade ads to get credit at a
store. These bartered arrangements allow us to 
eat out, purchase a pair of jeans or get zines, 
books and magazines we otherwise could not 
afford.
	 We are also fortunate that our fami-
lies have let us use their credit ratings to allow 
us to buy our building. We also rely on them 
from time to time to borrow money when we 
are short on funds for a project. Many times 
we borrow additional money to pay for a pub-
lication, gambling on the hopes that we might 
earn that money back at a release event or 
fundraiser.
	 Besides winning the lottery, getting 
better paying straight jobs, or applying for 
some larger grants, we don’t see how any of 
this might change soon ... But we desperately 
want it to change. We want to be able to create 
sustainable projects where everyone involved 
can get financially compensated for their labor 
and we can expand on the work we already 
do.
	 And of course, like most artists,  we 
don’t have health insurance. Some day it might 
be great to have that option.

We are a duo of artists that has been working together in San 
Juan, Puerto Rico since 2005. We do not receive sustenance 
from a patron. On the contrary, to be able to finance all the 
expenses of our artistic ventures we work like normal people. 
We’ve worked with a website, in a house basement, and con-
tribute to independent organizations or those focused on the 
development of emerging artists, among others.
	 The website covers events of the young/emerging ar-
tistic community. It addresses the need to document and show 
those cultural activities that are out of the mainstream. In ad-
dition, it presents social events that seem pertinent including: 
organic markets and flea markets, theatre, concerts and other 
productions of great cultural relevancy that represent an inde-
pendent effort being made by diverse groups that are ignored by 
the mass media.
	 It is very typical for us to work with low-cost second-
hand materials. In moments of economic crisis we use our base-
ment to carry out activities and art events (which are always col-
lective). We organize a series of events where artists with little 
or no commercial representation have the opportunity to show 
their work (locally and internationally).
	 In the four years that we’ve been working we have 
sold four artworks. The money obtained from one of these sales 
served to pay for our webspace on the Internet, to fix up the 
basement and for the CHA (Center of Horrible Arts) that, while 
it lasted, was dedicated to independent music and art. The other 
three artworks we sold were auctioned and this money was do-
nated to another alternative space, which now serves as resi-
dence for artists.

www.wn.repuestoweb.org
www.repuestoweb.org

W&N
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THIS NEWSPAPER IS 
AN EXHIBITION
Temporary Services

Harold Jefferies is an artist working at the Little City Foundation art studios, outside Chicago, a program for artists with develop-
mental disabilities. He has been making his own money for years.

or broadcasting of the concepts are to be intrinsically redistrib-
uted to the larger collective, and not to be withheld for personal 
economic gain. 
 	 Our group, The Journal of Aesthetics & Protest Edito-
rial Collective, has not accrued monetary profit in the creation 
of The Journal of Aesthetics & Protest. Our situation is quite the 
opposite. We run at a loss with no funding and high printing 
costs. However, like other projects that rely upon the input of 
contributors and a larger group or network, The Journal of Aes-
thetics & Protest has gained cultural and social capital. Some of 
us editors think that this question, the question of how to create 
a structure for the sharing of our collective wealth, has become 
a key question for both our small network, and the greater com-
munity as well. This notion of collectivity threatens capitalism 
itself, a system that relies on the exploitation of the collective 
labor of others. 
	 In Go Post-Money!!!, our seventh issue of The Journal 
of Aesthetics & Protest we address some of these issues when our 
writers investigate the structures and the aesthetics that contrib-
ute to supporting public and common projects. Many articles 
address the creation of shared networks in ways that attempt to 
leverage out money-based economies.
	 Economic crisis in capitalism is system-immanent. 
Critical analysis is needed. We are facing the further privati-
zation of knowledge production, the further economization of 
social space and social practice as symbolized by web 2.0, and 
an increasing precarity in thought labor. The defunding and ne-
glect of traditional institutions all constitute to this situation. 
Unfortunately, this is nothing new. Under the Bush administra-
tion, it was clear that an element of this pressure for criticality 
was partially a result of something beyond the economic – the 
damping down of the democratic process through fear-monger-
ing, corruption, media manipulation and lies, which impacted 
heavily the nature of knowledge. It is still unclear how the cur-
rent administration will affect this space.
	 Our hopes are high. We choose to move forward, col-
lectively. 

HOW DO YOU 
RESPOND TO THE 
ECONOMIC 
DEPRESSIONS OF THE 
WORLD?
Marc Herbst and Christina Ulke for 
The Journal of Aesthetics & Protest 
Editorial Collective
The Journal of Aesthetics & Protest and Journal of Aesthetics & 
Protest Press evolved as a collectively-run, DIY publishing proj-
ect concurrent with the globalization movement. In the late

90s, the less monetized territory of networked protests and 
the insurgency of relational and tactical media opened up a 
stage for new forms of collectivities, movements and publics.
	 For the editors, publishing was an opportunity to 
create a critical platform – a public space where the benefits 
to large groups act to ameliorate the ambitions of individual 
writers, subjects, or editors. Public also related to an unstated 
understanding between writers and editors regarding the goals 
of the project – to engage a common discursive space around 
issues of art and culture, media, and activism toward social and 
political change. Perhaps we now have a better understanding 
of this “public” as “movement”, except that the word “public” on 
first glance maintains the non-ideological space of a true inquiry. 
 	 Public also holds to our understanding of how to de-
fine our work’s exchange value. Any profit (symbolic or mon-
etary) accrued within the creation, distribution, application

This newspaper was designed to be taken apart and turned into 
an exhibition. Everyone is welcome to follow the instructions 
below and present the results to the public.
	 Make a one-evening exhibition. Host a discussion 
about the content of the newspaper. Use one of the essays to 
spark a thematic event of your own creation. Get involved in 
a longer-term initiative and teach classes or share skills based 
on the topics presented in this newspaper. Or make your own 
newspaper that better reflects the concerns of your community.
	 You will need two copies of the paper to make a com-
plete exhibition. Take the papers apart and cut each spread 
down the center along the fold. This will give you two separate 
pages. Affix the pages to the wall.
	 If you don’t have access to an indoor space, wheatpaste 
the entire publication to a public surface, like the side of a 
museum, gallery, or art school. Tape up your favorite texts in 
bathroom stalls at cultural centers. Use bulletin boards at your 
grocery store or hallway display cases at your school. Make 
cardboard or wooden structures in place of a wall and display 
the paper in a free-standing manner in your yard. Mount the 
paper on panels that can be hung from a ceiling or fence.
	 For Temporary Services’ first presentation of this 
project, we are making a border for each sheet using different 
colored tape with varying thicknesses and textures. To use this 
style, cover the edge of the page with tape. Note that depending 
on the conditions where you hang the paper up (humidity, heat, 
pH balance of the wall relative to that of the tape, etc.), you may 
need to do some additional preparation of the wall for the tape to
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stick. Packing tape should stick to most walls. If you want to 
use other kinds of tape, experiment with prepping the wall with 
spray adhesive, which may get other kinds of tape to adhere bet-
ter. Make increasingly larger rectangles of tape around the first 
rectangle. Repeat this effort until the pages and their tape halos 
have the presence you would like in the exhibition space. We 
took the pages of the paper and taped them up using multi-col-
ored packing and duct tape. Gaffer tape would work well too. 
We suggest using different finishes, widths, and other variations 
to make the pages pop out. We put some pages by themselves 
and clustered others together when the articles went from one 
page to the next. In a large space, this works well, but for a 
smaller space, you may want to make stacked clusters of the 
pages.
	 There is no one correct way to display this newspaper. 
We tried to come up with a fun, visually stimulating way of dis-
playing it and encourage you to invent as well. The main idea 
is to use the paper and its presentation to create an energetic 
background for discussions and a space for people to engage 
with the ideas. Be creative and find interesting ways of display-
ing the paper in your community.
	 We would love to see images and hear reports from 
your exhibition, discussion, release party, or other event. Send 
images and notes to us at servers@temporaryservices.org. Post 
images and reports online at www.artandwork.us.

Temporary Services is Brett Bloom, Salem Collo-Julin and Marc Fisch-
er. We are based in Illinois and have existed, with several changes 
in membership and structure, since 1998. We produce exhibitions, 
events, projects, and publications. In 2008 Temporary Services initi-
ated Half Letter Press, a publishing imprint and an experimental on-
line store. 

Temporary Services would like to thank all the people that helped 
bring this paper into being. This paper would not have been possible 
without the monetary, editorial, web development, and networking 
support of SPACES in Cleveland and the great people there, especially 
Christopher Lynn, Sarah Beiderman, Nicole Edwards, Sarah Hoyt, 
Marilyn Simmons, and Susan Vincent. Art Work is funded in part by 
Lauren Rich Fine & Gary Giller and the John P. Murphy Foundation.

We would like to give special thanks to the following people for shar-
ing their contacts with us in many parts of the country: Ryan Griffis, 
Robin Hewlett, Tim Ivison, Gene Ray, Matthew Rana, Scott Rigby, 
Sarah Ross, Paul Sargent, Gregory Sholette, Daniel Tucker, Rebecca 
Uchill, Dan S. Wang, and Kate Watson.

Thank you to everyone who is helping distribute the paper, making 
exhibitions, and holding discussions.

We also want to extend our gratitude to the great folks who contrib-
uted to this paper. Their generosity is a testament to what is exciting, 
ethical, and possible in our vast overlapping art communities. The 
reader will note that some authors included short biographies with 
their text. Due to space restrictions, we were unable to put biographies 
for everyone in the paper. We have put them on the web site for the 
paper. Please take a look.

The image on page 12 is by Hui Ka Kwong. It shows Blood Bath, by 
Guerrilla Art Action Group at the Museum of Modern Art, November 
18, 1969. All other images are courtesy of the contributors whose 
text they accompany, except the one on page 19, which is an image 
made for the Works Progress Administration and is free use under 
public domain laws. The drawing on the back cover was derived from 
a photo of an unidentified protest by the Art Workers’ Coalition.

Major support for SPACES is provided by The Cleveland Foundation; 
Cuyahoga Arts and Culture; The George Gund Foundation; Donna 
and Stewart Kohl; Kulas Foundation; Toby Devan Lewis; Nation-
al Endowment for the Arts; Nimoy Foundation; and the Ohio Arts 
Council.

DISTRIBUTION OF THIS 
PAPER
Temporary Services
We are working to distribute this paper in all 50 states 
and Puerto Rico and should achieve this in the next few 
months, hopefully with your help. There are some states 
we haven’t organized distribution for yet. Maybe you live 
in one and maybe you can help. See the list below for loca-
tions of distribution for the paper. You can also visit the 
web site we set up to check for regular distribution updates: 
www.artandwork.us. There will be exhibitions, discussions, 
presentations, and more in many of the cities listed below from 
November 2009 well into 2010.
	 You can download the paper at the same address. In 
case you aren’t in a place where the paper is being distributed 
and you want a printed copy, we are making them available 
for free through Half Letter Press – www.halfletterpress.com/
store. We will have to charge a small fee for shipping. But we 
are making no profit on the paper’s dissemination. Order one 
copy or 100. We will ship them to you. We have also made a 
high resolution version of the paper available for anyone who 
would want to reprint it. The web site has additional material 
and information that we were unable to include in the paper

ACKNOWLEDGMENTS

CONTACT 
INFORMATION
Temporary Services
P.O. Box 121012
Chicago, IL 60612
www.temporaryservices.org
servers@temporaryservices.org

Half Letter Press
P.O. Box 12588
Chicago, IL 60612
www.halfletterpress.com
publishers@halfletterpress.com
Facebook: Half Letter Press / Twitter: halfletter

Art Work
www.artandwork.us

2220 Superior Viaduct
Cleveland, OH 44113
www.SPACESgallery.org
info@SPACESgallery.org
216-621-2314
Facebook: SPACES / Twitter: spacesgallery

because of either monetary or time constraints. 
	 The list that follows is only partial and you should 
check the www.artandwork.us for the most up-to-date listings. 
Please feel free to contact us: servers@temporaryservices.org.

ALABAMA – Birmingham, Gordo, York
ALASKA – Anchorage
ARIZONA – Tempe
ARKANSAS – Need more contacts
CALIFORNIA – Berkeley, Irvine, Los Angeles, Oakland, 
Pasadena, Riverside,  Santa Barbara, San Diego/La Jola, San 
Francisco
COLORADO – Boulder, Colorado Springs, Denver
CONNECTICUT – Bridgeport
DELAWARE – Need more contacts
DISTRICT OF COLUMBIA – Washington
FLORIDA – Bradenton, Miami, Tampa Bay
GEORGIA – Athens, Atlanta, Decatur, Savannah
HAWAII – Honolulu
IDAHO – Sun Valley
ILLINOIS – Bloomington/Normal, Champaign/Urbana, Car-
bondale, Chicago, East St. Louis
INDIANA – Fort Wayne, Greencastle, Indianapolis, Lafayette/
West Lafayette
IOWA – Iowa City
KANSAS – Lawrence
KENTUCKY – Louisville
LOUISIANA – Need more contacts
MAINE – Need more contacts
MARYLAND – Baltimore
MASSACHUSETTS – Boston, Cambridge, Somerville
MICHIGAN – Ann Arbor, Detroit, East Lansing, Grand Rapids
MINNESOTA – Minneapolis/St. Paul
MISSISSIPPI – Need more contacts
MISSOURI – Kansas City, St. Louis
MONTANA – Missoula
NEBRASKA – Lincoln
NEVADA – Need more contacts
NEW HAMPSHIRE – Need more contacts
NEW JERSEY – Newark
NEW MEXICO – Albuquerque, Taos
NEW YORK – Cortland, New York, Rochester, 
Syracuse, Troy
NORTH CAROLINA – Asheville, Raleigh
NORTH DAKOTA – Need more contacts
OHIO – Cleveland, Cincinnati, Columbus
OKLAHOMA –  Need more contacts
OREGON – Portland
PENNSYLVANIA – Braddock, Philadelphia, Pittsburgh
PUERTO RICO – Isabela, San Juan
RHODE ISLAND – Providence
SOUTH CAROLINA –  Need more contacts
SOUTH DAKOTA –  Need more contacts
TENNESSEE – Chattanooga, Knoxville, Memphis, Nashville
TEXAS – Austin, Dallas, Houston
UTAH –  Ephraim, Provo
VERMONT –  Bennington
VIRGINIA –  Richmond
WASHINGTON – Seattle
WEST VIRGINIA –  Need more contacts
WISCONSIN – Ashland, Eau Claire, Green Bay, Madison, 
Milwaukee, Viroqua
WYOMING –  Need more contacts

DENMARK – Copenhagen
ENGLAND – London
GREECE – Athens
THE NETHERLANDS – Amsterdam
SCOTLAND – Aberdeen



Please help circulate this paper. Copy it. Download and email it. Get printed copies at: www.artandwork.us





































Excerpts from: 

 The Rise of the Secondary Market and the Fall of Art” 
By Sergio Tombesi, economist,  with the direction of Jana Leo, conceptual  

artist  and president  of  Mosis Fundación MOSIS- Modelos y Sistemas; 
Arte y Ciudad. 

This text starts with the premise that giving priority to the secondary 
market in the art market has change the meaning of art. An analysis of 
the  agents  and  the  rules  of  the  market  serve  to  clarify  that  the  real 
problem of the art market is the displacement on the demand and not 
the  lack  of  collectors  etc…  now  days  something  is  art  is  when 
reaching the secondary market. 

…Does art produce money for artists? Can art really generate money for a 
country or does it serves only to create the illusion that there is money? And how 
is the illusion created that there is money generated, is it through moving money 
around? In summary, does the art generate money or only shuffle it around? ….A 
more accurate term in economics is "wealth." For a country, its ability to meet the 
future needs of its citizens, it's wealth is made up of several factors. …Translated 
into art, these factors are firstly, exploitable natural resources which would be the 
raw material used by the artist; exploited natural resources but not consumed, the 
work of art will be the second; the third, the number of artists and the fourth, 
cultural policies, cultural management and the market structure.

…"Can this economical activity called Art actually increase the wealth of a 
country, or the money that moves around the art market is only a transitional 
means to facilitate the exchange of existent assets? "

…When art has a simple structure, it seems to be close to the perfect market 
model. Formerly, the artist was also a craftsman and lived in a market zone of the 
city with other artists and artisans. Customers visited the various workshops to 
find the artist who understood their needs and whom they liked aesthetically for 
the price they were willing to pay. This market can be defined as "direct primary 
market." Such a market was conducive to direct contact between the producer 
and consumer of art, it encouraged competition among clients to hire the best 
artists and between artists to get the best jobs. This scheme is not far from the 
concentration of galleries in zones, in new York: SOHO, Chelsea or the LES 
where people walk and shop around; the only difference is the presence of an 
intermediary, the gallery, now we are facing the "indirect primary market". 

For works that have some mobility, there soon began to establish a market of 
"second hand" or, to use an economic term, "secondary," where the possessor of 
a work was able to sell to a third party not even know personally to the artist. The 
onset of this secondary market confirmed that a work of art can be a capital asset 



that is used to store wealth, and introduced a third type of trader: "the 
middleman”.

Since then, the art market structure has gotten more complicated but always 
maintaining this dichotomy of base; an study of the current situation needs to 
analyze this division of primary and secondary market. … Today it is highly 
unlikely that an artist sells his work directly to a customer. The direct primary 
market has been giving way to an indirect primary market with art galleries and 
fairs as intermediaries, while in the secondary market, auction houses and private 
dealers have emerged.

The current market has a structure in which artists sell their work through 
galleries. The galleries represent (in some cases, invite, choose, and / or 
"discover") the artists. They take on deposit their works and try to sell them to 
collectors. Through exhibitions at the gallery, writings of critics, the art pieces try 
became of value… After a career of exhibitions, it is possible that the artist is 
selected for art fairs (the markets require that the artist has gallery shows in order 
to participate), which gives more value to the art. This may be the time when the 
artist is capable of choosing a gallery as their work is likely to be collected with 
ease. The artist has exhibitions in non-commercial art centers such as museums 
and art centers and may continue to have good reviews and those who bought the 
artist's work, resell, entering it into the secondary market (auction houses and 
private dealers.)

In this structure, the most prominent agent has been the gallery, followed by the 
curator whose specific function is to select the most outstanding artists. In fact the 
role of the curator that seems to be purely cultural, produces a market jump for 
the artist, that is, those elected in the primary market are launched to the 
secondary. In this launching into the second market, the curator and the art center 
play a prominent role. A lot of stuff moves around the art center. We can speak of 
a third market that is not art but linked to them. A market of collateral 
activities-"promotional" such as exhibitions and catalogs, grants, educational 
activities, and tourist activities.

The secondary market is basically: an auction house. Increasingly art dealers and 
brokers are all trying to work in both markets. It is in the interest of auction 
houses, who charge percentage commissions to increase the volume of work 
passing through their auctions, and therefore they participate or sponsor art fairs 
to promote and make known new artists, to promote demand for their works in the 
secondary market. Importance is given to the fairs in this game because buyers 
are willing to pay a higher price if they think they have the ability to resell a work 
at a profit. On the other hand, the galleries resent that auction houses receive the 
largest portion of the profits from their "investments" in new artists and collectors 
try to lure customers with discounts and rights of first refusal, asking in return be 
the first to be consulted in case of resale.

What role has the artist, the key player, in this whole market structure? Less and 
less, except for those artists who manage to reach the secondary market, they 
become stars, some of which, shooting stars, because they are interdependent on 
the continued support of the primary market.
 



…In the indirect primary market, because of the asymmetry of information, the 
buyer needs to be convinced that the quality of what you propose is worth the 
price they ask and find some "objective" indicators of quality. How to value a work 
of art in an objective manner? Experts speak of historical, conceptual innovation,  
originality, technical mastery, but the most important factor is when there is a true 
consensus of experts and critics of these qualities in a work. So to promote 
artists, galleries and fairs try to raise the profile of and artist, looking to create a 
consensus among critics and experts on their qualities. The strategy is to 
minimize the risk, looking for a few potential winners and to invest in them, 
leaving all others behind. And the investment begins to bear fruit when the works 
make the leap to the secondary market. Therefore it seems that the structure of 
this market is likely to focus all resources on the validation of the artist to increase 
their marketing but not in creation. 

…Observations on the demand curve: the art centers, and museums that in theory 
should fuel demand for the art of necessity, in reality have become an instrument 
to the speculative demand. Their main task the validation of the artists, they offer 
a service to the secondary market.  

…The language that has developed around the arts center, like the emerging 
artist, or artist with projection specifically serves a function: validate an artist for 
the investor to buy, to help the artist reach the secondary market, that is to enrich 
speculative and not the existential necessity of art.
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California Arts Council

1300 I Street, Suite 930

Sacramento, CA  95814

www.cac.ca.gov

The California Resale Royalty Act 
(California Civil Code Section 986) 
requires a seller of art in the secondary 
market to pay a resale royalty to the 
artist under certain circumstances. This 
California law is unique in the United 
States, although it is a well-established 
legal right in some other countries and is 
being considered for adoption by many 
more. The right of artists to share in the 
appreciated value of their works when 
resold is an important principle. This 
pamphlet is meant to help orient sellers 
to the law, but is not a substitute for 
reading the full Code.

california 
resale
royalty act

Fundamental 
Obligation of 

Sellers

Website 
Resources California 
Resale Royalty Act information (includ-
ing a link to the full text of the Act, and 
lists of artists who have not responded 
to the CAC’s notifications and for whom 
contact information is sought) is on the 
California Arts Council website: 
www.cac.ca.gov/resaleroyaltyact/
resaleroyaltyact.php

California Lawyers for the Arts:
www.calawyersforthearts.org

To download additional copies 
of this pamphlet:

www.cac.ca.gov/resaleroyaltyact/
files/sellerguide.pdf

California Resale Royalty Act Coordinator

Patricia Milich

916/322-6385

pmilich@cac.ca.gov

Under circumstances that trigger a 
resale royalty, the California Resale 

Royalty Act requires the seller to pay 
five percent of the full resale price to the 
artist or a deceased artist’s legal heir(s), 

legatee(s) or personal representative 
within 90 days of the sale. 

A “seller” 
may be the private owner selling the 

work, gallery, dealer, broker, museum, 
auction house or other person acting as 
the agent for the owner/seller. Sellers’ 

agents are prudent to advise the private 
owner selling the work of this require-
ment in advance of the sale as the roy-
alty is paid by the owner. The payment 

of the royalty may not be decreased 
or waived by any party. 



Inability to 
Locate the 
Artist At times, a seller may 
be unable to locate and pay the artist 
within 90 days of the sale. In such 
cases, the seller is required to send the 
amount of the royalty to the California 
Arts Council (CAC), a state agency, 
to deposit into a Special Deposit Fund 
in the State Treasury. The CAC actively 
works to locate the artist and distribute 
those funds to the artist or deceased 
artist’s legal heirs, legatees or personal 
representative in a timely manner. In 
addition, the CAC maintains online lists 
of artists who have not responded to 
CAC notifications or for whom contact 
information has not been found. If the 
artist or rightful claimant to a deceased 
artist’s royalty fails to claim the royalty 
or the CAC is unable to locate the artist 
or deceased artist’s legal heirs, legatees 
or personal representative within seven 
years of the sale, the funding reverts to 
the California Arts Council for use in its 
Art in Public Buildings Program. 

legal help for 
Artists &
Sellers California Lawyers 
for the Arts (CLA), a statewide nonprofit, 
offers educational seminars on various 
topics, some of which include informa-
tion on the California Resale Royalty 
Act. CLA  also operates a lawyer referral 
service under the authority of the State 
Bar of California and matches artists, 
arts organizations and others in the 
California arts community with lawyers 
who have a special interest in and the 
necessary expertise on the specific issues 
involved. It also provides Arts Arbitra-
tion and Mediation Services, a neutral 
service to help parties work out conflict 
situations without going to court.

Recourse of the 
Artist If the resale royalty 
is not paid by the seller as per the Civil 
Code, the artist may bring a legal action 
for damages within three years of the 
sale or within one year after discovery 
of the sale, whichever is longer. The pre-
vailing party will be entitled to reason-
able attorney fees as determined by the 
court. Any royalties held by a seller for 
artists are exempt from enforcement of a 
money judgment by the creditors of the 
seller or seller’s agent.

Circumstances Generating 
a Royalty Payment Under California Civil Code 
Section 986, an artist shall be entitled to a royalty upon the resale of his/her 
work of art provided that:

� The seller resides in California or the sale takes place in California. 
[California residents who sell the art outside the state do not eliminate 
their obligation to pay a royalty to the artist.]

� The artist at the time of the sale is a United States citizen or has been a 
California resident for at least two years. 

� The work is an original painting, drawing, sculpture or original work 
of art in glass. 

� The work is sold by the seller for more money than she or he paid. 
� The work is sold for a gross price of more than $1,000. 
� The work is exchanged for one or more works of fine art, or for a com-

bination of cash, other property, and one or more works of fine art, 
with a fair market value of more than $1,000.

� The work is sold during the artist’s lifetime or within 20 years of the 
artist’s death.

At the same time, however, the California Resale Royalty Act does not 
apply if:

� The sale is the initial sale of the work and the legal title of the work at 
the time of such initial sale is vested in the artist.

� The resale of fine art is by an art dealer to a purchaser within 10 years 
after the initial sale by the artist to an art dealer, provided that all inter-
vening sales are between art dealers. 

� The sale consists of a work of stained glass artistry permanently 
	 attached to real property and it was sold as part of the sale of the real 

property to which it was attached. 
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One Place After Another:  
Notes on Site Specificity*  

MIWON KWON 

Site specificity used to imply something grounded, bound to the laws of physics. 
Often playing with gravity, site-specific works used to be obstinate about "presence," 
even if they were materially ephemeral, and adamant about immobility, even in the 
face of disappearance or destruction. Whether inside the white cube or out in the 
Nevada desert, whether architectural or landscape-oriented, site-specific art initially 
took the "site" as an actual location, a tangible reality, its identity composed of a 
unique combination of constitutive physical elements: length, depth, height, texture, 
and shape of walls and rooms; scale and proportion of plazas, buildings, or  parks; 
existing conditions of lighting, ventilation, traffic patterns; distinctive topographical 
features. If modernist sculpture absorbed its pedestal/base to sever its connection to 
or  express its indifference to the site, rendering itself more autonomous and self- 
referential, and thus transportable, placeless, and nomadic, then site-specific works, 
as they first emerged in the wake of Minimalism in the late 1960s and early 1970s, 
forced a dramatic reversal of this modernist paradigm.' Antithetical to the claim 
"If you have to change a sculpture for a site there is something wrong with the 
sculpture,"* site-specific art, whether interruptive or assimilative, gave itself up to its 
environmental context, being formally determined or directed by it.3 

* This essay is part of a larger project on the convergence of art and architecture in site-specific 
practices of the past thirty years, especially in the context of public art. I am grateful to those who 
provided encouragement and critical commentaries: Hal Foster, Helen Molesworth, Sowon and Seong 
Kwon, Rosalyn Deutsche, Mark Wigley, Doug Ashford, Russell Ferguson, and Frazer Ward. Also, as a 
recipient of the Professional Development Fellowship for Art Historians, I am indebted to the College 
Art Association for its support. 
1. Douglas Crimp has written: "The idealism of modernist art, in which the art object in and of 
itselfwas seen to have a fixed and transhistorical meaning, determined the object's placelessness, its 
belonging in no particular place. . . .Site specificity opposed that idealism-and unveiled the material 
system it obscured-by its refusal of circulatory mobility, its belongingness to a speczfic site" ( O n  the 
Museum's Ruins [Cambridge: MIT Press, 19931, p. 17). See also Rosalind Krauss, "Sculpture in the 
Expanded Field" (1979), in The Anti-Aesthetic: Essays on Postmodern Culture, ed. Hal Foster (Port 
Townsend, M'ash.: Bay Press, 1983), pp. 31-42. 
2. M'illiam Turner, as quoted by Mary Miss, in "From Autocracy to Integration: Redefining the 
Objectives of Public Art," in Znsights/On Sites: Perspectives on Art in Public Places, ed. Stacy Paleologos 
Harris (Washington, D.C.: Partners for Livable Places, 1984), p. 62. 
3. Rosalyn Deutsche has made an important distinction between an assimilative model of site 
specificity-in which the art work is geared toward integrationinto the existing environment, producing 
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In turn, the uncontaminated and pure idealist space of dominant modernisms 
was radically displaced by the materiality of the natural landscape or the impure 
and ordinary space of the everyday. The space of art was no longer perceived as a 
blank slate, a tabula rasa, but a real place. The art object or event in this context 
was to be singularly experienced in the here-and-now through the bodily presence of 
each viewing subject, in a sensorial immediacy of spatial extension and temporal 
duration (what Michael Fried derisively characterized as theatricality), rather 
than instantaneously "perceived" in a visual epiphany by a disembodied eye. 
Site-specific work in its earliest formation, then, focused on establishing an 
inextricable, indivisible relationship between the work and its site, and demanded 
the physical presence of the viewer for the work's completion. The (neo-avant- 
garde) aspiration to exceed the limitations of traditional media, like painting and 
sculpture, as well as their institutional setting; the epistemological challenge to 
relocate meaning from within the art object to the contingencies of its context; the 
radical restructuring of the subject from an old Cartesian model to a phenomeno- 
logical one of lived bodily experience; and the self-conscious desire to resist the 
forces of the capitalist market economy, which circulates art works as transportable 
and exchangeable commodity goods-all these imperatives came together in art's 
new attachment to the actuality of the site. 

In this frame of mind, Robert Barry declared in a 1969 interview that each of 
his wire installations was "made to suit the place in which it was installed. They 
cannot be moved without being destroyed."4 Similarly, Richard Serra wrote fifteen 
years later in a letter to the Director of the Art-in-Architecture Program of the 
General Services Administration in Washington, D.C., that his 120-feet, Cor-Ten 
steel sculpture Tilted Arc was "commissioned and designed for one particular site: 
Federal Plaza. It is a site-specific work and as such not to be relocated. To remove 
the work is to destroy the work."j He further elaborated his position in 1989: 

As I pointed out, Tilted Arc was conceived from the start as a site-specific 
sculpture and was not meant to be "site-adjusted" or . . . "relocated." 
Site-specific works deal with the environmental components of given 
places. The scale, size, and location of site-specific works are determined 
by the topography of the site, whether it be urban or  landscape or  
architectural enclosure. The works become part of the site and restruc- 
ture both conceptually and perceptually the organization of the site.6 

a unified, "harmonious" space of wholeness and cohesion-and an interruptive model, where the 
art work functions as a critical intervention into the existing order of a site. See her essays "Tilted Arc 
and the Uses of Public Space," Design Book Review, no. 23 (Winter 1992), pp. 22-27; and "Uneven 
Development: Public Art in New York City," October47 (Winter 1988), pp. 3-52. 
4. Robert Barry in Arthur R. Rose (pseudonym), "Four interviews with Barry, Huebler, Kosuth, 
Weiner," Arts Magazine (February 1969), p. 22. 

Richard Serra, letter to Donald Thalacker, January 1, 1985, published in TheDestruction ofTilted 
Arc: Documents, ed. Clara Weyergraf-Serra and Martha Buskirk (Cambridge: MIT Press, 1991), p. 38. 
6. Richard Serra, "Tilted Arc Destroyed," Art in America 77, no. 5 (May 1989), pp. 34-47. 

5 



Richard Serra. Splashing. Installation 
at Castelli Warehouse. New Yo& 1968. 

Barry and Serra echo each other here. But whereas Barry's comment 
announces what was in the late 1960s a new radicality in vanguard sculptural prac- 
tice, marking an early stage in the aesthetic experimentations that were to follow 
through the 1970s (i.e., land/earth art, process art, installation art, Conceptual art, 
performance/body art, and various forms of institutional critique), Serra's state- 
ment, spoken twenty years later within the context of public art, is an indignant 
defense, signaling a crisis point for site specificity-at least for a version that would 
prioritize the physical inseparability between a work and its site of installation.' 

Informed by the contextual thinking of Minimalism, various forms of 
institutional critique and Conceptual art developed a different model of site 
specificity that implicitly challenged the "innocence" of space and the accompanying 
presumption of a universal viewing subject (albeit one in possession of a corporeal 
body) as espoused in the phenomenological model. Artists such as Michael Asher, 
Marcel Broodthaers, Daniel Buren, Hans Haacke, and Robert Smithson, as well as 
many women artists including Mierle Laderman Ukeles, have variously conceived 
the site not only in physical and spatial terms but as a cultural framework 

7. The controversy over Tilted Arc obviously involved other issues besides the status of site specificity, 
but, in the end, site specificity was the term upon which Serra hung his entire defense. Despite Serra's 
defeat, the legal definition of site specificity remains unresolved and continues to be grounds for many 
juridical conflicts. For a discussion concerning legal questions in the Tilted Arc case, see Barbara 
Hoffman, "Law for Art's Sake in the Public Realm," in Art in the Public Sphere, ed. W. J. T. Mitchell 
(Chicago: University of Chicago Press, 1991), pp. 113-46. Thanks to James Marcovitz for discussions 
concerning the legality of site specificity. 
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defined by the institutions of art. If Minimalism returned to the viewing subject 
a physical corporeal body, institutional critique insisted on the social matrix of 
class, race, gender, and sexuality of the viewing subject.8 Moreover, while 
Minimalism challenged the idealist hermeticism of the autonomous art object 
by deflecting its meaning to the space of its presentation, institutional critique 
further complicated this displacement by highlighting the idealist hermeticism of 
the space of presentation itself. The modern gallery/museum space, for instance, 
with its stark white walls, artificial lighting (no windows), controlled climate, and 
pristine architectonics, was perceived not solely in terms of basic dimensions and 
proportion but as an institutional disguise, a normative exhibition convention 
serving an ideological function. The seemingly benign architectural features of a 
gallery/museum, in other words, were deemed to be coded mechanisms that 
actively disassociate the space of art from the outer world, furthering the institution's 
idealist imperative of rendering itself and its hierarchization of values "objective," 
"disinterested," and "true." 

As early as 1970 Buren proclaimed, "Whether the place in which the work is 
shown imprints and marks this work, whatever it may be, or whether the work itself 
is directly-consciously or not-produced for the Museum, any work presented in 
that framework, if it does not explicitly examine the influence of the framework 
upon itself, falls into the illusion of self-sufficiency-or idealism."g But more than 
just the museum, the site comes to encompass a relay of several interrelated but 
different spaces and economies, including the studio, gallery, museum, art criticism, 
art history, the art market, that together constitute a system of practices that is not 
separate from but open to social, economic, and political pressures. To be "specific" 
to such a site, in turn, is to decode and/or recode the institutional conventions so as 
to expose their hidden yet motivated operations-to reveal the ways in which 
institutions mold art's meaning to modulate its cultural and economic value, and to 
undercut the fallacy of art and its institutions' "autonomy" by making apparent their 
imbricated relationship to the broader socioeconomic and political processes of the 
day. Again, in Buren's somewhat militant words from 1970: 

Art, whatever else it may be, is exclusively political. What is called for is 
the analysis offormal and cultural limits (and not one or the other) within 
which art exists and struggles. These limits are many and of different 
intensities. Although the prevailing ideology and the associated artists try 
in every way to camoujage them, and although it is too early-the condi-
tions are not met-to blow them up, the time has come to unveil them.10 

8. See Hal Foster's seminal essay, "The Crux of Minimalism," in Individuals: A Selected History of 
Contemporary Art 1945-1986,ed. Howard Singerman (Los Angeles: The Museum of Contemporary Art, 
1986),pp. 162-83. See also Craig Owens, "From Work to Frame, or, Is There Life After 'The Death of 
the Author'?" Bqond Recognition (Berkeley: University of California Press, 1992), pp. 122-39. 
9. Daniel Buren, "Function of the Museum," Artfwum (September 1973). 
10. Daniel Buren, "Critical Limits," in Five Texts (1970; reprint, NewYork: John 'It'eber Gallery, 1974), 
p. 38. 
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In nascent forms of institutional critique, in fact, the physical condition of 
the exhibition space remained the primary point of departure for this unveiling. 
For example, in works such as Haacke's Condensat ion Cube (1963-65), Me1 
Bochner's Measurement series (1969), Lawrence Weiner's wall cutouts (1968), and 
Buren's Within and Beyond theFrame (1973), the task of exposing those aspects which 
the institution would obscure was enacted literally in relation to the architecture 
of the exhibition space-highlighting the humidity level of a gallery by allowing 
moisture to "invade" the pristine Minimalist art object (a  mimetic configuration 
of the gallery space itself); insisting on the material fact of the gallery walls as 
"framing" devices by notating their dimensions directly on them; removing portions 
of a wall to reveal the base reality behind the "neutral" white cube; and exceeding 
the physical boundaries of the gallery by having the art work literally go out the 
window, ostensibly to "frame" the institutional frame. Attempts such as these to 
expose the cultural confinement within which artists function-"the apparatus the 
artist is threaded throughw-and the impact of its forces upon the meaning and 
value of art became, as Smithson had predicted in 1972, "the great issue" for 
artists in the 1970s.11 As this investigation extended into the 1980s, it relied less 
and less on the physical parameters of the gallery/museum or other exhibition 
venues to articulate its critique. 

In the paradigmatic practice of Hans Haacke, for instance, the site shifted 
from the physical condition of the gallery (as in the Condensation Cube) to the system 
of socioeconomic relations within which art and its institutional programming find 
their possibilities of being. His fact-based exposis through the 1970s, which spot- 
lighted art's inextricable ties to the ideologically suspect if not morally corrupt 
power elite, recast the site of art as an institutional frame in social, economic, and 
political terms, and enforced these terms as the very content of the art work. 
Exemplary of a different approach to the institutional frame are Michael Asher's 
surgically precise displacement projects, which advanced a concept of site that was 
inclusive of historical and conceptual dimensions. In his contribution to the "73rd 
American Exhibition" at the Art Institute of Chicago in 1979, for instance, Asher 
revealed the sites of exhibition or  display to be culturally specific situations 
generating particular expectations and narratives regarding art and art history. 
Institutional siting of art, in other words, not only distinguishes qualitative and 
economic value, it also (re)produces specific forms of knowledge that are histori- 
cally located and culturally determined-not at all universal or timeless standards.12 

11. See "Conversation with Robert Smithson," edited by Bruce Kurtz, in The Writings of Robert 
Smithson, ed. Nancy Holt (New York: New York University Press, 1979), p. 200. 
12. This project involved the relocation of a bronze replica of an eighteenth-century statue of 
George Washington from its normal position outside the entrance in front of the Art Institute to 
one of the smaller galleries inside devoted to eighteenth-century European painting, sculpture, and 
decorative arts. h h e r  stated his intention as follows: "In this work I am interested in the way the 
sculpture functions when it is viewed in its 18th-century context instead of in its prior relationship to 
the facade of the building. . . . Once inside Gallery 219 the sculpture can be seen in connection with 
the ideas of other European works of the same period" (as quoted in Anne Rorimer, "Michael Asher: 



Me1 Bochner. Measurement: Room. 
Installation at Galerie Friedrich. 
Munich 1969. (Photo by artist.) 

Michael Ashel: Installation at Claire 
Copley Gallery, Inc. Los Angeles 1974. 
(Photo: Gary Kruger.) 
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In these ways, the "site" of art evolves away from its coincidence with the 
literal space of ar;, and the physical condition of B specific location recedes as the 
primary element in the conception of a site. Whether articulated in political and 
kconomic terms, as in ~aacke 's  case, or in epistemological terms, as inhher 's ,  it is 
rather the techniques and effects of the art institution asihey circumscribe the defini- 
tion, production, presentation, and dissemination of art that become the sites of 
critical intervention. Concurrent with this move toward the dematerialization of 
the site is the ongoing de-aestheticization (i.e., withdrawal of visual pleasure) and 
dematerialization of the art work. Going against the grain of institutional habits 
and desires, and continuing to resist the commodification of art in/for the market -
place, site-specific art adopts strategies that are either aggressively antivisual- 
informational, textual, expositional, didactic-or immaterial altogether-gestures, 
events, or performances bracketed by temporal boundaries. The "work no longer 
seeks to be a noun/object but a verb/process, provoking the viewers' critical (not 
just physical) acuity regarding the ideological conditions of that viewing. In this 
context, the guarantee of a specific relationship between an art work and its "site" 
is not based on a physical permanence of that relationship (as demanded by Serra, 
for example), but rather on the recognition of its unfixed impermanence, to be 
experienced as an unrepeatable and fleeting situation. 

But if the critique of the cultural confinement of art (and artists) via its 
institutions was once the "great issue," a dominant drive of site-oriented practices 
today is the pursuit of a more intense engagement with the outside world and every- 
day life-a critique of culture that is inclusive of non-art spaces, non-art institutions, 
and non-art issues (blurring the division between art and non-art, in fact). 
Concerned to integrate art more directly into the realm of the social, either in order 
to redress (in an activist sense) urgent social problems such as the ecological crisis, 
homelessness, AIDS, homophobia, racism, and sexism, or more generally in order to 
relativize art as one among many forms of cultural work, current manifestations of 
site specificity tend to treat aesthetic and art-historical concerns as secondary issues. 
Deeming the focus on the social nature of art's production and reception td be too 
exclusive, even elitist, this expanded engagement with culture favors "public" sites 
outside the traditional confines of art in physical and intellectual terms.13 

Recent Work," Artforum [April 19801, p. 47). See also Benjamin H. D. Buchloh, ed., Michael Asher: 
Writings 1973-1983 on Works 1969-1979 (Halifax, Nova Scotia, and I,os Angeles: The Press of the Nova 
Scotia College of Art and Design and The Museum of Contemporary Art Los Angeles), pp. 207-21. 
13. These concerns coincide with developments in public art, which has reprogrammed site-specific 
art to be synonymous with community-based art. As exemplified in projects such as "Culture in Action" 
in Chicago (1992-93) and "Points of Entry" in Pittsburgh (1996), site-specific public art in the 1990s 
marks a convergence between cultural practices grounded in leftist political activism, community-based 
aesthetic traditions, conceptually driven art borne out of institutional critique, and identity politics. 
Because of this convergence, many of the questions concerning contemporary site-specific practices 
apply to public art projects as well, and vice versa. Unfortunately, an analysis of the specific aesthetic 
and political problems in the public art arena, especially those pertaining to spatial politics of cities, 
will have to await another venue. In the meantime, I refer readers to Grant Kester's excellent analysis of 
current trends in community-based public art in "Aesthetic Evangelists: Conversion and Empowerment 
in Contemporary Community Art," Afterimage (January 1995), pp. 5-11. 
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Wash 
ctivity 

Furthering previous (at times literal) attempts to take art out of the 
museum/gallery space-system (recall Buren's striped canvases marching out the 
gallery window, or Smithson's adventures in the wastelands of New Jersey or iso- 
lated locales in Utah), contemporary site-oriented works occupy hotels, city 
streets, housing projects, prisons, schools, hospitals, churches, zoos, supermarkets, 
etc., and infiltrate media spaces such as radio, newspapers, television, and the 
Internet. In addition to this spatial expansion, site-oriented art is also informed 
by a broader range of disciplines (i.e., anthropology, sociology, literary criticism, 
psychology, natural and cultural histories, architecture and urbanism, computer 
science, political theory) and sharply attuned to popular discourses (i.e., fashion, 
music, advertising, film, and television). But more than these dual expansions of 
art into culture, which obviously diversify the site, the distinguishing characteristic 
of today's site-oriented art is the way in which both the art work's relationship to 
the actuality of a location (as site) and the social conditions of the institutional 
frame (as site) are subordinate to a discursively determined site that is delineated as 
a field of knowledge, intellectual exchange, or cultural debate. Furthermore, 
unlike previous models, this site is not defined as a precondition. Rather, it is 
generated by the work (often as "content"), and then vmiJied by its convergence 
with an existing discursive formation. 

For example, in Mark Dion's 1991 project On Tropical Nature, several different 
definitions of the site operated concurrently. First, the initial site of Dion's inter- 
vention was an uninhabited spot in the rain forest near the base of the Orinoco 
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River outside Caracas, Venezuela, where the artist camped for three weeks collect- 
ing specimens of various plants and insects as well as feathers, mushrooms, nests, 
and stones. These specimens, picked up at the end of each week in crates, were 
delivered to the second site of the project, Sala Mendoza, one of the two hosting 
art institutions back in Caracas. In the gallery space of the Sala, the specimens, 
which were uncrated and displayed like works of ar t  in themselves, were 
contextualized within what constituted a third site-the curatorial framework of 
the thematic group exhibition.14 The fourth site, however, although the least 
material, was the site to which Dion intended a lasting relationship. On Tropical 
Nature sought to become a part of the discourse concerning cultural representations 
of nature and the global environmental crisis.15 

Sometimes at the cost of a semantic slippage between content and site, other 
artists who are similarly engaged in site-oriented projects, operating with multiple 
definitions of the site, in the end find their "locational" anchor in the discursive 
realm. For instance, while Tom Burr and John Lindell each have produced diverse 
projects in a variety of media for many different institutions, their consistent engage- 
ment with issues concerning the construction and dynamics of (homo)sexuality and 
desire has established such issues as the "site" of their work. And in projects by artists 
such as Lothar Baumgarten, Renee Green, Jimmie Durham, and Fred Wilson, the 
legacies of colonialism, slavery, racism, and the ethnographic tradition as they impact 
on identity politics has emerged as an important "site" of artistic investigation. In 
some instances, artists including Green, Silvia Kolbowski, Group Material, and 
Christian Philipp Miiller have reflected on aspects of site-specific practice itself as a 
"site," interrogating its currency in relation to aesthetic imperatives, institutional 
demands, socioeconomic ramifications, or political efficacy. In this way different 
cultural debates, a theoretical concept, a social issue, a political problem, an 
institutional framework (not necessarily an art institution), a community or seasonal 
event, a historical condition, even particular formations of desire, are now deemed 
to function as sites.16 

This is not to say that the parameters of a particular place or institution no 
longer matter, because site-oriented art today still cannot be thought or executed 
without the contingencies of locational and institutional circumstances. But the 
primary site addressed by current manifestations of site specificity is not necessarily 
bound to, or determined by, these contingencies in the long run. Consequently, 
although the site of action or intervention (physical) and the site of effects/reception 

14. The exhibition "Arte Joven en Nueva York," curated by Josi Gabriel Fernandez, was hosted by 
Sala Mendoza and Sala RG in Caracas, Venezuela (June 9-July 7, 1991). 
15. This fourth site, to which Dion would return again and again in other projects, remained consis- 
tent even as the contents of one of the crates from the Orinoco trip were transferred to New York City 
to be reconfigured in 1992 to become New York State Bureau of Tropical Conservation, an installation for 
an exhibition at American Fine Arts Co. See the conversation, "The Confessions of an Amateur 
Naturalist," in Documents 1/2 (Fall/Winter 1992), pp. 36-46. See also my interview with the artist in the 
forthcoming monograph, Mark Dion (London: Phaidon Press, 1997). 
16. See the round-table discussion "On Site Specificity," in Documents 4/5 (Spring 1994), pp. 11-22. 
Participants included Hal Foster, Renie Green, Mitchell Kane, John Lindell, Helen Molesworth, and myself. 
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(discursive) are conceived to be continuous, they are nonetheless pulled apart. 
Whereas, for example, the sites of intervention and effect for Serra's Tilted Arc were 
coincident (Federal Plaza in downtown New York City), Dion's site of intervention 
(the rain forest in Venezuela or  Sala Mendoza) and his projected site of effect (the 
discourse of nature) are distinct. The former clearly serves the latter as material 
source and "inspiration," yet does not sustain an indexical relationship to it. 

James Meyer has distinguished this trend in recent site-oriented practice in 
terms of a "functional site": "[The functional site] is a process, an operation 
occurring between sites, a mapping of institutional and discursive filiations and 
the bodies that move between them (the artist's above all). It is an informational 
site, a locus of overlap of text, photographs and video recordings, physical places 
and things. . . . It is a temporary thing; a movement; a chain of meanings devoid of 
a particular focus."li Which is to say the site is now structured (inter)textually 
rather than spatially, and its model is not a map but an itinerary, a fragmentary 
sequence of events and actions through spaces, that is, a nomadic narrative whose 
path is articulated by the passage of the artist. Corresponding to the pattern of 
movement in electronic spaces of the Internet and cyberspace, which are likewise 
structured to be experienced transitively, one thing after another, and not as 
synchronic simultaneity,lg this transformation of the site textualizes spaces and 
spatializes discourses. 

A provisional conclusion might be that in advanced art practices of the past 
thirty years the operative definition of the site has been transformed from a 
physical location-grounded, fixed, actual-to a discursive vector-ungrounded, 
fluid, virtual. But even if the dominance of a particular formulation of site specificity 
emerges at one moment and wanes at another, the shifts are not always punctual 
o r  definitive. Thus, the three paradigms of site specificity I have schematized 
here-phenomenological, social/institutional, and discursive-although presented 
somewhat chronologically, are not stages in a linear trajectory of historical develop- 
ment. Rather, they are competing definitions, overlapping with one another and 
operating simultaneously in various cultural practices today (or even within a single 
artist's single project). 

Nonetheless, this move away from a literal interpretation of the site and the 
multiplicitous expansion of the site in locational and conceptual terms seems 
more accelerated today than in the past. And the phenomenon is embraced by 
many artists and critics as an advance offering more effective avenues to resist 
revised institutional and market forces that now commodify "critical" art practices. 

17. James Meyer, "The Functional Site," in Platzwechsel, exhibition catalogue (Zurich: Kunsthalle 
Zurich, 1995), p. 27. A revised version of the essay appears in Documents 7 (Fall 1996), pp. 20-29. 
18. Despite the adoption of architectural terminology in the description of many new electronic spaces 
(Web sites, information environments, program infrastructures, construction of home pages, virtual 
spaces, etc.), the spatial experience on the computer is structured more as a sequence of movements and 
passages, and less as the habitation or durational occupation of a particular "site." Hypertext is a prime 
example. The (information) superhighway is a more apt analogy for the spatial experience of the highway 
is one of transit between locations (despite the immobility of one's body behind the wheel). 
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In addition, current forms of site-oriented art, which readily take up social issues 
(often inspired by them), and which routinely engage the collaborative participa- 
tion of audience groups for the conceptualization and production of the work, 
are seen as a means to strengthen art's capacity to penetrate the sociopolitical 
organization of contemporary life with greater impact and meaning. In this 
sense the possibilities to conceive the site as something more than a place-as 
repressed ethnic history, a political cause, a disenfranchised social group-is a 
crucial conceptual leap in redefining the "public" role of art and artists.19 

But the enthusiastic support for these salutary goals needs to be checked by 
a serious critical examination of the problems and contradictions that attend all 
forms of site-specific and site-oriented art today, which are visible now as the art 
work is becoming more and more "unhinged" from the actuality of the site once 
again-unhinged both in a literal sense of physical separation of the art work 
from the location of its initial installation, and in a metaphorical sense as per- 
formed in the discursive mobilization of the site in emergent forms of site-oriented 
art. This "unhinging," however, does not indicate a retroversion to the modernist 
autonomy of the siteless, nomadic art object, although such an ideology is still 
predominant. Rather, the current unhinging of site specificity is reflective of new 
questions that pressure its practices today-questions engendered by both aesthetic 
imperatives and external historical determinants, which are not exactly comparable 
to those of thirty years ago. For example, what is the status of traditional aesthetic 
values such as originality, authenticity, and uniqueness in site-specific art, which 
always begins with the particular, local, unrepeatable preconditions of a site, how- 
ever it is defined? Is the artist's prevalent relegation of authorship to the conditions 
of the site, including collaborators and/or reader-viewers, a continuing Barthesian 
performance of "death of the author" or  a recasting of the centrality of the artist 
as a "silent" manager/director? Furthermore, what is the commodity status of 
anti-commodities, that is, immaterial, process-oriented, ephemeral, performative 
events? While site-specific art once defied commodification by insisting on 
immobility, it now seems to espouse fluid mobility and nomadism for the same 
purpose. But curiously, the nomadic principle also defines capital and power in our 
times.20 Is the unhinging of site specificity, then, a form of resistance to the ideologi- 
cal establishment of art or a capitulation to the logic of capitalist expansion? 

Mobilization of Site-Specific Art 

The "unhinging" of site-specific art works first realized in the 1960s and '70s is 
a separation engendered not by aesthetic imperatives but by pressures of the 

19. Again, it is beyond the scope of this essay to attend to issues concerning the status of the "public" 
in contemporary art practices. On this topic, see Rosalyn Deutsche, Evictions: Art and Spatial Politics 
(Cambridge: MIT Press, 1996). 
20. See, for example, Gilles Deleuze, "Postscript on the Societies of Control," October 59 (Winter 
1992), pp. 3-7; and Manuel Castells, The Infornational Citj (Oxford: Basil Blackwell, 1989). 
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museum culture and the art market. Photographic documentation and other 
materials associated with site-specific art (preliminary sketches and drawings, field 
notes, instructions on installation procedures, etc.) have long been standard fare 
of museum exhibitions and a staple of the art market. In the recent past, however, 
as the cultural and market values of works from the 1960s and '70s have risen, 
many of the early precedents in site-specific art, once deemed so difficult to collect 
and impossible to reproduce, have reappeared in several high-profile exhibitions, 
such as "l'art conceptuel, une perspective" at the Musie d'art moderne de la ville 
de Paris (1989), "The New Sculpture 1965-75: Between Geometry and Gesture" 
(1990), and "Immaterial Objects" (1991-92), both at the Whitney Museum.21 

For exhibitions like these, site-specific works from decades ago are being 
relocated o r  refabricated from scratch at o r  near  the  location of their re- 
presentation, either because shipping is too difficult and its costs prohibitive, or  
because the originals are too fragile, in disrepair, o r  no  longer in existence. 
Depending on the circumstances, some of these refabrications are destroyed 
after the specific exhibitions for which they are produced; in other instances, the 
re-creations come to coexist with or  replace the old, functioning as new originals 
(some even finding homes in permanent collections of museums).2* With the 
cooperation of the artist in many cases, art audiences are now offered the "real" 
aesthetic experiences of site-specific copies. 

The chance to re-view "unrepeatable" works such as Serra's Splash Piece: Casting 
(1969-70) or  Alan Saret's Sulfur Falls (1968) offers an opportunity to reconsider 
their historical significance, especially in relation to the current fascination with 
the late 1960s and '70s in art and criticism. But the very process of institutionaliza- 
tion and the attendant commercialization of site-specific art also overturns the 
principle of place-boundedness through which such works developed their critique 
of the ahistorical autonomy of the art object. Contrary to the earlier conception of 
site specificity, the current museological and commercial practices of refabricating 
(in order to travel) once site-bound works make transferability and mobilization 
new norms for site specificity. As Susan Hapgood has observed, "the once-popular 
term 'site-specific,' has come to mean 'movable under the right circumstances,"'~~ 
shattering the dictum "to remove the work is to destroy the work." 

The consequences of this conversion, effected by object-oriented decontextu- 
alizations in the guise of historical recontextualizations, are a series of normalizing 
reversals in which the specificity of the site is rendered irrelevant, making it all the 

21. For an overview of this situation, see Susan Hapgood, "Remaking Art History," Art in Amen'ca 
(July 1990), pp. 115-23, 181. 
22. "The New Sculpture 1969-75: Between Geometry and Gesture," at the Whitney Museum (1990) 
included fourteen re-creations of works by Barry Le Va, Bruce Nauman, Alan Saret, Richard Serra, Joel 
Shapiro, Keith Sonnier, and Richard Tuttle. Le Va's re-creation of Continuous and Related Activities: 
Discontinued By the Act ofDropping from 1967 was then purchased by the Whitney for its permanent 
collection and subsequently re-installed in several other exhibitions in many different cities. With 
some of these works there is an ambiguous blurring between ephemerality (repeatable?) and site 
specificity (unrepeatable?). 
23. Hapgood, "Remaking Art History," p. 120. 
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easier for autonomy to be smuggled back into the art work, with the artist allowed 
to regain his/her authority as the primary source of the work's meaning. The art 
work is newly objectified (and commodified), and site specificity is redescribed as the 
personal aesthetic choice of an artist's stjlistic preference rather than a structural 
reorganization of aesthetic experience.24 Thus, a methodological principle of 
artistic production and dissemination is recaptured as content; active processes 
are transformed into inert objects once again. In this way, site-specific art comes 
to represent criticality rather than perform it. The "here-and-now" of aesthetic 
experience is isolated as the signified, severed from its signifier. 

If this phenomenon represents another instance of domestication of van- 
guard works by the dominant culture, it is not solely because of the self-aggrandizing 
needs of the institution or the profit-driven nature of the market. Artists, no matter 
how deeply convinced their anti-institutional sentiment o r  adamant their critique 
of dominant ideology, are inevitably engaged, self-servingly or  with ambivalence, 
in this process of cultural legitimation. For example, in March 1990 Carl Andre 
and Donald Judd both wrote letters of indignation to Art in America to publicly 
disavow authorship of two sculptures attributed to each of them that  were 
included in a 1989 exhibition at the Ace Gallery in Los Angeles.25 The works in 
question were re-creations: Andre's 49-foot steel sculpture Fall from 1968 and an 
untitled iron "wall" piece by Judd of 1970, both from the Panza Collection. Due to 
the difficulties and high cost of crating and shipping such large-scale works from 
Italy to California, Panza gave permission to the organizers of the exhibition to 
refabricate them locally following detailed instructions. With the works being 
industrially produced in the first place, the participation of the artists in the 
refabrication process seemed of little consequence to the director of the Ace Gallery 
and to Panza. The artists, however, felt otherwise. Not having been consulted on 
the (re)production and installation of these surrogates, they denounced the 
refabrications as a "gross falsification" and a "forgery," despite the fact that the 
sculptures appeared identical to the "originals" in Italy and were reproduced as 
one-time exhibition copies, not to be sold or  exhibited elsewhere. 

More than merely a case of ruffled artistic egos, this incident exposes a crisis 
concerning the status of authorship and authenticity as site-specific art from 
years ago finds new contexts in the 1990s. For Andre and Judd, what made the 
refabricated works illegitimate was not that each was a reproduction of a singular 
work installed in Varese, which in principle cannot be reproduced anywhere 
else anyway, but that the artists themselves did not  authorize o r  oversee the 
refabrication in California. In other words, the re-creations are inauthentic not 
because of the missing site of its original installation but because of the absence of 
the artist in the process of their (re)production. By reducing visual variations 
within the art work to a point of obtuse blankness, and by adopting modes of 

24. This was the logic behind Richard Serra's defense o f  Tilted Arc. Consequently, the issue o f  
relocation or removal o f  the sculpture became a debate concerning the creative rights o f  the artist. 
25. See March and April issues o f  Art in America, 1990. 
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industrial production, Minimal art had voided the traditional standards of aesthetic 
distinction based on the handiwork of the artist as the signifier of authenticity. 
However, as the Ace Gallery case amply reveals, despite the withdrawal of such 
signifiers, authorship and authenticity remain in site-specific art as a function of 
the artist's "presence" at the point of (re)production. That is, with the evacuation 
of "artistic" traces, the artist's authorship as producer of objects is reconfigured 
as his/her authority to authorize in the capacity of director or  supervisor of 
(re)productions. The guarantee of authenticity is finally the artist's sanction, which 
may be articulated by his/her actual presence at the moment of production- 
installation or via a certificate of verification.26 

While Andre and Judd once problematized authorship through the 
recruitment of serialized industrial production, only to cry foul years later when 
their proposition was taken to one of its logical conclusions,27 artists whose 
practices are based in modes of "traditional" manual labor have registered a more 
complex understanding of the politics of authorship. A case in point: for a 1995 
historical survey of feminist art entitled "Division of Labor: 'Women's Work' in 
Contemporary Art" at the Bronx Museum, Faith Wilding, an original member of 

26. Sol LeWitt, with his Lines to Points on a Six-Inch Grid (1976) for example, serialized his wall 
drawing by relinquishing the necessity for his involvement in the actual execution o f  the work, allow- 
ing for the possibility o f  an endless repetition o f  the same work reconfigured by others in a variety o f  
different locations. 
27. See Rosalind Krauss, "The Cultural Logic o f  the Late Capitalist Museum," October54 (Fall 1990), 
pp. 3-17. 
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the Feminist Art Program at the California Institute of the Arts, was invited to 
re-create her room-sized site-specific installation Crocheted Environment (also 
known as Womb Room) from the 1972 Womanhouse project in Los Angeles. The 
original piece being nonexistent, the project presented Wilding with a number of 
problems, least of which were the long hours and intensive physical labor required 
to complete the task. To decline the invitation to re-do the piece for the sake of 
preserving the integrity of the original installation would have been an act of self- 
marginalization, contributing to a self-silencing that would write Wilding and an 
aspect of feminist art out of the dominant account of art history (again). But on 
the other hand, to re-create the work as an independent art object for a white 
cubic space in the Bronx Museum also meant voiding the meaning of the work as 
it was first established in relation to the site of its original context. Indeed, while 
the cultural legitimation as represented by the institutional interest in Wilding's 
work allowed for the (temporary) unearthing of one of the neglected trajectories 
of feminist art, in the institutional setting of the Bronx Museum, and later at the 
Los Angeles Museum of Contemporary Art, Crocheted Environnmt became a beautiful 
but innocuous work, its primary interest formal, the handicraft nature of the work 
rendered thematic (feminine labor).Za 

But even if the efficacy of site-specific art from the past seems to weaken in its 
re-presentations, the procedural complications, ethical dilemmas, and pragmatic 
headaches that such situations raise for artists, collectors, dealers, and host institu- 
tions are still meaningful. They present an unprecedented strain on established 
patterns of (re)producing, exhibiting, borrowing/lending, purchasing/selling, and 
commissioning/executing art works in general. At the same time, despite some 
artists' regression into authorial inviolability in order to defend their site-specific 
practice, other artists are keen on undoing the presumption of criticality associated 
with such principles as immobility, permanence, and unrepeatability. Rather than 
resisting mobilization, these artists are attempting to reinvent site specificity as a 
nomadic practice. 

Itinerant Artists 

The increasing institutional interest in site-oriented practices that mobilize 
the site as a discursive narrative is demanding an intensive physical mobilization 
of the artist to create works in various cities throughout the cosmopolitan art 
world. Typically, an artist (no  longer a studio-bound object maker, primarily 
working on-call) is invited by an art institution to execute a work specifically 
configured for the framework provided by the institution (in some cases the artist 
may solicit the institution with a proposal). Subsequently, the artist enters into a 
contractual agreement with the host institution for the commission. There follows 
repeated visits to or extended stays at the site; research into the particularities of 

28. For Faith Wilding's description of this dilemma, as well as her assessment of recent revisits of 1960s 
feminist art, see her essay "Monstrous Domesticity," in MEANING, no. 18 (November 1995), pp. 3-16. 
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Christian Philip$ Miillel: Illegal Border Crossing 
between ~ u s k i a  and Czechoslovakia. 
(Austrian contribution to the Venice Biennale.) 1993. 

the institution and/or the city within which it is located (its history, constituency 
of the [art] audience, the installation space); consideration of the parameters of 
the exhibition itself (its thematic structure, social relevance, other artists in the 
show); and many meetings with curators, educators, and administrative support 
staff, who may all end up "collaborating" with the artist to produce the work. The 
project will likely be time-consuming and in the end will have engaged the "site" 
in a multitude of ways, and the documentation of the project will take on another 
life within the art world's publicity circuit, which will in turn alert another institution 
for another commission. 

Thus, if the artist is successful, he or she travels constantly as a freelancer, 
often working on more than one site-specific project at a time, globe-trotting as a 
guest, tourist, adventurer, temporary in-house critic, or pseudoethnographer29 to 
S b  Paulo, Munich, Chicago, Seoul, Amsterdam, New York, and so on. Generally, 
the in  situ configuration of a project that emerges out of such a situation is temp* 
rary, ostensibly unsuitable for re-presentation anywhere else without altering its 
meaning, partly because the commission is defined by a unique set of geographical 
and temporal circumstances and partly because the project is dependent on 
unpredictable and unprogrammable on-site relations. But such conditions, despite 
appearances to the contrary, do not circumvent the problem of commodification 
entirely because there is a strange reversal now wherein the artist approximates the 

29. See Hal Foster, "Artist as Ethnographer," in The Return of the Real (Cambridge: MIT Press, 1996) 
on the complex exchange between art and anthropology in recent art. 
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"work," instead of the other way around as is commonly assumed (that is, art work 
as surrogate of the artist). Perhaps because of the "absence" of the artist from the 
physical manifestation of the work, the presence of the artist has become an 
absolute prerequisite for the execution/presentation of site-oriented projects. It is 
now the perfornative aspect of an artist's characteristic mode of operation (even 
when collaborative) that is repeated and circulated as a new art commodity, with 
the artist functioning as the primary vehicle for its verification, repetition, and 
circulation. 

For example, after a year-long engagement with the Maryland Historical 
Society, Fred Wilson finalized his site-specific commission Mining the Museum 
(1992) as a temporary reorganization of the institution's permanent collection. As 
a timely convergence of institutional museum critique and multicultural identity 
politics, Mining the Museum drew many new visitors to the Society, and the project 
received high praise from both the art world and the popular press. Subsequently, 
Wilson performed a similar excavation/intervention at the Seattle Art Museum in 
1993, a project also defined by the museum's permanent collection.3o Although 
the shift from Baltimore to Seattle, from a historical society to an art museum, 
introduced new variables and challenges, the Seattle project established a repetitive 
relationship between the artist and the hosting institution, reflecting a broader 
museological fashion trend-commissioning of artists to re-hang permanent 
collections. The fact that Wilson's project in Seattle fell short of the Baltimore 
"success" may be evidence of how ongoing repetition of such commissions can 
render methodologies of critique rote and generic. They can easily become 
extensions of the  museum's own self-promotional apparatus, and  the  artist 
becomes a commodity with a purchase on "criticality." As Isabelle Graw has noted, 
"the result can be an absurd situation in which the commissioning institution (the 
museum or  gallery) turns to an artist as a person who has the legitimacy to point 
out the contradictions and irregularities of which they themselves disapprove." 
And for artists, "[s]ubversion in the service of one's own convictions finds easy 
transition into subversion for hire; 'criticism turns into spectacle."'31 

To say, however, that this changeover represents the commodification of the 
artist is not completely accurate because it is not the figure of the artist per se, as 
a personality o r  a celebrity $ la Warhol, that is produced/consumed in an  
exchange with the institution. What the current pattern points to, in fact, is the 
extent to which the very nature of the commodity as a cipher of production and 
labor relations is no  longer bound to the realm of manufacturing (of things) but 
defined in relation to the service and management industries.32 The artist as an 

30. See Fred Wilson interview by Martha Buskirk, in October 70 (Fall 1994),pp. 109-12. 
31. Isabelle Graw, "Field Work," Flash Art (November/December 1990), p. 137. Her observation 
here is in relation to Hans Haacke's practice, but is relevant as a general statement concerning the 
current status of institutional critique. See also Frazer Ward, "The Haunted Museum: Institutional 
Critique and Publicity," October73 (Summer 1995),pp. 71-90. 
32. See Saskia Sassen, The Global City: New York, London, Tokyo (Princeton: Princeton University 
Press, 1991). 
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overspecialized aesthetic object maker has been anachronistic for a long time 
already. What they provide now, rather than produce, are aesthetic, often "critical- 
artistic," services.33 If Richard Serra could once distill artistic activities down to 
their elemental physical actions (to drop, to split, to roll, to fold, to cut, etc.34), 
the situation now demands a different set of verbs: to negotiate, to coordinate, to -
compromise, to research, to organize, to interview, etc. This shift was forecasted 
in Conceptual art's adoption of what Benjamin Buchloh has described as the 
"aesthetics of administration."35 The salient point here is how quickly this aesthetics 
of administrat ion,  developed in t he  1960s and  '70s, has converted to  t he  
administration of aesthetics in the 1980s and '90s. Generally speaking, the artist 
used to be a maker of aesthetic objects; now he/she is a facilitator, educator, 
coordinator, and bureaucrat. Additionally, as artists have adopted managerial 
functions of art institutions (curatorial, educational, archival) as an integral part 
of their creative process, managers of art within institutions (curators, educators, 
public program directors), who often take their cues from these artists, now 
function as authorial figures in their own right.36 

Concurrent with, o r  because of, these methodological and procedural 
changes, there is a reemergence of the centrality of the artist as the progenitor of 
meaning. This is true even when authorship is deferred to others in collaborations, 
or  when the institutional framework is self-consciously integrated into the work, 
or  when an artist problematizes his/her own authorial role. On  the one hand, this 
"return of the author" results from the thematization of discursive sites, which 
engenders a misrecognition of them as "natural" extensions of the artist's identity, 
and the legitimacy of the critique is measured by the proximity of the artist's 
personal association (converted to expertise) with a particular place, history, 
discourse, identity, etc. (converted to thematic content). On  the other hand, 
because the signifying chain of site-oriented art is constructed foremost by the 
movement and decisions of the artist,si the (critical) elaboration of the project 

33. Andrea Fraser's 1994-95 project in which she contracted herself out to the EA-Generali 
Foundation in Vienna (an art association established by companies belonging to the EA-Generali 
insurance group) as an artist/consultant to provide "interpretive" and "interventionary" services to the 
foundation is one of the few examples I can think of that self-consciously play out this shift in the 
conditions of artistic production and reception both in terms of content and structure of the project. 
It should be noted that the artist herself initiated the project by offering such services through her 
"Prospectus for Corporations." See Fraser's Report (Vienna: EA-Generali Foundation, 1995). 
34. Richard Serra, "Verb List, 1967-68," in Writings Interuzerus (Chicago: University of Chicago Press, 
1994),p. 3. 
33. Benjamin H .  D. Buchloh, "Conceptual Art 1962-1969: From the Aesthetics of Administration to 
the Critique of Institutions," October53 (Winter 1991),pp. 105-43. 
36. For instance, the "Views from Abroad" exhibition series at the Whitney Museum, which fore- 
grounds "artistic" visions of European curators, is structured very much like site-specific commissions 
of artists that focus on museum permanent collections as described above. 
37. According to James Meyer, a site-oriented practice based on a functional notion of a site "traces 
the artist's movements through and around the institution"; "reflect[s] the specific interests, educations, 
and formal decisions of the producer"; and "in the process of deferral, a signifying chain that traverses 
physical and discursive borders," the functional site "incorporates the body of the artist." Emphasis 
added. See Meyer, "The Functional Site," pp. 29, 33 ,31 ,33 .  
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inevitably unfolds around the artist. That is, the intricate orchestration of literal 
and discursive sites that make up a nomadic narrative requires the artist as a narrator- 
protagonist. In some cases, this renewed focus on the artist leads to a hermetic 
implosion of (auto) biographical and subjectivist indulgences, and myopic narcissism 
is misrepresented as self-reflexivity. 

This being so, one of the narrative trajectories of all site-oriented projects is 
consistently aligned with the artist's prior projects executed in other places, 
generating what might be called a fifth site-the exhibition history of the artist, 
his/her vitae. The tension between the intensive mobilization of the artist and the 
re-centralization of meaning around him/her is illustrated by Renie Green's 1993 
World Tour, a group re-installation of four site-specific projects produced in dis- 
parate parts of the world over a three-year period.38 By bringing several distinct 
projects together from "elsewhere," World Tour sought to reflect on the problematic 
conditions of present-day site specificity, such as the ethnographic predicament 
of artists who are frequently imported by foreign institutions and cities as 
expert/exotic visitors. World Tour also made an attempt to imagine a productive 
convergence between specificity and mobility, where a project created under 
one set of circumstances might be redeployed in another without losing its 
impact-or, better, finding new meaning and gaining critical sharpness through 
re-contextualizations.39 But these concerns were not available for viewers whose 
interpretive reaction was to see the artist as the primary link between the projects. 
Indeed, the effort to redeploy the individual site-oriented projects as a conceptually 
coherent ensemble eclipsed the specificity of each and forced a relational dynamic 
between discrete projects. Consequently, the overriding narrative of World Tour 
became Green's own creative process as an artist in and through the four projects. 
And in this sense, the project functioned as a fairly conventional retrospective. 

Just as the shifts in the structural reorganization of cultural production alter 
the form of the art commodity (to services) and the authority of the artist (to 
"reappeared" protagonist), values like originality, authenticity, and singularity are 
also reworked in site-oriented art-evacuated from the art work and attributed to the 
site-reinforcing a general cultural valorization of places as the locus of authentic 
experience and coherent sense of historical and personal identity.40 An instructive 

38. The installation consisted of Bequest, commissioned by the Worcester Art Museum in 
Massachusetts in 1991; Import/Export Funk Office, originally shown at the Christian Nagel Gallery in 
Cologne in 1992 and then re-installed at the 1993 Biennial at the Whitney Museum of American Art; Mise 
en Scine, first presented in 1992 in Clisson, France; and Idyll Pursuits, produced for a group exhibition in 
1991 in Caracas, Venezuela. As a whole, World Tourwas exhibited at The Museum of Contemporary Art 
Los hge le s  in 1993, then traveled to the Dallas Museum of Art later the same year. See Russell Ferguson, 
ed., World Tour,exhibition catalogue (Los Angeles: The Museum of Contemporary Art, 1993). 
39. This endeavor is not exclusive to Green. Silvia Kolbowski, for instance, has proposed the possibility 
of working with sites as generic and transferability as specific. See her "Enlarged from the Catalogue: 
The United States ofAmen'ca," in Silvia Kolbowski: XIPlojects (New York: Border Editions, 1993), pp. 34-31. 
40. This faith in the authenticity of place is evident in a wide range of disciplines. In urban studies, 
see Dolores Hayden, The Powpr of Place: Urban Landscapes as Public History (Cambridge: MIT Press, 1999). 
In relation to public art, see Ronald Lee Fleming and Renata von Tscharner, PlaceMakers: Creating 
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example of this phenomenon is "Places with a Past," a 1991 site-specific exhibition 
organized by ~  a~ a n e  ~r Jacob, which took the city of Charleston, South Carolina, as 
not only the backdrop but a "bridge between the works of art and the audience."41 
In addition to breaking the rules of the art establishment, the exhibition wanted to 
further a dialogue between art and the sociohistorical dimension of places. 
According to Jacob, "Charleston proved to be fertile ground" for the investigation 
of issues concerning "gender, race, cultural identity, considerations of difference.. . 
subjects much in the vanguard of criticism and art-making. . . . The actuality of the 
situation, the fabric of the time and place of Charleston, offered an incredibly rich 
and meaningful context for the making and siting of publicly visible and physically 
prominent installations that rang true in [the artists'] approach to these ideas."Q 

While site-specific art continues to be described as a refutation of originality 
and authenticity as intrinsic qualities of the art object or the artist, this resistance 
facilitates the translation and relocation of these qualities from the art work to 
the place of its presentation, only to have them return to the art work now that it 
has become integral to the site. Admittedly, according to Jacob, "locations . . . 
contribute a specific identity to the shows staged by injecting into the experience 
the uniqueness of the place."43 Conversely, if the social, historical, and geographical 
specificity of Charleston offered artists a unique opportunity to create unrepeat- 
able works (and by extension an unrepeatable exhibition), then the programmatic 
implementation of site-specific art in exhibitions like "Places with a Past" ultimately 
utilize art to promote ~h i r l e s ton  as a unique place. What is prized most of all in 
site-specific art is still the singularity and authenticity that the presence of the 
artist seems to guarantee, not only in terms of the presumed unrepeatability of 
the work but in the ways in which the presence of the artist also endows places with 
a "unique" distinction. 

certainly, site-specific art can lead to the unearthing of repressed histories, 
provide support for greater visibility of marginalized groups and issues, and initiate 
the re(dis)covery of "minor" places so far ignored by the dominant culture. But 
inasmuch as the current socioeconomic order thrives on the (artificial) production 
and (mass) consumption of difference (for difference's sake), the siting of art in -
"real" places can also be a means to extract the social and historical dimensions out 
of places to variously serve the thematic drive of an artist, satisfy institutional 
demographic profiles, or fulfill the fiscal needs of a city. 

Public Art That Tells You Where You Are (Boston, San Diego, and New York: Harcourt Brace Jovanovich, 
1981). See also Lucy Lippard, The Lure of the Local: The Sense of Place in  a Multicultural Societj (New York: 
The New Press, forthcoming in 1997). 
41. See Places with a Past: New Site-Spec@ Art at Charleston's Spoleto Festival, exhibition catalogue (New 
York: Rizzoli, 1991), p. 19. The exhibition took place May 24 to August 4, 1991, with site-specific works by 
eighteen artists including Ann Hamilton, Christian Boltanski, Cindy Sherman, David Hammons, Lorna 
Simpson and Alva Rogers, Kate Ericson and Me1 Ziegler, and Ronald Jones. The promotional materials, 
especially the exhibition catalogue, emphasized the innovative challenge of the exhibition format over 
the individual projects, and foregrounded the authorial role of Mary Jane Jacob over the artists. 
42. Ibid., 17. 
43. Ibid.. 15. 
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Significantly, the appropriation of site-specific art for the valorization of 
urban identities comes at a time of a fundamental cultural shift in which architec- 
ture and urban planning, formerly the primary media for expressing a vision of 
the city, are displaced by other media more intimate with marketing and advertis- 
ing. In the words of urban theorist Kevin Robins, "As cities have become ever 
more equivalent and urban identities increasingly 'thin,'. . . it has become necessary 
to employ advertising and marketing agencies to manufacture such distinctions. It 
is a question of distinction in a world beyond difference."44 Site specificity in this 
context finds new importance because it supplies distinction of place and unique- 
ness of locational identity, highly seductive qualities in the promotion of towns 
and cities within the competitive restructuring of the global economic hierarchy. 
Thus, site specificity remains inexorably tied to a process that renders particularity 
and identity of various cities a matter of product differentiation. Indeed, the 
exhibition catalogue for "Places with a Past" was a "tasteful" tourist promotion, 
pitching the city of Charleston as a unique, "artistic," and meaningful place (to 
visit).45 Under the pretext of their articulation or resuscitation, site-specific art 
can be mobilized to expedite the erasure of differences via the commodification 
and serialization of places. 

The yoking together of the myth of the artist as a privileged source of orig- 
inality with the customary belief in places as ready reservoirs of unique identity 
belies the compensatory nature of such a move. For this collapse of the artist 
and the site reveals an anxious cultural desire to assuage the sense of loss and 
vacancy that pervades both sides of this equation. In this sense, Craig Owens was 
perhaps correct to characterize site specificity as a melancholic discourse and 
practice,46 as was Thierry de Duve, who claimed that "sculpture in the last 
twenty years is an attempt to reconstruct the notion of site from the standpoint 
of having acknowledged its disappearance."47 

The bulldozing of a n  irregular topography into a j a t  site is clear4 a technocratic 
gesture which aspires to a condition of absolute placelessness, whereas the terrac- 
ing of the same site to receive the stepped form of a building is a n  engagement i n  
the act of "cultivating" the site. . . . 

44. Kevin Robins, "Prisoners of the City: Whatever Can a Postmodern City Be?" in Space and Place: 
Theories ofIdentitj and Location, ed. Erica Carter, James Donald, and Judith Squires (London: Lawrence 
& Wishart, 1993), p. 306. 
43. Cultural critic Sharon Zukin has noted, "it seemed to be official policy [by the 1990~1 that making 
a place for art in the city went along with establishing a marketable identity for the city as a whole" 
(Zukin, The Culture of Cities [Cambridge: Blackwell Publishers, 19931, p. 23). 
46. Addressing Robert Smithson's Spiral Jet@ and the Partially Buried Wooden Shed, Craig Owens has 
made an important connection between melancholia and the redemptive logic of site specificity in 
"The Allegorical Impulse: Toward a Theory of Postmodernism," October 12 (Spring 1980), pp. 67-86. 
47. Thierry de Duve, "Ex Situ," Art U D e s i y n  8, no. 3/6 (May-June 1993), p. 25. 



One Place After Another: Notes on Site SpeciJicitj 

This inscription . . . has a capacitj to embodj, in built form, the prehistory 
of the place, its archeologzcal past and its subsequent cultivation and transfor- 
mation across time. Through this layering into the site the idiosyncrasies of place 
jind their expression without falling into sentimentality. 

[T]he elaboration of place-bound identities has become more rather than less 
important i n  a world of diminishing spatial barriers to exchange, movement 
and communication. 

-David Harvey49 

It is significant that the mobilization of site-specific art from decades ago is 
concurrent with the nomadism of current site-oriented practices. Paradoxically, 
while foregrounding the importance of the site, they together express the 
dissipation of the site, caught up in the "dynamics of deterritorialization," a concept 
most clearly elaborated in architectural and urban discourses today. 

Within the present context of an ever-expanding capitalist order, fueled by 
an ongoing globalization of technology and telecommunications, the intensifying 
conditions of spatial indifferentiation and departicularization exacerbate the 
effects of alienation and fragmentation in contemporary life.30 The drive toward 
a rationalized universal civilization, engendering the homogenization of places 
and the erasure of cultural differences, is in fact the force against which 
Frampton proposes a practice of Critical Regionalism as described above-a 
program for an "architecture of resistance." If the universalizing tendencies of 
modernism undermined the old divisions of power based on class relations fixed 
to geographical hierarchies of centers and margins, only to aid in capitalism's 
colonization of "peripheral" spaces, then the articulation and cultivation of 
diverse local particularities is a (postmodern) reaction against these effects. Henri 
Lefebvre has remarked: "[I]nasmuch as abstract space [of modernism and capital] 
tends towards homogeneity, towards the elimination of existing differences or  

48. Kenneth Frampton, "Towards a Critical Regionalism," in The Anti-Aesthetic, ed. Hal Foster (Port 
Townsend, Wash.: Bay Press, 1983), p. 26. 
49. David Harvey, "From Space to Place and Back Again: Reflections on the Condition of 
Postmodernity," text for UCL4 GSAUP Colloquium, May 13, 1991, as cited by Hayden, The Power of 
Place, p. 43. 
50. See Fredric Jameson, Postmodernism, or, the Cultural Logic of Late Capitalism (Durham. N.C.: Duke 
University Press, 1991); David Harvey, The Condition of Postmodernity (Cambridge: Blackwell, 1990); 
Margaret Morse, "The Ontology of Everyday Distraction: The Freeway, the Mall, and Television," in 
Logics of Television: Essays in Cultural Criticism, ed. Patricia Mellencamp (Bloomington: Indiana 
University Press, 1990), pp. 193-221; Michael Sorkin, ed., Van'ations on a Themepark: The New American 
City and the End of Public Space (New York: Noonday Press, 1992); and Edward Soja, Postmodern 
Geographies: The Reassertion of Space in Critical Theory (London: Verso Books, 1989). For a feminist critique 
of some of these urban spatial theories, see Rosalyn Deutsche, "Men in Space," Strategies, no. 3 (1990), 
pp. 130-37, and "Boys Town," Environment and Planning D: Societj and Space 9 (1991), pp. 5-30. For a 
specific critique of Sorkin's position, see my "Imagining an Impossible World Picture," in Sites and 
Stations: Provisional Utopias, ed. Stan Allen and Kyong Park (NewYork: Lusitania Press, 1995), pp. 77-88. 
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peculiarities, a new space cannot be born (produced) unless it accentuates 
differences."51 It is perhaps no surprise, then, that the efforts to retrieve lost differ- 
ences, or to curtail the waning of them, become heavily invested in reconnecting 
to "uniqueness of placev-or more precisely, in establishing authenticity of 
meaning, memory, histories, and identities as a dijjferential function of places. It is 
this differential function associated with places, which earlier forms of site-specific 
art tried to exploit and the current incarnations of site-oriented works seek to 
re-imagine, that is the hidden attractor in the term site specificity. 

It seems inevitable that we should leave behind the nostalgic notions of a 
site as being essentially bound to the physical and empirical realities of a place. 
Such a conception, if not ideologically suspect, often seems out of synch with the 
prevalent description of contemporary life as a network of unanchored flows. 
Even such an advanced theoretical position as Frampton's Critical Regionalism 
seems dated in this regard; for it is predicated on the belief that a particular 
site/place exists with its identity-giving or identifying properties always and 
already pior to what new cultural forms might be introduced to it or emerge from 
it. In such a pre- (or post-) poststructuralist conception, all site-specific gestures 
would have to be understood as reactive, "cultivating" what is presumed to be 
there already rather than generative of new identities and histories. 

51. Henri Lefebvre, The Production of Space, trans. Donald Nicholson-Smith (Oxford: Blackwell, 
1991), p. 52. 
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Indeed the deterritorialization of the site has produced liberatory effects, 
displacing the strictures of fixed place-bound identities with the fluidity of a 
migratory model, introducing the possibilities for the production of multiple 
identities, allegiances, and meanings, based not on normative conformities but on 
the nonrational convergences forged by chance encounters and circumstances. 
The fluidity of subjectivity, identity, and spatiality as described by Gilles Deleuze 
and Fklix Guattari in their rhyzomatic nomadism,j2 for example, is a powerful 
theoretical tool for the dismantling of traditional orthodoxies that would suppress 
differences, sometimes violently. 

However, despite the proliferation of discursive sites and "fictional" selves, the 
phantom of a site as an actual place remains, and our psychic, habitual attachments 
to places regularly return as they continue to inform our sense of identity. And this 
persistent, perhaps secret, adherence to the actuality of places (in memory, in 
longing) is not necessarily a lack of theoretical sophistication but a means for 
survival. The resurgence of violence in defense of essentialized notions of national, 
racial, religious, and cultural identities in relation to geographical territories is 
readily characterized as extremist, retrograde, and "uncivilized." Yet the loosening 
of such relations, that is, the destabilization of subjectivity, identity, and spatiality 
(following the dictates of desire), can also be described as a compensatory fantasy 
in response to the intensification of fragmentation and alienation wrought by a 
mobilized market economy (following the dictates of capital). The advocacy of the 
continuous mobilization of self- and place-identities as discursive fictions, as 
polymorphous "critical" plays on fixed generalities and stereotypes, in the end 
may be a delusional alibi for short attention spans, reinforcing the ideology of the 
new-a temporary antidote for the anxiety of boredom. It is perhaps too soon and 
frightening to acknowledge, but the paradigm of nomadic selves and sites may be 
a glamorization of the trickster ethos that is in fact a reprisal of the ideology of 
"freedom of choicen-the choice to forget, the choice to reinvent, the choice to 
fictionalize, the choice to "belong" anywhere, everywhere, and nowhere. This 
choice, of course, does not belong to everyone equally. The understanding of 
identity and difference as being culturally constructed should not obscure the fact 
that the ability to deploy multiple, fluid identities in and of itself is a privilege of 
mobilization that has a specific relationship to power. 

What would it mean now to sustain the cultural and historical specificity of a 
place (and self) that is neither a simulacra1 pacifier nor a willful invention? For 
architecture, Frampton proposes a process of "double mediation," which is in fact 
a double negation, defying "both the optimization of advanced technology and 
the ever-present tendency to regress into nostalgic historicism or the glibly 
decorative."53An analogous double mediation in site-specific art practice might 
mean finding a terrain between mobilization and specificity-to be out of place 

52 .  Gilles Deleuze and Felix Guattari, A Thousand Plateaus, trans. Brian Massumi (Minneapolis: 
University of Minnesota Press, 1987). 
53. Frampton, "Towards a Critical Regionalism," p. 21. 
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with punctuality and precision. Homi Bhabha has said, "The globe shrinks for 
those who own it; for the displaced or the dispossessed, the migrant or refugee, no 
distance is more awesome than the few feet across borders or frontiers."54 Today's 
site-oriented practices inherit the task of demarcating the relational speciJicity that 
can hold in tension the distant poles of spatial experiences described by Bhabha. 
This means addressing the differences of adjacencies and distances between one 
thing, one person, one place, one thought, one fragment next to another, rather 
than invoking equivalencies via one thing after another. Only those cultural practices 
that have this relational sensibility can turn local encounters into long-term 
commitments and transform passing intimacies into indelible, unretractable social 
marks-so that the sequence of sites that we inhabit in our life's traversal does not 
become genericized into an undifferentiated serialization, one place after another. 

54. Homi K. Bhabha, "Double Visions," Artfmm (January 1992), p. 88. 
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The Artist as Ethnographer? 
Hal F0.r.k~ 

My title is meant to evoke "The Author as Producer," the text of which Walter 
Benjamin first presented at the Institute for the Study of Fascism in Paris in Apd 
19%. There, under the influence of Berthold Brecht and Russian revolutionary 
culture, Benjamin (1978) called on the artist on the left "to side with the prole- 
tariat."' In vanguard Paris in April 1934 this call was not radical; the approach, 
however, was. For Benjamin urged the "advanced" artist to intervene, like the rev- 
olutionary worker, in the means of artistic production-to change the "tech- 
niques" of traditional media, to transform the "apparatus" of bourgeois culture. A 
correct "tendency" was not enough that was to assume a place "beside the prole- 
tariat." And %hat kind of place is that?" Benjamin asked, in lines that still scathe. 
"That of a benefactor, of an ideological patron-an ifnpossibEe place." 

Today there is a related paradigm in advanced art on the left: the a r t i s t  as 
ethnographer. The object of contestation remains, at least in part, the bourgeois 
institution of autonomous art, its exclusionary definitions of art, audience, iden- 
tity. But the subject of association has changed: it is now the cultural and/or eth- 
nic other in whose name the artist often struggles. And yet, despite this shift, basic 
assumptions with the old productivist model persist in the new quasi-anthope 
lo$cd paradigm. First, there is the assumption that the site of artistic transforma- 
tion is the site ofpolitical transformation, and, more, that this site is always located 
ebmhm, in the field of the other: in the productivist model, with the social other, 
the exploited proletariat; in the quasi-anthropological model, with the cultural 
other, the oppressed postcolonial, subaltern, or subcultural. Second, there is the 
assumption that this other is always ouMe, and, more, that this alterity is the pri- 
mary point of subversion of dominant culture. Third, there is the assumption that 
ifthe invoked artist is not perceived as socially and/or culturally other, he or she 
has but ltnaittd access to this transformative alterity, and, more, that if he or she i.r 
perceived as other, he or she has automat& access to it. Taken together, these three 

assumptions lead to another point of connection with the Benjamin account of the 
author as producer: the danger, for the artist as ethnographer, of "ideological 
~atronage."~ 

A strict Marxist might question this quasi-anthropological paradigm in art 
because it tends to displace the problematic of class and capititlist exploitation with 
that of race and coIonialist oppression. A strict postsmcturalist would question it 
for the opposite reason: because it dms not displace this productivist problematic 
enough, that is, because it tends to preserve its s t r u m  of the politicd-to retain 
the notion of a subject of history, to define this position in terms of truth, and to 

. locate this truth in terms of a l h p .  From this perspective the quasi-anthrop010gical 
paradigm, like the productivist one, fails to reflect on its re&t asstunphm: that the 
other, here postcolonial, there proletarian, is in the real, not in the ideological, 
because he or she is socially oppressed, politically t r~format ive ,  and/or materi- 
ally p~oductive.~ Often this realist assumption is compounded by apmit& fmatmy: 
that the other has accrss to primal psychic and social processes From which the 
white (petit) bourgeois subject is b10cked.~ Now, I do not dispute that, in certain 
conjunctures the realist assumption is proper and the primitivist fantasy is subver- 
sive. But I do dispute the automatic coding of apparent Werence as manifest iden- 
tity and of otherness as outsideness. This coding has long enabled a cultural poli- 
tics of mzrgiwlip. Today, however, it may disable a cultural politics of tinmmmce, 

and this politics may well be more pertinent to a postcolonial situation of muIti- 
national capitalism in which geopolitical models of center and periphery no longer 
hold.5 

The primitivist fantasy was active in two precedents of the quasi-anthpolog- 
ical paradigm in contemporary art: the dissident Surrealism associated with 
Georg-es Bataille and Michel Leiris in the late 1920s and early 'gos, and the &ptrdt 
movement associated with Leopold Senghor and Aimi: Ctsaire in the late 1940s 
and early '50s. In different ways both movements connected the mansgressive 
potentiality of the unconscious with the radical alterity of the cultural other. And 
yet, both movements came to be limited by this wry primitivist association. Just as 
dissident surrealism expIored cuhral otherness only in part to indulge in a ritual of 
selfsthering, so the nipgm& movement naturalized cultural otherness only in part 
to be constrained by this second nature. In quasi-anthropological art today this 
primitivist fantasy is only residual. However, the realist assumptian--that the other 
is $CIRF le m'-remains strong, and often its effect, now as then, is to dhur the artist. 
What I mean is simpler than it sounds. Just as the productivist sought to stand in 
the reality of the proIetariat only in part ta sit in the place of the patron, so the 
quasi-anthropological artist today may seek to work with sited communities with 
the best motives of political engagement and institutional transgression, only in 
part to have this work recoded by its sponsors as social outreach, economic devel- 
opment, public relations . . . or art. 

This is not the facile complaint of persond co-option or institutional recupera- 
tion: that the artist is onIy tactical in a careerist sense, or that the museum and the 
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medm absorb everything in pure malevolence (indeed we know they cannot). 
Rather my concern is with the s h h r a l  &ch of the realist assumption in political, 
here quasi-anthropologicd, art, in particular with its siting of political truth in a 
projected alrerity. I mentioned the problem of automatic coding of artists I&-A+vis 
alterity, but there are additional problems here as well: hst ,  that this projection of 
politics as other and outside may detract from a politics of here and now. And sec- 
ond, since it is in part a projection, this outside is not other in any simple sense. 

Let me take these two problems one at a time. First, the assumption of outside- 
ness. If it is t rue that we live today in a near-global economy, then a pure outside 
can no Ionger be presupposed. This recognition does not totalize the world sys- 
tem; instead, it specifies resistance to it as an immanent relation rather than a tran- 
scendental one. And, again, a strategic sense of complex imbrication is more per- 
tinent to our postcolonial situation than a romantic proposal of simple oppo~ition.~ 
Second, the projection of alterity . As this alterity becomes aiways imbricated with 
our own unconscious, its eEect may be to "other" the selfmore than to "selw" 
the other. Now it may be, as many critics claim today, that this self-othering is 
crucial ta a revised understanding of anthropoIogy and politics alike; or, more cir- 
cumspectly, that in conjunctures such as the surrealist one the tmping of anthro- 
pology as auta-analysis (as in Leiris) or social critigue (as in Baraille) is culturally 
mnsgessive, even politically signifcant. But there are obvious dangers here as 
well. Then as now such self-othering easily passes into self-absorption, in which 
the project of "ethnographic self-fashioning" becomes the praciice of philosophical 
narci~sism.~ To be sure, such reflexivity has done much to disturb reflex assump- 
tions about subject positions, but it has also done much to promote a masquerade 
of the same: a vogue for confessiond testimony in theory that is sometimes sensi- 
bility criticism come again, and a vogue for pseudoethnographic reports in art that 
are sometimes disguised travelogues from the world art market. Who in the acad- 
emy or the art world has not witnessed these new forms ofjclnh? 

What has happened here? What misrecogmitions have passed between anthro- 
pology and art and other discourses? One can point to a whole circuit of projec- 
tions and reflections over the last decade at least. First, some critics of anthropol- 
ogy developed a kind of artist-envy (the enthusiasm ofJames Clifford for the 
juxtapositions of "ethnographic surrealismJ' & an influential instance).' In this envy 
the artist becomes a paragon of formal reflexivity, sensitive to difference and open 
to chance, a self-aware reader of culture understood as text. But is the artkt the 
exemplar here, or is this figure not a projection of a particular ideal ego--of the 
anthropologist w collagist, serniologist, avant-gardi~t?~ In other words, might this 
artist-envy be a self-idealization? Rarely does this projection stop there, in anthrw 
pology and art, or, for that matter, in cultural studies or new historicism. Often it 
extends to the object of these investigations, the cultural other, who also reflects an 
ideal image of the anthropobgist, artist, critic, or historian. To be sure, this pro- 

jection is not new to anthropology: some classics of the discipline (e.g., Paftenrs of 
Cuktwe by Ruth Benedict) presented whole cultures as collective artists or read 
them as aesthetic "patterns" of symblic practices. But they did so openly; current 
critics of anthropology persist in this projection, only they call it demystification.'O 

Today this envy has begun to run the other way too: a kind of ethnographer- 
envy consumes artists. Here as well they share this envy with critics, especially in 
cultural studies and new historicism, who assume the role of ethnographer, usualIy 
in disguised form-the cdtural-studies ethnographer dressed down as a fellow fan 
(for reasons of political solidarity-but with what social anxieties!); the new-his- 
toricist ethnographer dressed up as a master archivist (for reasons of scholarly 
respectability-to outhistorian the historians)." But why the particular prestige of 
anthropology in contemporary art? &am, there are precedents of this engage- 
ment: in Surrealism, where the other was fi@ as the unconscious; in art k t ,  
where the other represented the anticivilizational; in Abstract Expressionism, 
where the other stood for the primal ardst; and variously in the art of the 1960s 
and '70s (the Primitivism of easthworks, the art world as anthropological site, and 
so on). But what is particular about the present bun? First, anthropology is prized 
as the science of dtm&; in this regard it is second only to psychoanalysis as a lingua 
franca in artistic practice and critical discourse alike.12 Second, it is the discipline 
that takes w h m  as its object, and it is this expanded field of reference that post- 
modemist art and criticism have long sought to make their own. Third, ethnogra- 
phy is considered cotttr?rtual, the rote demand for which contemporary artists share 
with many other practitioners today, some of whom aspire to fieldwork in the 
everyday. Fourth, anthropology is thought to arbitrate the & d r j c i p l i n ~ ~ ~  another 
rote value in contempomy art and theory.I3 Finally, fifth, it is the sef-cmcm6a'qw of 
anthropology that renders it so attractive, for this critical ethnography invites a 
reflexivity at the center even as it preserves a romanticism of the margins. For all 
these reasons rogue investigations of anthropology, like queer critiques of psycho- 
analysis, possess vanguard status today it is along these lines that the critical edge 
is felt to cut most incisively. 

This turn to the ethnographic, it is important to see, is not only an external 
seduction; it is also driven by forces immanent to advanced art, at least in Anglo- 
American metrapoles, forces 1 can only sketch here. Pluralists notwithstanding, 
this art has a trajectory over the last thirty-five years, w h h  consists of a sequence 
ofinvestigations: from the objective constituents of the art work &st to its spatial 
conditions of perception, then to the corporeal bases of this perception-hifts 
remarked in minimalist work in the early 1960s through conceptual art, perfor- 
mance, body art, and site-specific work in the early '70s. Along the way the insti- 
tution of art could no longer be described shp1y in terms of physical space (studio, 
gallery, museum, and so on): it was also a ~ ~ S G U G V ~  network of other practices 
and institutions, other subjectivities and communities. Nor could the observer of 
art be delimited only phenomenologically: he or she was also a social subject 
defined in various 1anguag.e~ and marked by multiple differences (sexual, ethnic, 



306 HAL FOSTER 

and so on). Of course these recognitions were not strictly i n tma i  to art. Mw cru- 
cial were dserent socia1 movements (feminism above all) as well as diverse theo- 
retical developments (the convergence of feminism, psychoanalysis, and fdm; the 

i 
recovery of Gramsci; the application ofAlthusser; the influence of Foucault; and so 
on), The important point is that art thus passed into the expanded field ofculture 

I 

chat anthropology is thought to survey. 
And what are the results? One is that the ethnographic mapping of a given insti- 

tution or a related community is a primary form that site-specific art now assumes. 
This is all to the good, but it is important to remember that these pseudoethpo- 
graphic critiques are very ofien commissioned, indeed franchised. Jmt as appropri- I 
ation art became an aesthetic genre, new site-specific werk threatens to. become a 
museum category, one in which the institution m$orts critique for purposes of inoc- 

I 

dation (against an immanent critique, one undertaken by the institution, within 
the hstihltion). This is an irony i d e  the institution; other ironies arise as site- 
s p c s c  work is sponsored mhde the institution, otten In collaboration with local 
p u p s .  Here, values Gke authenticity, originality, and singularity, banished under 
critical taboo from postmodernist art, return as properties of the site, neighbor- 
hood, or community engaged by the a h t .  There is nothing intrinsically wrong 
with this displacement, but here too it is important to remember that the sponsor 

I may regard these '>mpertiesm as just t h a t a s  sited values to dwelop.14 Of course 
the institution may also exploit such site-specific work in order to expand its opera- 
tions for reasons noted above (social oume-each, public relations, economic develop- 
ment, and art tourism). l5 In this case, the institution m y  displace the work that it 
otherwise advances: the show becomes the spectacle where cultural capital colIects. 1 

I am not entirely cynical about these developments. Some artists have used I 

these opportunities to collaborate with communities innevatively: for instance, to 
recover suppressed histories that are sited in pardcuh  ways, that am accessed by 
some more effedveIy than others. But I am skeptical about the a c t s  of the pseu- 
doethnographic role set up for the artkt or assumed by hhim or her. For this setup 
can promote a presumption of ethnographic authority as much as a questioning of 
it, an evasion of institutional critique as often as an elaboration of it. 

Consider this scenario, a caricature, I admit. h artist is contacted by a curator 
about a site-speciftc work. He or she is flown into town in order to engage the 
community targeted for collaboration by the institution. However, there is little 
time or money for much interaction with the community (which tends to be con- 
sbcaed as readymade for representation). Neverthdess, a project is designed, and 
an installation in the museum and/or a work in the community follows. Few of 
the principles of the ethnographc participant-observer are observed, let alone cri- 
tiqued. And despite the best intentions of the artist, only limited engagement of , 

the sited other is effected. Almost naturally the focus wanders from collaborative 
investigation to "ethnographic self-fashioning," in which the artist is not decen- 
tered so much a s  the other is fashioned in artistic guise.'" 

Again, this projection is at work in other practices that often assume, covertly or 
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otherwise, an ethnographic model. The other i admired as one who plays with 
representation, subverts gender, and so on. In alI these ways the artist, critic, or hi- 
torian projects his or her practice onto the field of the other, where it is wad not 
onIy as authentically indigenous but as innovatively political! Of course, h s  is an 
exaggeration, and the application of these methods has illuminated much. But it 
h also obfiterated much in the field of the other, and in its very name. Thb  is the 
opposite of a critique of ethnographic authority, indeed the opposite of ethno- 
graphic method, at least a? I understand them. And this "impossible place" has 
become a common occupation of artists, critics, and historians alike. 

NOTES 

I .  The fact that Stalin had condemned this culture by 1934 is only one of the 
ironies that twist any reading of "The Author as Producer" (Benjamin [1g34] 1978) L 
today (to say nothing of "The Work of Art in the Age of Mechanical Reproduc- 
hon" [[Benjamin rg6&1). My title may also evoke "The Artist as Anthroplogist" by 
Joseph Kosuth (1975)~ but our concerns are quite different. 

2. This danger may deepen rather than diminish for the artist perceived to be 
other, for he or she may be asked to assume the role of native informant as well. 
Incidentally, the charge of "ideological patronage" should not be conflated with 
"the indignity of speaking for others." Pronounced by Gilles Deleuze in a 1972 
conversation with Michel Foucault, this taboo circulated widely in American crit- 
icism of the left in the 1g8os, where it produced a censorious den t  guilt as much as 
it did an empowered alternative speech. See Foucault (rg77:2og). 

3. Tkis position is advanced in an early text by the figure who later epitomized 
the contrary position. In  the concIusion of MytRolo&s, Roland Barthes writes: 

There is therfore one language which is not mythical, it is the language of man as a producer: 
wherever man s p e h  in order to @ansfom reality and no longer to preserve it as an image, 
wh-r he h k s  his language to the making of things, metalanguage is referred to a languag- 
object, and myth is impossible. This is why revolutionary language proper cannot be m y h -  

cal. I[1957I 19fz:146) 

4. This fantasy also operated in the productivist model to the extent that the 
proletariat was often seen as "primitive" in this sense too. 

5. For a related discussion of these problems, see Foster (1993). 
6. It  is in this sense that critics like Homi Bhabha have dweloped such notions 

as "third spaces" and deferred times. 
7. James Cliffbrd develops the notion of "ethnographic self-fashioning" in 7h 

B~&mmt  ofCulture (19881, in part from Stephen Greenblatt (1980). This source 
points to a commodity between the critique of ethnography in new anthropology 
and the critique of history in new historicism (on which more below). 

8. Clifford also develops this notion in 7h  RedcQnmt of Cultme: ' l s  not every 
ethnographer something of a surrealist, a reinventor and r e s h d e r  of realities?'' 
(1988: y7). Some have questioned how reciprocal art and anthropology were in 
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the surrealist milieu. See, for example, Jean Jamin (1986) and Denis Hollier (1992). 
g. Is there not, in other words, a poststructuralist projection a h  to the stmc- 

turdkt projection critiqued long ago by Pierre Boudieu in Esquisse d ' w  & de Ea 
Pa* (1972Y 

re. Incidentally, this artist-envy is not unique to new anthropology. It w a s  at 
work, for example, in the rhetorical analysis of historical discourse initiated in the 
1960s. "There have been no significant attempts," Hayden White wrote in 'The 
Burden of History" (rg66), "at surrealistic, expressionistk, or existentialist histori- 
ography in this century (except by novelists and poets themselves), for alE of the 
vaunted 'artistry' of the historians of modem times" (White 1978:43). 

I I. OErviously there are other dimensions of these crossings+ver, such as the 
curricular wars of the last decade. First some anthropologists adapted textual 
methods from literary criticism. Now some literary critics respond with pseu- 
doethnographies of literary culhres. In the process some historians feel squeezed 
on both sides. This is not a petty skirmish at a h e  when univasity adrmnislxators 
study enrollments &sely--and when some advocate a return to the OM disciplines, 
while others seek to recoup interdisciplinary ventures as cost-effective moves. 

12. In a sense, the d i q m  of these two human sciences is as fundamental to 
posmodern discourse as the eEahmahn of them was to modern discourse. 

13. Louis Althusser (rggo:g?) writes of hterdiscipharity as "the c m o n  k e d -  
ical &logy that silentfy inhabits the 'consciousness' of all these specialists . . . osd -  
l ahg  between a vague spiritualism and a technocratic positivism." 

14. 1 am indebted in these remarh to my fellow pardcipan~ in "Roundtable on 
Site-Specificity,'' h m n t s  4 11%): Renee Green, Mitchell Kane, Miwon Kwon, 
John hde l l ,  and Helen Molesworth. There Kwon suggea that such neighbor- 
hood place is posed against urban space as difference against sameness. She also 
suggests that artists are associated with places in a way that connects identity pol- 
itics and site-specific practice-the authenticity of the one being invoked to bolster 
the authenticity of the other. 

15. Some recent examples of each: social outreach in 'Cdtufe  in Action," a 
public art pmgam of Sculpture Chicago in which selected artists collaborated 
with community groups; economic development in "42nd S ~ e t  Art Project," a 
show that could not but improve the image of T h e s  Square for its f u ~  rede- 
velopment; and recent projects in several European cities (e.g., Antwerp) in which 
site-specific works were deployed in part for touristic interat and poIitical prom* 
tion. 

16. Consider, as an example, one projed in 'Woject Unite," a show of site- 
specific works by some forty artists or artist pups within the Le Corbusier Unit2 
#Habitation in Firminy, France, in summer 1993. In this project, the neo-con- 
ceptud duo Glem and G u m  asked the Unit6 inhabitants to contribute favorite 
cassettes toward the production of a discothtque. The tapes were then edited, 
compiled, and dispiayed according to apariment and floor. The sociological con- 
descension in this facilitated self-representation is extraordinary. 
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What do Artists Know? 
 
Beyond a wide range of material practices, histories and techniques, concepts and 
theoretical frameworks, artists are trained to use a unique set of skills, process, 
and methodologies.  These include: 
 

 Synthesizing diverse facts, goals, and references – making connections 
and speaking many “languages”.  Artists are very “lateral” in their 
research and operations and have great intellectual and operational 
agility. 

 
 Production of new knowledge as evidenced by the 100+ year history of 

innovation and originality as a top criterion 
 

 Creative, in-process problem solving and ongoing processes, not all up-
front creativity: responsivity.  

 
 Artists compose and perform, initiate and carry-thru, design and execute.  

This creates a relatively tight “feedback loop” in their process. 
  

 Pro-active not re-active practice:  artists are trained to initiate, re-direct 
the brief, and consider their intentionality. 

 
 Acute cognizance of individual responsibility for the meanings, 

ramifications and consequences of their work.   (The down side of this is 
that artists are not always team-oriented or willing to compromise due to 
the high premium placed on individual responsibility and sole authorship.) 

 
 Understanding of the language of cultural values and how they are 

embodied and represented – re-valuation and re-contextualization.  
 

 Participation and maneuvering in non-compensation (social) economies, 
idea economies, and other intangible values (capital). 

 
 Proficiency in evaluation and analysis along multiple-criteria -- qualitative 

lines, qualitative assessment. Many are skilled in pattern and system 
recognition, especially with asymmetrical data. 

 
 Making explicit the implicit -- making visible the invisible. 

 
 Artists do not think outside the box-- there is no box.  

 
Frances Whitehead 2006 © 



Recently I received an email from a 
student in Ireland. He had discovered 
an interview in which I discussed an old 
project that sounded extremely similar 
to something he had been working on 
for a year and was about to exhibit. This 
discovery sent him into a “mini-crisis” 
and he wrote to see if I might share my 
thoughts on the situation. 

I sent this student printed materials from 
my work, as I strongly feel that artists 
who are doing similar work should 
make an effort to know each other, share 
knowledge and perhaps even work 
together. There is no reason why two 
variations of the same idea can’t happily 
co-exist. So much of the way that the art 
world is structured favors competition. 
Grants are competitive. Art schools 
stage student competitions. Students 
compete for funding. Hundreds compete 
for a single art school teaching position. 
Professors compete with other professors. Artists compete 
with artists – stealing ideas instead of sharing them, or using 
copyright laws to guard against thoughtful re-use. Artists 
compete for shows in a limited number of exhibition spaces 
instead of finding their own ways to exhibit outside of these 
competitive venues. Artists conceal opportunities from their 
friends as a way of getting an edge up on the capital-driven 
competition. Gallerists compete with other gallerists and 
curators compete with curators. Artists who sell their work 
compete for the attention of a limited number of collectors. 
Collectors compete with other collectors to acquire the 
work of artists.  

This is a treadmill made from decomposing shit that is 
so devoid of nutrients that even its compost won’t allow 
anything fresh to grow. We need something better to run 
on.  Some artists are bypassing competitive approaches in 
their practice, suggesting possibilities for a different cultural 
climate. Since the 1960’s, numerous artists have made works 
that take the form of strategies, proposals, gestures and 
instructions. While these works are not usually presented as 
invitations for others to reinterpret, making variations in a 
similar spirit still has the potential to yield rewarding results. 
Ideas are not necessarily used up just because they have 
entered the art historical canon (and many good projects 
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remain unfamiliar to most audiences). This older soil 
remains fertile for new plantings.  

More art projects could be created with the built-in 
understanding that they can be freely re-made or given 
a new twist by others in the future – like classical music 
compositions that still get played two hundred years 
after the composer died.  Take the example of the late 
composer John Cage’s three movement composition “4’ 
33””. It was first performed by David Tudor in 1952. This 
work has since been given many reinterpretations over 
the years by artists as diverse as Frank Zappa, The BBC 
Symphony Orchestra and The Melvins. The work finds 
new meaning with different performers, contexts, times 
and places. Redundancies, repetitions and overlaps are 
often neglected because they complicate the bigger 
picture and show art to be the much larger social 
mess that it really is. We don’t have to run away from 
repetitions. 

Since 2001, the Philadelphia-based collaborative group 
Basekamp has been doing lectures, discussions, events 
and project planning around the theme of redundancy 
in the visual arts. Late last year they co-organized an 
event series titled “Making Room for Redundancy” with 
Lars Fischer (no relation to the author). They have been 

Céline Duval and Hans-Peter Feldmann, from the cahier d’images publication series. 
(undated)
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dreaming up and building models for terminals where the 
viewer could enter an idea and see all of the overlapping 
permutations of how it has been explored before. Basekamp 
recently gave a lecture titled simply “I am a Collaborative 
Artist” at the Infest: Artist-Run Culture conference in 
Vancouver. For artists who are open to working with others, 
such conferences can be a good place to strengthen or 
develop new friendships, fueling new collaborations or 
broader inclusion in pre-existing projects. 

Another mutually-supportive practice: the French artist 
Céline Duval enjoys a prolific collaboration with the 
German artist Hans-Peter Feldmann, who is about thirty 
years her senior. This began when Céline contacted him 
wanting to help with raw material for his work and now they 
publish books together. They collaborate on equal footing 
despite large differences in age, experience and success 
in the art world. The viewer must untangle the mingling 
voices in these co-authored works, ask questions, or just 
accept the hybrid and enjoy the resulting complexity. 

Making participatory artworks can open up your practice 
and build a loose community in the process. Since 1997, 
Chicago-based artist Melinda Fries has been running the 
website ausgang.com. Ausgang is essentially an artwork 
in web form that contains the work of various contributors 
(many of whom are not artists). Melinda creates categories 
that are of personal interest (examples: “Living Situations”, 
“Things In The Road”, “Bus Stories”). Contributors then 
flesh out these themes by submitting stories, images, or 
projects that are suitable for the web. The site is updated 
seasonally. Melinda’s project is enriched and expanded 
by others and the contributors get a platform for their 
work that will be seen by many viewers.  The people who 
participate often send out emails promoting the site and 
their contributions that are included. The site is not a flimsy 
catch-all for anything and everything. Melinda functions as 
an editor, but she allows a very broad range of ways for one 
to participate. In the interest of disclosure, I contribute to 
ausgang.com regularly, but perhaps you should too? 

While there is a joy in finding people with shared affinities, 
establishing communication and friendships with artists 
who have shared interests and ideas is not a retreat from the 
challenge of making tough critical art. Who better to kick 
your ass a little than your collaborators? The disposable, 
vague, or one-liner qualities in so much recent art reveals 
a lack of sufficient peer-to-peer ass-kicking. Collaborative 
projects by their nature insist on constant feedback and 
criticism

Arguing against competition is not necessarily a vote in favor 
of an idealized world of shiny happy people holding hands  
- some of the most productive collaborations can have a lot 

of tension and disagreement. The fascinating documentary 
“Some Kind of Monster” shows Metallica band members and 
co-founders James Hetfield and Lars Ulrich in exchanges 
that are sometimes so lacking in civility that at one point 
Ulrich is reduced to getting in Hetfield’s face and screaming: 
“FUUUUCCCKKKK!!!” In an additional scene on the DVD, 
Ulrich admits: “I’m afraid of changing what has worked. 
Twenty years of hatred sold one hundred million records.” 
One of the great tempestuous working relationships in film 
history was that of director Werner Herzog and actor Klaus 
Kinski. In Herzog’s documentary “My Best Fiend”, Kinski’s 
behavior on the set during one film was so angering that 
the director seriously contemplated murdering him. When 
Klaus Kinski wrote his autobiography, he reportedly gave 
Herzog advance notice that he was going to trash the 
director in the book because he felt that attacking his friend 
would lead to increased sales. The two even collaborated 
in their mutual infuriation with each other but clearly, and 
more importantly, they pushed each other to perform better 
and make more ambitious and passionate films. 

How can we build a stronger network among people with 
shared interests and values? In a recent talk that we hosted 
at Mess Hall in Chicago, curator Nato Thompson brought 
up the impressive and widespread networks that the 
hardcore punk music scene has crafted, where a band has 
a place to play and crash in nearly every major town. This 
is something he longs to see happen for experimental art 
and cultural practices in every part of the U.S. - particularly 
those areas that are culturally under-served. An audience 
member noted, however, that part of what enabled the 
hardcore scene to do this so effectively is that there is a 
shared language that is easier to understand. People seem 
able to grasp the terms and aesthetics more easily. Music 
can circulate quickly and simply. It often has a bracing, 
visceral and emotional power; heady forms of art and 
critical theory are generally a little less catchy. You could 
listen to eight hardcore songs in the time it takes to read 
this essay. 
 
Some online communities show promise. For the past couple 
years I’ve been frequenting a particularly hyperactive online 
music discussion group for obscure loud rock. The number 
of times the distant feel of the Internet breaks out into the 
real world on some of these sites is uncountable. When 
people attend concerts together often the next morning one 
person will write about it and another will post the photos 
they took and it all gets shared with thousands who couldn’t 
be there. I’ve been offered places to stay in numerous cities 
based purely on my taste in music, received un-requested 
packages of CDs and have been loaned books through the 
mail. A band had their van and equipment stolen, so one 
forum member named Foetuscide quickly set up a Paypal 
account that people could donate to. When Foetuscide 
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was left homeless by Hurricane Katrina, people started 
sending her money at the Paypal account she originally 
created for the band. There has been endless support for a 
board member named EvilFanny who had to undergo brain 
surgery. A discussion thread about the merits of old Slayer 
and Celtic Frost records can happily share space with a 
thread where EvilFanny asks other board members if they 
know anything about going on Long Term Disability.

While these big online communities are messy and filled 
with more than their share of knuckle-draggers, sexists, 
homophobes and right wing morons, the generosity of 
participants can be breathtaking. The challenge for artists 
who want to build supportive networks like this is to find 
communication strategies that can help them connect to 
each other with the passion that music fans across the 
globe excel at. We need to make our emails to strangers 
whose art and ideas we care about resonate with that 
obsessive nerdy excitement that music geeks generate in 
their sleep. Art blogs are popping up all over Chicago but I 
have yet to see any become a truly action packed, socially 
dynamic online community where artists, curators, viewers, 
writers and every other kind of participant mixes it up and 
generates ideas that take real hold in the world. One of the 
oldest Chicago-centric discussion forums, Othergroup.net, 
sometimes goes for a month without a single post. 

In order for critical and experimental art networks to become 
stronger, and for audiences to grow, artists need to expand 
the range of ways we operate. When artists work with others, 
they complicate their practice and these collaborations 
often enrich everything they do. They organize shows and 
events that include other artists, write about other people’s 
work and assist people with their creative endeavors. There 
is no reason why more artists – including those who have 
comparatively solitary studio practices, can’t cultivate those 
skills in order to work more effectively with other people. 

In the process, they learn to write, organize, publish, 
curate, educate and do anything else necessary to bolster 
support and dialogue for the ideas they value. More 
than anything, they learn to take the initiative and build 
something larger than themselves. In the 1970’s, 80’s and 
early 90’s, artists could do this work on the government’s 
dime at NEA-funded not-for-profit Alternative spaces. 
Now that the money is gone and most of those spaces 
are no longer in existence, new methodologies need to 
be worked out. We need each other more than ever. 

Working with others not only opens the individual 
artist to the resources, skills, criticisms, and ideas of 
their collaborator(s), but also frequently to those of the 
collaborator’s peer group or network. This inevitably 
creates a larger audience for the finished work and sows 
the seeds for future collaborations with an even greater 
variety of people. Creating opportunities for others always 
results in more personal opportunities. When it becomes 
clear that you operate from a place of generosity, people 
become more generous with you -- sometimes offering 
things like free use of equipment, huge discounts on 
printing and even free use of a storefront in Rogers Park 
(the location and arrangement that has kept Mess Hall 
going for over two years now). This approach may not 
result in a vacation home in Malibu or the opportunity 
to snort lines of coke off of prostitutes’ asses with Jörg 
Immendorf, but is that really the reason you became an 
artist in the first place? 

Working toward a global network where one creates 
opportunities and, in turn, can respond to limitless 
opportunities without the pressure to compete, allows 
for a more generous, diverse and open art practice. In 
these ways, one can break the isolation of being alone, 
defending a head-full of secret studio realizations that 
some kid in Ireland has probably already figured out 
anyway.

Note: In the spirit of this essay, a number of collaborators 
provided feedback. Thanks to: Brett Bloom, Melinda Fries, 
Terence Hannum, Brennan McGaffey, Scott Rigby and Dan S. 
Wang. 

Werner Herzog, still from My Best Fiend, 1999
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4
Observations on

Collective Cultural Action

A version of this article was orginally published in Art Journal.

After reviewing the current status of the U.S. cultural
economy, one would have to conclude that market
demands discourage collective activity to such a
degree that such a strategy is unfeasible. To an ex-
tent, this perception has merit. Financial support
certainly favors individuals. In art institutions (mu-
seums, galleries, art schools, alternative spaces,
etc.), the Habermas thesis, that Modernity never
died, finds its practical application. In spite of all
the critical fulminations about the death of origi-
nality, the artist, and the rest of the entities named
on the tombstones in the Modernist cemetery, these
notions persist, protected by an entrenched cultural
bureaucracy geared to resist rapid change. If any-
thing, a backlash has occurred that has intensified
certain Modernist notions. Of prime importance
in this essay is the beloved notion of the individual
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artist. The individual’s signature is still the prime
collectible, and access to the body associated with
the signature is a commodity that is desired more
than ever—so much so that the obsession with the
artist’s body has made its way into “progressive” and
alternative art networks.  Even “community art”
has its stars, its signatures, and its bodies. This final
category may be the most important. Even a com-
munity art star must do a project that includes min-
gling with the “community” and with the project’s
sponsor(s). Mingling bodies is as important in the
progressive scene as it is in the gallery scene. This
demand for bodily commingling is derived from the
most traditional notions of the artist hero, as it sig-
nifies an opportunity to mix with history and in-
teract with genius.

The totalizing belief that social and aesthetic value
are encoded in the being of gifted individuals
(rather than emerging from a process of becoming
shared by group members) is cultivated early in
cultural education. If one wants to become an “art-
ist,” there is a bounty of educational opportuni-
ties—everything from matchbook correspondence
schools to elite art academies.  Yet in spite of this
broad spectrum of possibilities, there is no place
where one can prepare for a collective practice. At
best, there are the rare examples where teams (usu-
ally partnerships of two) can apply as one for ad-
mission into institutions of higher learning. But
once in the school, from administration to curricu-
lum, students are forced to accept the ideological
imperative that artistic practice is an individual
practice.  The numerous mechanisms to ensure that
this occurs are too many to list here, so only a few
illustrative examples will be offered. Consider the
spatial model of the art school. Classrooms are de-
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signed to accommodate aggregates of specialists.
Studios are designed to accommodate a single art-
ist, or like the classrooms, aggregates of students
working individually. Rarely can a classroom be
found that has a space designed for face-to-face
group interaction. Nor are spaces provided where
artists of various media can come together to work
on project ideas. Then there is the presentation of
faculty (primary role models) as individual practi-
tioners. The institution rewards individual effort
at the faculty level in a way similar to how students
are rewarded for individual efforts through grades.
Woe be to the faculty member who goes to the ten-
ure review board with only collective efforts to show
for he/rself. Obviously, these reward systems have
their effect on the cultural socialization process.

On the public front, the situation is no better. If
artists want grants for reasons other than being a
nonprofit presenter/producer, they better be work-
ing as individuals. Generally speaking, collective
practice has no place in the grant system. Collec-
tives reside in that liminal zone—they are neither
an individual, nor an institution, and there are no
other categories. Seemingly there is no place to
turn. Collectives are not wanted in the public
sphere, in the education system, nor in the cultural
market (in the limited sense of the term), so why
would CAE be so much in favor of collective cul-
tural action?

Part of the answer once again has to do with mar-
ket demands. Market imperatives are double-edged
swords. There are just as many demands that con-
tradict and are incommensurate with the ones just
mentioned. Three examples immediately spring to
mind. First, the market wants individuals with lots
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of skills for maximum exploitation—it’s a veritable
return to the “renaissance man.” An artist must be
able to produce in a given medium, write well
enough for publication, be verbally articulate, have
a reasonable amount of knowledge of numerous
disciplines (including art history, aesthetics, criti-
cal theory, sociology, psychology, world literature,
media theory, and history, and given the latest
trends, now various sciences), be a capable public
speaker, a career administrator, and possess the
proper diplomatic skills to navigate through a vari-
ety of cultural subpopulations. Certainly some rare
individuals do have all of these skills, but the indi-
vidual members of CAE are not examples of this
category. Consequently, we can only meet this stan-
dard by working collectively.

Second is the need for opportunity. Given the over-
whelming number of artists trained in academies,
colleges, and universities over the past thirty years,
adding to what is already an excessive population
of cultural producers (given the few platforms for
distribution), the opportunity for a public voice has
rapidly decreased. By specializing in a particular
medium, one cuts the opportunities even further.
The greater one’s breadth of production skills, the
more opportunity there is. Opportunity is also ex-
panded by breadth of knowledge. The more one
knows, the more issues one can address. In a time
when content has resurfaced as an object of artistic
value, a broad interdisciplinary knowledge base is
a must. And finally, opportunity can be expanded
through the ability to address a wide variety of cul-
tural spaces. The more cultural spaces that a per-
son is comfortable working in, the more opportu-
nity s/he has. If designed with these strategies in
mind, collectives can configure themselves to ad-
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dress any issue or space, and they can use all types
of media. The result is a practice that defies spe-
cialization (and hence pigeonholing). CAE, for ex-
ample, can be doing a web project one week, a stage
performance at a festival the next, a guerrilla ac-
tion the next, a museum installation after that, fol-
lowed by a book or journal project. Due to collec-
tive strength, CAE is prepared for any cultural op-
portunity.

Finally, the velocity of cultural economy is a fac-
tor. The market can consume a product faster than
ever before. Just in terms of quantity, collective
action offers a tremendous advantage. By working
in a group, CAE members are able to resist the
Warhol syndrome of factory production with un-
derpaid laborers. Through collective action, prod-
uct and process integrity can be maintained, while
at the same time keeping abreast of market demand.

These considerations may sound cynical, and to a
degree they are, but they appear to CAE as a real-
ity which must be negotiated if one is to survive as
a cultural producer. On the other hand, there is
something significant about collective action that
is rewarding beyond what can be understood
through the utilitarian filters of economic survival.

Size Matters:
Cellular Collective Construction

One problem that seems to plague collective organi-
zation is the catastrophe of the group reaching criti-
cal mass. When this point is reached, the group
violently explodes, and little or nothing is left of
the organization. The reasons for hitting this so-
cial wall vary depending on the function and in-
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tention of the group. CAE’s experience has been
that larger artists’/activists’ groups tend to hit this
wall once membership rises into the hundreds. At
that point, a number of conflicts and contradic-
tions emerge that cause friction in the group. For
one thing, tasks become diversified. Not everyone
can participate fully in each task, so committees
are formed to focus on specific tasks. The group
thus moves from a direct process to a representa-
tional process. This step toward bureaucracy con-
jures feelings of separation and mistrust that can
be deadly to group action, and that are symptom-
atic of the failure of overly rationalized democracy.
To complicate matters further, different individu-
als enter the group with differing levels of access to
resources. Those with the greatest resources tend
to have a larger say in group activities. Conse-
quently, minorities form that feel underrepresented
and powerless to compete with majoritarian views
and methods. (Too often, these minorities reflect
the same minoritarian structure found in culture as
a whole). Under such conditions, group splinter-
ing is bound to occur, if not group annihilation.
Oddly enough, the worst-case scenario is not group
annihilation, but the formation of a Machiavellian
power base that tightens the bureaucratic rigor in
order to purge the group of malcontents, and to
stifle difference.

Such problems can also occur at a smaller group
level (between fifteen and fifty members). While
these smaller groups have an easier time avoiding
the alienation that comes from a complex division
of labor and impersonal representation, there still
can be problems, such as the perception that not
everyone has an equal voice in group decisions, or
that an individual is becoming the signature voice
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of the group. Another standard problem is that the
level of intimacy necessary to sustain passionately
driven group activity rarely emerges in a mid-size
group. The probability is high that someone, for
emotional or idiosyncratic reasons, is not going to
be able to work with someone else on a long-term
basis. These divisions cannot be organized or ra-
tionalized away. Much as the large democratic col-
lective (such as WAC) is good for short-term, lim-
ited-issue political and cultural action, the mid-size
group seems to function best for short-term, spe-
cific-issue cultural or political projects.

For sustained cultural or political practice free of
bureaucracy or other types of separating factors,
CAE recommends a cellular structure. Thus far the
artists’ cell that typifies contemporary collective
activity has formed in a manner similar to band
society. Solidarity is based on similarity in terms of
skills and political/aesthetic perceptions. Most of
the now classic cellular collectives of the 70s and
80s, such as Ant Farm, General Idea, Group Mate-
rial, Testing the Limits (before it splintered), and
Gran Fury used such a method with admirable re-
sults. Certainly these collectives’ models for group
activity are being emulated by a new generation.
However, CAE has made one adjustment in its
collective structure. While size and similarity
through political/aesthetic perspective has repli-
cated itself in the group, members do not share a
similarity based on skill. Each member’s set of skills
is unique to the cell. Consequently, in terms of pro-
duction, solidarity is not based on similarity, but
on difference. The parts are interrelated and inter-
dependent. Technical expertise is given no chance
to collide and conflict, and hence social friction is
greatly reduced. In addition, such structure allows
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CAE to use whatever media it chooses, because the
group has developed a broad skill base. Having a
broad skill base and interdisciplinary knowledge
also allows the group to work in any kind of space.

Solidarity through difference also affects the struc-
ture of power in the group. Formerly, collective
structure tended to be based on the idea that all
members were equals at all times. Groups had a tre-
mendous fear of hierarchy, because it was consid-
ered a categorical evil that led to domination. This
notion was coupled with a belief in extreme de-
mocracy as the best method of avoiding hierarchy.
While CAE does not follow the democratic model,
the collective does recognize its merits; however,
CAE follows Foucault’s principle that hierarchical
power can be productive (it does not necessarily
lead to domination), and hence uses a floating hi-
erarchy to produce projects. After consensus is
reached on how a project should be produced, the
member with the greatest expertise in the area has
authority over the final product. While all mem-
bers have a voice in the production process, the
project leader makes the final decisions. This keeps
endless discussion over who has the better idea or
design to a minimum, and hence the group can pro-
duce at a faster rate. Projects tend to vary dramati-
cally, so the authority floats among the member-
ship. At the same time, CAE would not recom-
mend this process for any social constellation other
than the cell (three to eight people). Members must
be able to interact in a direct face-to-face manner,
so everyone is sure that they have been heard as a
person (and not as an anonymous or marginalized
voice). Second, the members must trust one an-
other; that is, sustained collective action requires
social intimacy and a belief that the other mem-
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bers have each individual member’s interests at
heart. A recognition and understanding of the
nonrational components of collective action is cru-
cial—without it, the practice cannot sustain itself.

The collective also has to consider what is pleasur-
able for its members. Not all people work at the
same rate. The idea that everyone should do an
equal amount of work is to measure a member’s
value by quantity instead of quality. As long as the
process is pleasurable and satisfying for everyone,
in CAE’s opinion, each member should work at the
rate at which they are comfortable. Rigid equality
in this case can be a perverse and destructive type
of Fordism that should be avoided. To reinforce the
pleasure of the group, convivial relationships be-
yond the production process are necessary. The pri-
mary reason for this need is because the members
will intensify bonds of trust and intimacy that will
later be positively reflected in the production pro-
cess. To be sure, intimacy produces its own pecu-
liar friction, but the group has a better chance of
surviving the arguments and conflicts that are
bound to arise, as long as in the final analysis each
member trusts and can depend on fellow members.
Collective action requires total commitment to
other members, and this is a frightening thought
for many individuals. Certainly, collective practice
is not for everyone.

Coalitions, Not Communities

While cellular collective structure is very useful in solv-
ing problems of production, long-term personal co-
operation, and security (for those involved in un-
derground activities), like all social constellations,
it has its limits. It does not solve many of the prob-
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lems associated with distribution, nor can it fulfill
the functions of localized cultural and political
organizations. Consequently, there has always
been a drive toward finding a social principle that
would allow like-minded people or cells to orga-
nize into larger groups. Currently, the dominant
principle is “community.” CAE sees this devel-
opment as very unfortunate. The idea of com-
munity is without doubt the liberal equivalent
of the conservative notion of “family values”—
neither exists in contemporary culture, and both
are grounded in political fantasy. For example,
the “gay community” is a term often used in the
media and in various organizations. This term
refers to all people who are gay within a given
territory. Even in a localized context, gay men
and women populate all social strata, from the
underclass to the elite,  so it is very hard to be-
lieve that this aggregate functions as a commu-
nity within  such a complex society. To compli-
cate matters further, social variables such as race,
ethnicity, gender, education, profession, and
other points of difference are not likely to be
lesser points of identification than the charac-
teristic of being gay. A single shared social char-
acteristic can in no way constitute a community
in any sociological sense. Talking about a gay
community is as silly as talking about a “straight
community.” The word community is only mean-
ingful in this case as a euphemism for “minor-
ity.” The closest social constellation to a com-
munity that does exist is friendship networks, but
those too fall short of being communities in any
sociological sense.

CAE is unsure who really wants community in
the first place, as it contradicts the politics of
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difference. Solidarity based on similarity through
shared ethnicity, and interconnected familial
networks supported by a shared sense of place
and history, work against the possibility of power
through diversity by maintaining closed social
systems. This is not to say that there are no longer
relatively closed social subsystems within soci-
ety. Indeed there are, but they differ from com-
munity in that they are products of rationalized
social construction and completely lack social
solidarity. In order to bring people together from
different subsystems who share a similar concern,
hybrid groups have to be intentionally formed.
These groups are made up of people who are fo-
cusing their attention on one or two character-
istics that they share in common, and who put
potentially conflicting differences aside. This
kind of alliance, created for purposes of large-
scale cultural production and/or for the visible
consolidation of economic and political power,
is known as a coalition.

CAE has supported a number of coalitions in the
past, including various ACT UP chapters and
PONY (Prostitutes of New York), and has orga-
nized temporary localized ones as well. One of
the problems CAE had with such alliances was
in negotiating service to the coalition while
maintaining its collective practice. Coalitions are
often black holes that consume as much energy
as a person is willing to put into them; hence
membership burnout is quite common. CAE was
no exception. After a few years of this variety of
activism, members were ready to retreat back into
less visible cellular practice. CAE began looking
for a model of coalition different from the single-
issue model.
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One potential answer has come by way of CAE’s
affiliation with Nettime.* Nettime is a loosely knit
coalition of activists, artists, theorists, techies, col-
lectives, and organizations from all over Europe and
North America that have come together for rea-
sons of generalized support for radical cultural and
political causes. It has approximately seven hun-
dred members, and has existed in various forms for
about six years. Nettime functions as an informa-
tion, distribution, and recruitment resource for its
members. The core of its existence is virtual: Mem-
ber contact is maintained through an on-line list,
various newsgroups, and an archive. In addition,
the coalition holds occasional conferences (the
first two, Metaforum I and II, were held in
Budapest in 1995 and 1996; Beauty and the East
was held in Ljubljana in 1997), produces and con-
tributes to the production of cultural projects
(such as Hybrid Workspace at Documenta X), acts
as a resource for various political actions, and pro-
duces readers and books from its archive (the most
recent being README: ASCII Culture and the

Revenge of Knowledge).

From CAE’s perspective, one of the elements that
makes Nettime a more pleasurable experience is
that unlike most coalitions, it is anarchistic rather
than democratic. Nettime has no voting procedures,
committee work, coalition officers, nor any of the
markers of governance through representation.
Hierarchy emerges in accordance with who is will-
ing to do the work. Those who are willing to run
the list have the most say over its construction. At

*The description of the Nettime coalition given in this essay is solely
from CAE’s perspective. It was not collectively written nor approved
by the Nettime membership.
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the same time, the general policy for coalition main-
tenance is “tools not rules.” Those building the vir-
tual architecture govern by providing space for dis-
cussions that are not of general interest to the en-
tire list. They also direct the flow of information
traffic. Whatever members want to do—from flame
wars to long and detailed discussions—there is a
place to do it. For events in real space, the primary
rule of “those who do the work have the biggest
say” still applies.  Indeed, there is considerable room
for exploitation in such a system, yet this does not
occur with much frequency because members have
sufficient trust in and allegiance to other members;
the coalition as a whole won’t tolerate system abuse
(such as spamming, or self-aggrandizing use of the
list); and there is a self-destruct fail-safe—members
would jump ship at the first sign of ownership and/
or permanent hierarchy.

Perhaps the real indicator of the congeniality shared
by Nettime members is its cultural economy.
Nettime functions as an information gift economy.
Articles and information are distributed free of
charge to members by those who have accumulated
large information assets. Nettimers often see sig-
nificant works on the intersections of art, politics,
and technology long before these works appear in
the publications based on money economy. For real
space projects, this same sense of voluntarism per-
vades all activities. What is different here from
other cultural economies is that gift economy is only
demanding on those who have too much. No one
is expected to volunteer until they suffer or burn
out. The volunteers emerge from among those who
have excessive time, labor power, funding, space,
or some combination thereof, and need to burn it
off to return to equilibrium. Consequently, activity
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waxes and wanes depending on the situations and
motivations of the members.

CAE does not want to romanticize this form of so-
cial organization too much. Problems certainly oc-
cur—quarrels and conflicts break out, enraged
members quit the list, and events do not always go
as expected. However, Nettime is still the most
congenial large-scale collective environment in
which CAE has ever worked. The reason is that
this loose coalition began with the romantic prin-
ciple of accepting nonrational characteristics. It
believed that a large collective could exist based
on principles of trust, altruism, and pleasure, rather
than based on the Hobbesian assumption (so typi-
cal of democratic coalitions) of the war of all against
all, which in turn leads to a nearly pathological
over-valuation of the organizational principles of
accountability and categorical equality. Nettime
functions using just one fail-safe system—self-de-
struction—and it thereby skips all the alienating
bureaucracy necessary for managing endless ac-
countability procedures. If Nettime self-destructs,
all members will walk away whole, and will look
for new opportunities for collective action. An al-
liance with the temporary is one of Nettime’s great-
est strengths.

Final Thought

Although they are in a secondary position in terms of
cultural organizational possibilities, cells and coa-
litions still present a viable alternative to individual
cultural practices. Collective action solves some of
the problems of navigating market-driven cultural
economy by allowing the individual to escape the
skewed power relationships between the individual
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and the institution. More significantly, however,
collective action also helps alleviate the inten-
sity of alienation born of an overly rationalized
and instrumentalized culture by re-creating some
of the positive points of friendship networks
within a productive environment. For this reason,
CAE believes that artists’ research into alterna-
tive forms of social organization is just as impor-
tant as the traditional research into materials, pro-
cesses, and products.



The Artist as Producer in Times of Crisis

Okwui Enwezor

On April 27, 1934 Walter Benjamin delivered a lecture at the Institute for the Study of Fascism in 

Paris. In the lecture, "The Author as Producer", Benjamin addressed an important question that, 

since, has not ceased to pose itself, namely to what degree does political awareness in a work of 

art becomes a tool for the deracination of the autonomy of the work and that of the author?

Benjamin's second point was to locate what a radical critical spirit in art could be in a time of such 

momentous, yet undecided direction in the political consciousness of Europe: between the Bolshe-

vik revolution in Russia and the productivist model of artistic practice it instantiated and the storms 

of repression unleashed by fascism and Nazism in Western Europe. In a sense, Benjamin's lecture 

addressed the question of the artist's or writer's commitment under certain social conditions. This 

would lead him to ask "What is the attitude of a work to the relations of production of its time?" 

Georg Lukács posed a similar question in his 1932 essay "Tendency or Partisanship?".

The conditions of production of the time was the struggle between capitalism and socialism as the 

driving force behind modern subjectivity. It is my intention in this lecture to extend the questions 

raised by these two thinkers and apply them to the critical context of contemporary culture today. 

Ever more so, Benjamin and Lukács are not only relevant, but crucial to understanding a visible 

turn that has become increasingly evident in the field of culture at large, that is the extent to which 

a certain critical activism in contemporary art has become a way to pose the questions raised sev-

enty years ago anew through collective practices. My focus is not on activism per se, but on work 

driven by the spirit of activism that bear direct relationship to Benjamin's and Lukács's essays. To 

that end, recent confrontations within the field of contemporary art have precipitated an awareness 

that there have emerged in increasing numbers, within the last decade, new critical, artistic forma-

tions that foreground and privilege the mode of collective and collaborative production. Is this re-

turn an acknowledgment of the repressed memory of a social unconscious? Is the collectivization of 

artistic production not a critique of the poverty of the language of contemporary art in the face of 

large scale commodifications of culture which have merged the identity of the artist with the corpo-

rate logo of global capitalism?

These questions shadow the return of collectivity in contemporary artistic practice and in so insis-

tent a manner, across a broad geographic area that to ignore the consequences is to miss the vital 

power of dissonance that is part of its appeal to the contemporary thinkers and artists who propose 

collectivity as a course artistic work. Of course, we need not to be reminded that there is nothing 

novel about collectivity in art as such. It's been a crucial strategy of the avant-garde throughout 

the 20th century. Therefore, a proper understanding of collectivity today would have to be traced 

through its affinities with past examples. This story belongs to the history of modernism proper. 

The position of the artist working within collective and collaborative processes subtend earlier 

manifestations of this type of activity throughout the 20th century.



Collectivity performs an operation of irruption and transformation on traditional mechanisms and 

activities of artistic production which locates the sole figure of the individual artist at the center of 

authorship. Under the historical conditions of modernist reification, collective or collaborative prac-

tices (that is the making of an artwork by multiple authors across porous disciplinary lines) gener-

ate a radical critique of artistic ontology qua the artist and as such also questions the enduring leg-

acy of the artist as an autonomous, individual within modernist art. This concerns the question of 

the authenticity of the work of art and its link to a specific author. However, there is a level at 

which the immanence of this discourse is also evidenced in the critique of the author in postmod-

ernism.

On both levels, I would argue that the anxieties that circumscribe questions concerning the authen-

ticity of either the work of art or the supremacy of the artist as author are symptomatic of a cycli-

cal crisis in modernity about the status of art to its social context and the artist as more than an 

actor within the economic sphere. This crisis has been exceptionally visible since the last decade of 

the twentieth century. The political climate of the current global imperium adumbrates it further. If 

we look back historically collectives tend to emerge during periods of crisis; in moments of social 

upheaval and political uncertainty within society. Such crisis often forces reappraisals of conditions 

of production, reevaluation of the nature of artistic work, and reconfiguration of the position of the 

artist in relation to economic, social, and political institutions.

There are two types of collective formations and collaborative practices, that are important for this 

discussion. The first type can be summarized as possessing a structured modus vivendi based on 

permanent, fixed groupings of practitioners working over a sustained period. In such collectives, 

authorship represents the expression of the group rather than that of the individual artist. The sec-

ond type of collectives tend to emphasize a flexible, non-permanent course of affiliation, privileging 

collaboration on project basis than on a permanent alliance. This type of collective formation can be 

designated as networked collectives. Such networks are far more prevalent today due to radical 

advances in communication technologies and globalization However, we shall trace the emergence 

of the artist as producer in times of crisis by first linking up with modernism.

In collective work we witness how such work complicates modernism's idealization of the artwork 

as the unique object of individual creativity. In collective work we also witness the simultaneous 

aporia of artwork and artist. This tends to lend collective work a social rather than artistic charac-

ter. Consequently, the collective imaginary has often been understood as essentially political in ori-

entation with minimal artistic instrumentality. In other instances shared labor; collaborative prac-

tice; the collective conceptualization of artistic work have been understood as the critique of the 

reification of art and the commodification of the artist. Though collaborative or collective work has 

long been accepted as normal in the kind of artistic production that requires ensemble work such 

as in music, in the context of visual art under which the individual artistic talent reigns such loss of 

singularity of the artist is much less the norm, particularly under the operative conditions of capi-

talism.

© Okwui Enwezor



Democracy, Invisibility, and the Dramatic Arts 
Emily Roysdon 
published in LTTR 1, 2002 
hello, my name is emily roysdon 
I’ve recently become obsessed with the idea of being a Special Guest Star. a champion of multiple 
celebratory performances. to drop in, play the role, make the moves and then entertain another engagement. 
It sounds pretty good, and well suited to my excitable recently transient life. But it’s also attractive because 
it would allow me to move between the many subject positions that I imagine myself to occupy. With the 
diversity of venue and audience I could find myself responding to multiple titles and satisfying a variety of 
requests. This movement is precisely what I desire.  
 
What is exhibited in this fantasy is the possibility of performing and articulating the movement between 
static choices of identity. It’s the movement, all about the action of not quite specifically all the time one or 
the other, that I hope to articulate here. In essence, a fluidity of ?names and gestures. outfits and pleasures. 
spaces and meanings. that allow people to encounter their desire (in the pervasive Lacanian sense of the 
word) in new and unexpected ways over and over again and again. 
These moves and performances. the over and over agains. I want them to exist in the public sphere. The 
sliding and shifting a dance. Certainly to be seen, an invisible dance from name to name. My invisibility a 
commitment to movement. An unending non-teleological way to inhabit my subjectivity that refuses 
boundaries and denies expectation.  
 
I move through.think through invisibility for a multitude of reasons. its versatile, its familiar, its personal, 
and its productive. It’s often been our studio, the place where a lot of our art has come from. And it’s also 
been our meeting ground, as a lot of alliances have been made from invisible territories. I want to imagine 
these places, the unseen productive holes that we frequent, as democratic spaces. The public, our public. as 
a democratic community with the fullest glory of this often perverted word as a basis of understanding our 
private and public performances of agency, identity, and subjectivity. 
I realize I have begun to speak of we. of our. Please allow me to imagine myself with a team, although I am 
quite aware that this could be a private exercise. And in continuing this exercise, I think it would be 
beneficial if I made clear the terminology. 
 
Democracy- a genuine commitment to equality, freedom of association, critical thought, accountability of 
rulers to citizens (i love eqbal ahmad), and performance of our own agency  
Invisibility- 1. An underappreciated state of luminous existence 2. the first stage in the blocking of 
identification that produces the impulse to struggle and resistance 3. a theory of sliding signifiers  
Dramatic arts- our lives, our products. The drawings films styles songs and moves made by and for 
throngs of youthfull perverts of all ages.  
 
I am hoping to argue for a complex and contradictory definition of invisibility. A definition that 
acknowledges the many contemporary and historical struggles to emerge into visibility. Understanding that 
visibility is often vocabulary, and to receive declared economic human and social rights one must check 
boxes, pass tests, answer questions, and articulate positions, I see how this formulation may seem to 
threaten the program which has hitherto been activated to procure these rights. For yes, some advancements 
have been made. Some people are able to assert their rights, incorporate their vocabulary, and build their 
boundaries. These articulations, these definitions have been useful and helped to illuminate certain choices 
but they should not be fixed for eternity. The way meaning is inscribed in our lives, the way we become 
what we are named, requires that we recognize and mis-recognize our attributes with productive 
stimulating language. By constantly re-inscribing ourselves we are calling out our democratic 
commitments. Invisibility becomes the freedom to associate, it becomes the dramatization of our rights.  
Performance requires a disappearance. It is an action, or series of events that then disappears, becomes 
invisible. The subsequent documentation becomes just that, a document of a once visible happening. Our 
lives (hello team) are dramatic. Queer lives are performative. Often by choice, but also as a result of 
occupying the position of outsider or other, in the web of signifier/signified. In many theories of 
identification, one is only aware of their positive qualities by their assessment of what they are not. The 
‘way in which I appear likeable to myself’ is thus defined through my relationship to the Other. The 
contingency of this relationship makes the movement between signifiers even more potent as a political 



strategy. The image and name to which people identify is mobilized under the gaze of the Other. A slide 
that destabilizes and pleads for reiteration.  
 
As we have learned, we are constantly performing and repeating the ways in which we appear likable to 
ourselves. This action, this moving towards a complete image of self is movement into. an emergence from. 
A perpetual emergence produces excess. Our excessive identities produce products. And in this repetitive 
production we become our own surplus value. Our labor is invested in criminal capitol. Our gestures, when 
productive, produce excess.  
 
The structure into which we insert our bodies and our products requests our visibility. It and They are 
interested in us as consumers. That means they are interested in all our relationships and our self-image. 
Sexing enters the economy. Excesses become official. And as they name us, they try to incorporate. Again I 
move through invisibility. I attempt to resist assimilation through perpetual movement. But the traces 
remain and I will emerge again.  
 
But for now, let me return to my unseen hole. My imaginary democratic enclave. A fragrant comfortably 
light place where our pictures parts songs and sexes can be delighted over. I would like it if we all moved 
towards this place. I do not know that we will arrive, but as we approach. as we become. our transmorphic 
pieces about (I do love moves don’t I) pieces about. As we approach we are aware of the other side. The 
side where some vocabulary became vernacular. Where some excessive products got incorporated. This 
liminal boundary of authenticity. of mastery, of passing, of individuality and of legitimacy is the space 
where I think our democratic commitments can become dances (I’m romantic). Moving over and between 
these borders I wonder where my subtlety ends and a boundary begins. Does my product move with me, 
am I visible between, have I met the requirements for citizenship or residency. Do I have enough of the 
required characteristics to be a threat? an ally?  
 
I am beginning to see just how dramatic it all really is. Making boundaries is politics, crossing them is 
drama. My imaginary hole has let me consider productivity, and I have produced a document. a record of 
performance, and verification of drama. I have officially become a constituent of the dramatic arts. My 
theatre, my public, maybe now I’m a Special Guest Star. But probably not yet. I must emerge again. I will 
need more product, and for this I seek the comfort of the velvet curtain. Backstage, the invisible heart of 
productivity. Behind the curtains the costumes get changed, utterances are perfected, shoulders rubbed (yes, 
we’ve all been backstage). Brushing between the curtains front to back, to enter and dazzle. A new person 
each time. Image transformed by wardrobe, vocabulary, and audience participation.  
 
This show is almost over. We’ve spent enough time rehearsing and room needs to be made for the next 
wave. But as we rush out into the world, I encourage us to not produce this show as a narrative. 
Experimental dramas sometimes work you know, and then there could be room for sub-texts on peoples 
demanding rights, and artists getting a living wage for their labor. There could be SGS’s, operatic 
interludes, lingual transgressions, and commitments from the audience. Personally, I’m ready to roll over 
and reconsider my excessive productivity. My not quite enough, upsidedown, invisible, slow productivity. 
what a title. my dramatic arts. 	
  



Plausible Artworlds 

 
2010 Schedule 
Week 52 – Dec 28: Public Collectors & Against Competition 
Week 51 – Dec 21: IRWIN 
Week 50 – Dec 14: Mildred's Lane 
Week 49 TUESDAY – Dec 7: Abriendo Caminos / La Comunitaria TV 
Week 49 SUNDAY – Dec 5: Sunday Soup 
Week 48 – Nov 30: kuda.org 
Week 47 – Nov 23: Urban Tactics / Atelier Autogéré d'Architecture 
Week 46 – Nov 16: Ontological Walkscapes 
Week 45 – Nov 9: Cittadellarte 
Week 44 – Nov 2: Spontaneous Vegetation 
Week 43 – Oct 26: A Constructed World 
Week 42 – Oct 19: Periferry 
Week 41 – Oct 12: KEIN 
Week 40 – Oct 5: StrataSpore 
Week 39 – Sep 28: Ultra-red 
Week 38 – Sep 21: Groundswell Collective 
Week 37 – Sep 14: Internacional Errorista 
Week 36 – Sep 7: Post autonomy 
Week 35 – Aug 31: Sewing Rebellion 
Week 34 – Aug 24: Nomoola 
Week 33 – Aug 17: Pad.ma 
Week 32 – Aug 10: E.A.T. (Experiments in Art and Technology) 
Week 31 – Aug 3: b.a.n.g. lab 
Week 30 – July 27: The Think Tank that has yet to be named 
Week 29 – July 20: Centro de Investigaciones Artisticas 
Week 28 – July 13: Miss Rockaway Armada 
Week 27 – July 6: Design Studio for Social Intervention 



Week 26 – June 29: Art Work 
Week 25 – June 22: Dark Matter Archives & Imaginary Archive 
Week 24 – June 15: Free Art License 
Week 23 – June 8: Biosphere 2 
Week 22 – June 1: Machine Project 
Week 21 – May 25: byproducts 
Week 20 – May 18: Beyond Participation: Toward Massively Collaborative Worlds of Art 
Week 19 – May 11: Democratic Innovation 
Week 18 – May 4: FEAST 
Week 17 – Apr 27: Homeworks Forum 
Week 16 – Apr 20: Collective Foundation 
Week 15 – Apr 13: Loveland 
Week 14 – Apr 6: freenode 
Week 13 – Mar 30: n.e.w.s. paid usership 
Week 12 – Mar 23: Au travail / At Work collective 
Week 11 – Mar 16: Groups & Spaces 
Week 10 – Mar 9: Community Museum Project 
Week 9 – Mar 2: Orgacom 
Week 8 –Feb 23: A School of Decreative Methodologies 
Week 7 –Feb 16: Artist Placement Group (@ Basekamp & Apexart) 
Week 6 –Feb 9: Teaching Artist Union and School of the Future 
Week 5 – Feb 2: Reinigungsgesellschaft 
Week 4 – Jan 26: Continental Drift through the Midwest Radical Cultural Corridor 
Week 3 – Jan 19: House Magic: The European squatted social centers movement 
Week 2 – Jan 12: The Library Of Radiant Optimism For Let’s Remake The World 
Week 1 – Jan 5: The Public School and AAAARG.org 
Stay tuned for upcoming monthly schedule. 
  

About Plausible Artworlds 2010 
Plausible Artworlds is a project to collect and share knowledge about alternative models of creative 
practice. From alternative economies and open source culture to secessions and other social experiments, 
Plausible Artworlds is a platform for research and participation with artworlds that present a distinct 
alternative to mainstream culture. 
The aim of the project is to bring awareness to the potential of these artworlds as viable “cultural 
ecosystems” that provide both pedagogical and practical solutions to a range of emergent socio-cultural 
challenges. We view Plausible Artworlds as an opportunity to discuss the interdisciplinary role of artist as 
creative problem solver and the expanding notion of what an artworld looks and feels like. 
The project currently offers a weekly public potluck hosted at Basekamp in Philadelphia, during which 
open informal discussions are held with invited artists, writers, curators and anyone interested. The project 
is also compiling a collaborative publication from research, conversations and projects connecting with the 
Plausible Artworlds initiative. 
  

Participate 
We invite participation by sharing your stories about the Plausible Artworlds you are creating in your own 
community. We want to know what this artworld looks like, what it smells like and what kinds of impacts it 
is motivating. Send us text, send us a photo or video and send us your ideas about a Plausible Artworld you 
wish existed. Propose a project or ask for help on an existing one. 
Our plan for this year is in process. We have slots open for our potluck and a collaborative workshop and 
exhibition space available for use. If you want to get involved, get in touch with us! 
• Propose a Potluck Topic or Guest 
• Learn how to “tune” in or visit the Basekamp space in person! 
• Submit your ideas and stories about a Plausible Artworld 
• Start a project at Basekamp 



Contact » 
More information » 
Plausible Artworlds is a project organized by Basekamp and Stephen Wright, and has been funded by The 
Pew Center for Arts & Heritage through the Philadelphia Exhibitions Initiative. 
	
  



dc dr  Danish Centre for Design Research

  Design Research Webzine

mind design Mind Design #36, February 2011

Critical design is not a new invention. But it is highly 
topical. With the global climate issues topping the 
agenda and the complexity of the global market as a 
condition for even the most mundane activity, there is 
a renewed need to question the current state of the 
world. And critical design will do just that. But can criti-
cal design also be used as a tool in the design process, 
or will it lose its bite if an attempt is made to tame it? 

By Trine Vu

Chairs made of second-hand clothes from homeless people. Cow 
patties in an installation with a PH designer lamp in the home of 
a poor African family. A bench in the silhouette of a swastika. A 
sofa with an electromagnetic shield adopted by an average family. 
And a soft drink to improve the lives of guarana growers in Brazil.

Critical design has many faces and often finds itself in the bor-
der land between art and design. 

The Burning Issues of Our Times
It is not a new invention, but the current climate challenges, soci-
ety’s growing complexity and increasing globalisation have lead 
to a growing interest in making a difference in the world, and that 
has brought critical design to the fore once more.

Tau Ulv Lenskjold, a Ph.D. scholar at The Danish Design 
School, teaches critical design and design theory. In his Ph.D. 
project he explores design as a critical practice – how design-
ers can work with critical design and bring it into the real world. 

He studies the critical practice through work analyses of vari-
ous types of design products and design objects and case-studies 
based on interviews and observations of the ways in which de-
signers, artists and activists use design methods and strategies.

Critical Design as 
Constructive Provocation

Critical comment. Professor Antho-
ny Dunne’s Placebo project included 
a sofa that contained this shield 
against electromagnetic radiation. 
The furniture was put into use by or-
dinary families and served as a criti-
cal comment on the technology we 
surround ourselves with.
Photo: Jason Evan
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“We are currently facing a number of big issues that have made 
it increasingly important to relate to the state of the world. That in-
volves how we’re going to solve the climate problems, and whether 
we should be taking part in the excessive production that’s tak-
ing place. Globalisation is an important perspective for critical 
design, because it is an example of the growing complexity of the 
world around us,” says Tau Ulv Lenskjold and explains that while 
design is by definition aimed at fixing problems, critical design is 
aimed at questioning the present conditions.

Design Should Do More Than Just Simplify the World
Another reason why critical design has taken on renewed rel-
evance over the past 10-15 years, according to Tau Ulv Lensk-
jold, is that there is currently a strong general focus on design. 
Design is often expected to provide solutions and help simplify 
the world in order to make it more rational, as this is seen as aus-
picious in itself. 

“In a Danish context, the functional and rational always take 
precedent. But in my opinion, that is a discourse that critical de-
sign ought to challenge,” says Tau Ulv Lenskjold.

A Critical Comment 
To illustrate how critical design can challenge the current state 
of affairs and spark debate about the way we organise our socie-
ties, Tau Ulv Lenskjold mentions a concept design by the Dutch 
design firm Droog with chairs made from second-hand clothes 
from homeless people and benches shaped like swastikas.

“This is about as close as we get to examples of critical de-
sign that can be used in the real world. They’re intended as de-
sign, not art, because they preserve the functions of a chair and 
a bench, and because they’re available in the market rather than 
merely put on display in a museum. Unlike art, design has an ob-
ligation to take an interest in the practical use of things,” he ex-
plains and offers another example of the use of critical design to 
shine a critical light on the way we live:

In the Placebo project, one of the founders of the concept of 
critical design, Professor Anthony Dunne of the Royal College of 
Art in London, offered a critical comment on the vast amounts of 
technology we surround ourselves with in everyday life by creat-
ing a series of furniture with “special features”, including a table 
with a built-in compass and a sofa with a shield against electro-
magnetic fields. Dunne had ordinary families live with the fur-
niture for a while, and afterward he interviewed them about the 
experience. The purpose of the experiment was to take concep-
tual design out of the galleries and into everyday life in order to 

make people reflect, in particular, on the invisible electromagnetic 
waves from the technology we bring into our life.

In the project What if, which was on display in 2009 at The Sci-
ence Gallery in Dublin, Ireland, design student Thomas Thwaites 
set out to build an ordinary toaster from scratch. The resulting 
toaster, says Tau Ulv Lenskjold, resembled something that was 
made of play-dough and stopped worked after about 10 min-
utes. His point was to demonstrate how complex even everyday 
products are today.

“Critical design points to things in contemporary society that we 
otherwise tend to have a blind spot for,” Tau Ulv Lenskjold adds.

Critical Design Makes the Invisible Visible
Andreas Rumpfhuber is an architect and design researcher based 
in Vienna, Austria. He took his Ph.D. from the Danish Centre 
for Design Research in 2009 and is currently organising a series 
of seminars on critical design in Vienna. Among other aspects, 
he studies the political dimension of design and architecture, in-
cluding what happened to architecture when the office landscape 
was invented and became the norm in workplaces the world over.  

He also thinks that there is good reason for the renewed inter-
est in critical design. As an example of the use of critical design 
for provocation he mentions the Supergas project by the Danish 
artists group Superflex. 

Here an installation with a huge balloon full of animal waste is 
hooked up to the well-known PH designer lamp to deliver light-
ing to a poor African family, thus highlighting both global ine-
quality and climate problems. 

“Any good design contains a certain portion of critique. The 
main purpose of critical designs is to make the invisible visible 
by showing us something we didn’t know existed,” says Andreas 
Rumpfhuber.

Design on the Activist Agenda 
Many of the critical design projects are experimental, but criti-
cal design can also take the form of something as commonplace 
as a soft drink.

With the energy soft drink Guarana Power the Danish art-
ists group Superflex is trying to create a new platform for guar-
ana growers in the Amazonian jungle in Brazil to sell their crops 
at a fair price. 

“Here critical design is used in an activist attempt at promot-
ing a cause, as the project is a reaction to Coca Cola’s near-mo-
nopoly on the guarana production – this is reflected, for exam-

Complex products. Student Thomas 
Thwaites wanted to demonstrate how 
complex even the most commonplace 
objects are today. He therefore con-
structed a toaster from scratch relying 
entirely on hand tools and pre-indu-
strial methods. 
Photo: Daniel Alexander
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DANISH CENTRE FOR DESIGN RESEARCH 
The Danish Centre for Design Research DCDR comprises the design resear-
chers at the Aarhus School of Architecture, The Danish Design School, Kol-
ding School of Design and the Royal Danish Academy of Fine Arts, School of 
Architecture. The DCDR aims to contribute to establishing a strong design 
research environment in Denmark and to strengthen the exchange of know-
ledge about design research and facilitate the identification of potential areas 
of collaboration for researchers, schools and enterprises, on a national as well 
as an international level. 

MIND DESIGN
Mind Design, DCDR Webzine is published once a month and features articles 
and interviews about current Danish and international design research. Mind 
Design aims to present design research and research findings from researcher 
to researcher as well as from researchers to design practitioners in general. 
The webzine is free of charge. Please see www.dcdr.dk/uk/minddesign.
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ple, in the way that Superflex plays with a modified Coca-Cola 
logo in the design on the bottles,” Tau Ulv Lenskjold explains. 

Critical Design as a Tool
Perhaps critical design can be used for other purposes beyond 
questioning the present conditions. Tau Ulv Lenskjold explains 
that critical design can be used as a tool in ordinary design proc-
esses, where it may serve as a sort of constructive provocation.  

“User-involving design processes typically have a great em-
phasis on reaching consensus, which means there’s often a risk 
of picking the easy solutions, so the outcome of the design proc-
ess tends to conform to the lowest common denominator. Here 
it may be an advantage to use critical design as a provocation to 
make people leave their comfort zone and dare to think outside 
the box in order to find a better solution to the design problem,” 
says Tau Ulv Lenskjold.

Andreas Rumpfhuber, on the other hand, does not think that 
critical design is an appropriate design tool. 

“The problem is that you can’t control creativity. In order to 
be critical, you have to take yourself out of the game. When mul-
tinational corporations use hackers to check their security, then 
who’s serving whom? It’s the same thing with critical design: 
When every company around the corner is asking designers to 
take a critical look at their product to maximise their turnover 
– who is serving whom? The moment that critical design turns 
mainstream, it loses its soul,” Andreas Rumpfhuber argues.

The Concept of Critical Design

The concept of critical design was first used in Anthony Dunne’s book Hert-
zian Tales from 1999. Anthony Dunne and Fiona Raby, his partner in the design 
firm Dunne & Raby in London, are often credited with creating the concept. 

Critical design uses design objects and experiments to offer criticism or 
comments on social conditions while also exploring the boundaries of design. 

Critical design often finds itself in a grey zone between art and design but 
differs from art on several counts, among them its accessibility to a wider 
audience. 

Over the years, critical design has been used in activism and for political pur-
poses, in Denmark with the artists group Superflex as one of the examples. 

Critical design also explores the borderland between design and science by 
creating design fiction – a sort of future scenarios for alternative applicati-
ons of design in both technological and social contexts.

Critical design can also take on a broader scope, for example with the use 
of sustainable materials to demonstrate a critical stance. 

Additional reading

Tau Ulv Lenskjold’s research profile: http://www.dcdr.dk/uk/Menu/Research/
Researchers/The+Danish+Design+School/Tau+Ulv+Lenskjold.

Andreas Rumpfhuber’s seminar series in Vienna about critical design: http://
expandeddesign.com/.

Article about Andreas Rumpfhuber’s Ph.D. dissertation, Immaterial Labour 
Poses New Challenges for Architecture, Mind Design #19, May 2009: http://
www.dcdr.dk/uk/Menu/Update/Webzine/Articles/Immaterial+Labour+Pose
s+New+Challenges+for+Architecture.

Superflex’ Gurana Power project: http://thepowerfoundation.org/.

Superflex’ Supergas project: http://www.supergas.dk/.

Thomas Thwaites’ The Toaster Project: http://www.thomasthwaites.com/
the-toaster-project/.

Anthony Dunne’s The Placebo Project: http://www.dunneandraby.co.uk/
content/projects/70/0.

Dunne and Raby’s definition of critical: http://www.dunneandraby.co.uk/
content/bydandr/13/0.

Keywords: critical design, design process, art and design, globa-
lisation, design theory, creativity, society, future

Critical design. The Dutch designer 
Richard Hutten’s S(h)it on it (a bench 
in the shape of a swastika) was desig-
ned as a statement against fascism. 
People sit on it with their backs to-
wards another. 
Photo: Rene Koster
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Services: A working-group exhibition
Andrea Fraser

1993 saw a sudden rush of exhibitions not particularly well defined or consistent except for the fact that they
either called for artists to generate new work for specific situations or showcased the results of work
undertaken in such a fashion. This form of artistic activity began, very loosely and at first only for practical
purposes, to be referred to as a project; artists were being invited to "do a project for" a particular exhibition.
Sonsbeek in Arnheim; Unité, an exhibition organized in the uninhabited half of a Le Corbusier public housing
building in Firminy; Kontext Kunst at the Neue Galerie in Graz; On taking a normal situation, the exhibition for
Antwerp '93 at the Museum van Hedendaagse Kunst; Sculpture Chicago; and Viennese Story at the Wiener
Secession consisted entirely of "project-work", while the Whitney Biennial and the Venice Biennial included a
number of artists working in along similar lines. At the same time, many of the artists participating in these
exhibitions also felt an increase in invitations to do individual projects with organizations.

In the fall of 1993, I began meeting with Michael Clegg, Mark Dion and Julia Scher in New York to discuss the
problems that we and artists we knew encountered while participating in the exhibitions of the previous year.
These problems ranged from the very practical "problem of getting paid" to experiences of censorship and
concerns over the loss of autonomy. In addition to being expected to undertake site-specific projects for little or
no fee, artists were routinely expected to design invitations, posters, advertisements and catalogs, write catalog
texts or prepare sections of catalogs without compensation. Artists with policies not to undertake projects
without receiving a fee, were treated as "difficult" and set against other artists in exhibitions. Sometimes artists
were promised fees, only to be told after the exhibition opened that those fees were considered part of the
project budgets and had already been used up in production. Artists' budgets were suspended when their
process oriented projects took longer to complete than the duration of the temporary exhibitions they were
commissioned for. Artists returned to exhibition sites a few weeks after the opening to find that their works were
not maintained, not functioning, or even had been removed. Or, at the end of exhibitions, curators de-installed
projects without consulting the artist, effectively destroying them. Or at the end of exhibitions, organizations
refused to return de-installed materials. Artists undertook transitory projects to find out after the shows came
down that they had no rights to the documentation produced by the organizations (or had to pay for access to
it). Or, after clearly stating research requirements and critical orientation in the proposal, projects were
canceled midway when the material became too sensitive or difficult. Or, curators claimed the right to review
and edit material prior to presentation.

In addition to these specific experiences, there was a general problem: at the end of a very active year of
producing work for well publicized and prestigious exhibitions, many of the artists participating found
themselves exhausted and in debt. The institutional and critical support of which so many exhibitions should be
evidence not only did not translate into material or even adequate practical support, but in many ways
functioned to limit such support. It was as if many of us were being expected to work in two jobs: one for
compensation, the other on a voluntary basis. The work - both in the sense of labor and art products - we did
for the specific sites and situations defined by curators often either could not be transferred to the art market or
could so only at the expense of seriously misrepresenting the project's principles. Sometimes this was an
intended effect of the nature of the projects themselves, particularly when the projects functioned to develop a
process with no material form. Even when project results took a material form, the more specific the work was
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to its site or situation - and, thus, the more successful it was - the more of its meaning, relevance and interest
would be lost outside of the context for which it was produced.

While many of these problems obviously stemmed from a lack of material support for project work, critical
acceptance had created a demand for projects by cultural organizations, that was clearly not only a demand for
particular individual artists. This demand provided project artists with the prospect of a certain leverage and for
the possibility of acting collectively to use this leverage, to represent and safeguard our material interests as
well as our interest in fostering conditions conducive to the development of what we believed was an important
form of artistic activity.

The artists meetings in the fall of 1993 produced a questionnaire on preferred working conditions sent out to
thirty-some artists who engage in project work. Our intention was to create a data-base that would provide
artists with more confidence in making certain demands and which could also serve as the foundation of a
general contract to be developed by a larger group we hoped to convene. At the same time, Helmut Draxler
and I began to develop our proposal for Services.

Services was conceived as an on-going project. Its manifestation at the Kunstraum der Universität Lüneburg
was to be the first of what we hoped would be bi-annual meetings sponsored by different contemporary art
organizations. The meetings and its accompanying installation - which we called a "working-group exhibition" -
would be the basis for a continuing forum at which artists and curators involved with project work could develop
a framework for their activities that would integrate the practical and the theoretical, encompassing material and
political as well as artistic concerns. The documentation of historical and contemporary activity collected to
support these discussions, along with videotapes of the meetings themselves, would grow into an easily copied
and distributed archive made available through the installations accompanying the working-group discussions -
all of which were to contain photocopying machines - and afterward maintained by the various sponsoring
organizations. The installation would also circulate by itself between working-group sessions and to
organizations without the resources to sponsor meetings. In addition, we hoped a bi-annual publication could
be generated containing summaries or edited transcripts of working-group discussions along with presentations
of the related historical material collected for the installations.

After completing the proposal and confirming participants, Helmut Draxler and I wrote up a working group
program and invited participants to select one session at which to make a short, informal presentation. These
presentations were not to be complete descriptions of projects, but were to focus on the problems or solutions
a particular project posed for the conditions indicated by the session's topic. Participants were also asked to
bring documentation of projects they intended to discuss as contributions to the installation. A few artists who
were not able to participate - Mark Dion, Group Material, Louise Lawler and Julia Scher - also contributed
material. Instead of complete documentation of particular projects we requested specific materials: the letter of
invitation or initial proposal; the contract or letter of agreement; and summary documentation of the project
itself. The aim of this selection was to put the project in the context of the relations under which it was
undertaken, so as to be able to consider how either those relations may have determined the development of
the project or, conversely, how the project influenced the relations in which it was produced.

Like this contemporary material, the historical material collected in the installation was oriented toward a
re-integration of the issues and strategies developed by artists with the conditions and relations of artistic
production. The historical material focused primarily on the activities of the Art Workers Coalition (AWC) in New
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York between 1969 and 1973. The AWC was probably the most significant post-war American attempt by
artists to collectively redefine both the material conditions of their practices and its social function - particularly
in terms of relations to public and private art presenting organizations. Many of the policy changes the AWC
pressed museums for - free admission, equal representation of artists, museum professionals and patrons on
museum boards, royalties paid to artists when their work is exhibited, and substantial representation of minority
artists in collections and exhibitions were never realized. The AWC did however spur the development of
community cultural centers, artist-run exhibition spaces, and political and activist art practices - particularly
institutional critique. It also, through a resistance to feminist issues, contributed to the emergence of an
independent women's art movement. Guidelines for museum presentation, contracts for commercial art
galleries and the re-sale of art work developed by the AWC were presented as possible models for project
contracts. The possible influence of the AWC's demands on the emergence of the artist's fee - and thus on the
development of art practice as service provision - was also considered.

In addition to the material on the AWC, the historical portion of the installation also included documentation of
the conciliation of Hans Haacke's 1971 Guggenheim show; documentation of the groups Artists Meeting For
Cultural Change, Fashion Moda and Internationales Künstlergremium; and texts and documentation of works
by artists such as Michael Asher, Christian Boltanski, Marcel Broodthaers, Daniel Buren and the Guerrilla Art
Action Group.

The working-group meetings and installation in Lüneburg were to function as a model, not only for Services as
an on-going project but also for the role of exhibitions and art presenting organizations relative to project based
practices. In this sense, Services was motivated both by a critique of exhibitions and symposia and by the
project work itself for an alternative to art organizations defined by their functions as exhibitors of art objects.

The problem which many artists engaged in project work are confronted with when invited to participate in
exhibitions is that many projects do not exist as objects or as installations possible to reconstruct. Services
addressed this "problem" as a problem, not of projects, but of exhibitions as such. To the extent that exhibitions
demand objects (or environments) to be encountered in a physical form, they marginalize practices which are
not production based. Given the fact that more and more artists profess to be engaged in issue based work,
there seems to be an increasingly insupportable contradiction between the concerns of artists and the objects
they produce for display in art exhibition spaces.

What can art exhibition be if not an occasion to encounter works of art in their physical or temporal form? While
video tapes provided Services with a temporal dimension that "justified" its existence as an exhibition (rather
than just a publication), our interest was in trying to introduce a physical dimension which would revolve not
around art objects but around the social interactions the space would become a frame for. The table around
which the working-group met remained in the space for people to use while reading and talking about the
documentary material they could take down from the pin-board walls. In this sense, we hoped that the working
group sessions and the video tapes of them would function to initiate continuing discussions among those
using the space during the course of the installation.

From conception it was clear that Services would only be appropriate for organizations established to serve
artists and other art professionals - cultural constituencies - and not for organizations addressing themselves to
the "general public". Introducing this distinction as a consideration in artistic and curatorial activity was one of
the underlying premises of Services.
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Most contemporary art exhibitions, regardless of their sponsoring organizations, tend to conceive the function
of purveying information about contemporary artistic activity to a "general public" more or less as an end in it
itself. Beyond this level of information, the question of what, specifically, particular artists or works can provide
particular audiences is rarely addressed. When it is addressed, it is often on a level of content which
misrecognizes the fact that the knowledge of contemporary art codes required to apprehend that content is not
distributed equally and may not be a possession of the very people who are supposed to be served by the
work. Many of the artists and curators involved in Services try to deal with this problem either by attempting to
by-pass art sites and art codes (along with art objects), or by addressing them reflexively, as such - in either
case, taking the site of the work rather as a means to intervene in a range of social experiences of immediate
relevance to particular audiences. If these strategies become the mode of addressing the "general audience" of
such organizations as municipal museums and public art commissions, or the specific communities accessible
through them, what of the cultural constituencies' institutions such as ICAs and Kunstvereine are founded to
serve? Services offered one response to this question: turn the exhibition into a forum for addressing issues of
immediate practical concern to the art professionals and art students who constitute the primary audience of
cultural constituency organizations.

In proposing this function for cultural constituency organizations, Services also, implicitly, constituted a critique
of the group exhibition and the public symposium as mechanisms through which such organizations attempt to
fulfill their mission. The misrecognition of specialized audiences inherent in programs conceived as purveyors
of information to a "general public", effectively limits those programs to functioning as sites of symbolic
struggles among producers. To the extent that programming is not determined by immediate concerns for
particular audiences, that "general public" is reduced to no more than adherents, subscribers and investors that
art professionals compete for in struggles for legitimacy and prestige. Every public juxtaposition of individual
artistic positions on panels and in shows which invites viewers to compare, contrast and judge artists against
each other reinscribes artists and works in this competitive structure, reducing them at the same time -
regardless of intended effects - to their formal or strategic differences.

What did Services accomplish? Re-reading the proposal, what appears most obvious is what Services did not
accomplish. Services did not result in any particular resolutions on the practical problems encountered by
artists engaging in project work. Nor did it produce a general contract, a policy, or an association which could
lobby for the interests of project artists. Services did not come to any conclusions on questions of the threat
posed to artistic autonomy by professionalization or by the construction of cultural organizations as "clients".
Nor did Services get to the root of conflicts among artists, curators, cultural organizations and audiences.
Services was not, through the material collected for the installation, able to provide a coherent history of the
transformation of relations among artists, curators and cultural organizations; of the professionalization of
curating; of the artists' fee or of the role particular phenomena played in such developments. Finally, Services
did not establish the meaning or relevance of the concept of service provision for contemporary artistic practice.

Were these the aims of Services? In a retrospect which maybe influenced as much by revision as by reflection I
would say they were not, at least, the projects' primary goals. The goal of Services was finally much more
simple and in my mind fundamental; something which is, further, the condition of the accomplishment of all
these other aims. More than a forum for any of the specific issues introduced in the proposal, Services was
conceived as a model for an alternative to what appeared to us to be the available sites within the field of art. I
would say now that the creation of such an alternative is not external to the issues introduced in the proposal.
Rather, it is the condition for their accomplishment.
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Above all, Services was a response to what I see as a very basic problem: almost all of the available sites in
the field of art, both physical and discursive, are fundamentally oriented toward the production of belief in the
value of various forms of cultural production - artistic and critical; that is, toward legitimation. One could say that
all exhibitions, whether in commercial or non-commercial spaces, construct their visitors as potential collectors.
More precisely, they construct their visitors as people who will or will not invest their economic, cultural or social
capital in particular practices. Similarly, the addressees of art magazines and symposia tend to be constructed
as subscribers or potential subscribers, not of publications or events, but to the positions taken by writers and
speakers. The point here is not to construct an opposition between promotion and critique. The point is that
there are almost no sites within the artistic field in which producers address each other as producers according,
not to the intellectual or artistic positions they take on cultural issues, but to the positions they occupy within a
field of cultural production as determined by the social conditions of that field and the social relations which
structure it. The absence of such sites has the effect, not only of ensuring the atomization of producers in
competitive struggles for professional legitimacy, but also of limiting the development of a framework in which
the function and effect - not only the symbolic value - of artistic practices can be evaluated.

In a certain way I would say that the fundamental ambition of Services was to create a forum in which
participating artists and curators, as well as visitors to the installation, would reflect on project work specifically -
as well as art practice generally - not only in terms of symbolic systems, thematized or formalized, but also in
terms of the conditions and relations which determine them and which they may resist or reproduce. The
practical problems which arise as a result of project work, and the clear relation between those problems and
the strategies of individual works, created a basis for such reflection. And that reflection, in turn, would be the
condition of achieving a meaningful resolution of practical problems.

It may seem obvious that any effort by artists and curators to resolve their practical problems would require that
they address each other as producers according to the common practical problems they endeavor to resolve.
What may be less obvious is that many of those problems themselves stem from, not the absence of such
forums as such, but from the structure which prevents them from developing the orientation of artistic sites
toward the function of legitimation. The reluctance of organizations to provide adequate fees, for example, can
be seen to stem from the fact that most cultural institutions still see their role as being one of identifying,
publicizing and consecrating artistic tendencies - a service from which artists should later profit, with the help of
gallerists, through the sale of thus legitimized work.

The project Services had two basic motivating circumstances. One was explicitly stated in the proposal and
dealt with in the working group discussions: the practical and material problems encountered by artists
engaged in project work. The other was never explicitly stated but was, perhaps even more fundamental,
determining the form of the project as well as the material collected for the installation: that is, the absence of
sites within the artistic field in which cultural producers address each other as producers. Most of the aspects of
the project introduced in the proposal may not have been developed or accomplished. The historical material
gathered for the installation may have been inconclusive. The concept of Services itself was never really even
discussed. Yet despite all of these apparent failings I would say the project was a success. It exists as a model
for a forum which is, I believe, the condition of possibility for the accomplishment of these other aims. In
retrospect I would say that this could only ever have been its objective goal.

[from: Beatrice von Bismarck, Diethelm Stoller, Ulf Wuggenig (eds.), Games, Fights, Collaboration. Das Spiel
von Grenze und Überschreitung, Stuttgart: Cantz 1996]
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Art	
  vs.	
  Commodity	
  
	
  
Once	
  upon	
  a	
  time,	
  a	
  cave	
  man	
  with	
  his	
  developing	
  brain,	
  sought	
  to	
  communicate	
  an	
  
idea.	
  To	
  make	
  that	
  idea	
  last	
  longer	
  than	
  a	
  fleeting	
  moment,	
  to	
  pass	
  on	
  information	
  to	
  
another	
  person,	
  he	
  rendered	
  an	
  image	
  upon	
  a	
  wall.	
  He	
  held	
  that	
  image	
  sacred,	
  and	
  
recounted	
  it	
  time	
  and	
  time	
  again	
  to	
  remember	
  a	
  feeling	
  he	
  had,	
  to	
  lock	
  in	
  an	
  emotion	
  
that	
  he	
  wanted	
  to	
  express	
  and	
  share.	
  Today	
  art	
  is	
  not	
  only	
  a	
  tool	
  of	
  personal	
  expression,	
  
it	
  is	
  a	
  commodity.	
  People,	
  on	
  an	
  individual	
  level,	
  seek	
  to	
  understand	
  themselves	
  and	
  
find	
  their	
  own	
  place	
  in	
  the	
  world.	
  Few	
  dare	
  to	
  take	
  the	
  brave	
  steps	
  of	
  individuality,	
  or	
  
perhaps	
  they	
  do	
  not	
  yet	
  know	
  how	
  to	
  express	
  themselves.	
  So	
  they	
  seek	
  forms	
  of	
  
expression	
  that	
  have	
  been	
  created	
  by	
  someone	
  else	
  that	
  they	
  can	
  identify	
  with,	
  that	
  
confusing	
  role	
  is	
  taken	
  on	
  by	
  the	
  artist.	
  For	
  some	
  reason,	
  this	
  art,	
  music,	
  movie,	
  story	
  
created	
  by	
  someone	
  else	
  rings	
  true	
  to	
  a	
  stranger,	
  helps	
  them	
  learn	
  things	
  about	
  
themselves.	
  However	
  this	
  idea	
  of	
  getting	
  to	
  know	
  or	
  understand	
  thyself	
  has	
  turned	
  into	
  
a	
  commodity	
  and	
  a	
  form	
  of	
  droning	
  entertainment	
  used	
  to	
  placate	
  the	
  masses.	
  How	
  has	
  
an	
  act	
  of	
  shamanism	
  turned	
  into	
  a	
  status	
  symbol	
  of	
  merchandising?	
  Why	
  is	
  owing	
  a	
  
Rembrandt	
  an	
  equivalent	
  to	
  owning	
  a	
  BMW?	
  Does	
  the	
  owner	
  appreciate	
  the	
  delicate	
  
play	
  of	
  light	
  and	
  shadow	
  in	
  the	
  painting	
  he	
  owns,	
  or	
  does	
  he	
  merely	
  likely	
  to	
  show	
  off	
  
the	
  signature	
  over	
  a	
  dinner	
  party	
  prepared	
  by	
  illegal	
  aliens	
  escaping	
  the	
  civil	
  war	
  in	
  their	
  
home	
  country?	
  Art	
  is	
  not	
  just	
  a	
  commodity.	
  It	
  is	
  a	
  form	
  of	
  social	
  change	
  and	
  needs	
  to	
  
remembered	
  as	
  such.	
  	
  
	
  
Art	
  is	
  the	
  work	
  of	
  human	
  expression.	
  This	
  meld	
  of	
  art	
  and	
  politics	
  goes	
  hand	
  in	
  hand.	
  
Culturally,	
  politics	
  and	
  social	
  issues	
  effect	
  us	
  all.	
  Art	
  enables	
  the	
  creator	
  to	
  show	
  their	
  
ideas	
  to	
  an	
  audience	
  without	
  the	
  artist	
  having	
  to	
  be	
  objective.	
  Every	
  artist	
  has	
  a	
  
different	
  take	
  on	
  the	
  matters	
  they	
  chose	
  to	
  express	
  themselves	
  in.	
  They	
  infuse	
  their	
  own	
  
opinions	
  into	
  the	
  work,	
  conveying	
  personal	
  feelings	
  and	
  emotions	
  about	
  the	
  subject	
  of	
  
the	
  piece.	
  Emotions	
  can	
  range	
  from	
  anger,	
  to	
  compassion,	
  to	
  delight.	
  The	
  artist’s	
  
opinions	
  may	
  be	
  different	
  from	
  the	
  ones	
  accepted	
  by	
  the	
  majority	
  of	
  people.	
  Non-­‐
conformity	
  causes	
  people	
  to	
  pay	
  attention	
  to	
  the	
  current	
  issues	
  and	
  event;	
  engaging	
  the	
  
viewers	
  in	
  conversation	
  and	
  new	
  thinking.	
  
	
  
Art	
  allows	
  people	
  to	
  communicate	
  with	
  the	
  viewer.	
  Art	
  conveys	
  information.	
  The	
  
audience	
  is	
  ever	
  changing	
  and	
  much	
  of	
  art	
  is	
  reproducible	
  in	
  different	
  forms.	
  A	
  person	
  in	
  
a	
  another	
  country	
  could	
  be	
  browsing	
  through	
  an	
  art	
  book	
  and	
  without	
  knowing	
  it,	
  be	
  
influenced	
  by	
  the	
  work.	
  To	
  captivate	
  an	
  audience,	
  the	
  creator	
  can	
  instill	
  various	
  means.	
  
It	
  can	
  be	
  an	
  aesthetic	
  issue,	
  the	
  piece	
  can	
  touch	
  a	
  nerve,	
  the	
  audience	
  might	
  react	
  to	
  a	
  
radical	
  way	
  of	
  thought,	
  or	
  picture	
  themselves	
  in	
  the	
  context	
  of	
  the	
  art.	
  Either	
  way	
  the	
  
audience’s	
  thought	
  is	
  now	
  changed,	
  however	
  subtly,	
  they	
  carry	
  with	
  them	
  another	
  



person’s	
  insight	
  into	
  a	
  matter.	
  This	
  information	
  can	
  be	
  carried	
  in	
  the	
  back	
  of	
  the	
  
viewer’s	
  mind,	
  or	
  perhaps	
  he	
  chooses	
  to	
  further	
  investigate	
  the	
  work	
  and	
  the	
  subject.	
  
	
  
Visual	
  information	
  can	
  reach	
  a	
  larger	
  audience	
  than	
  rhetoric	
  alone,	
  drawing	
  attention	
  
even	
  before	
  the	
  viewer	
  is	
  certain	
  what	
  issues	
  are	
  at	
  hand.	
  Art	
  can	
  take	
  advantage	
  of	
  a	
  
person’s	
  senses,	
  stopping	
  them	
  in	
  their	
  tracks.	
  The	
  thing	
  that	
  captivates	
  the	
  viewer	
  can	
  
be	
  a	
  sound,	
  an	
  image,	
  text,	
  or	
  a	
  philosophy.	
  When	
  the	
  audience’s	
  formal	
  concept	
  of	
  art	
  
and	
  thinking	
  is	
  challenged,	
  they	
  take	
  a	
  second	
  look.	
  The	
  viewer	
  does	
  not	
  have	
  to	
  be	
  fully	
  
aware	
  of	
  what	
  is	
  taking	
  place,	
  nor	
  do	
  they	
  have	
  to	
  see	
  the	
  entire	
  art	
  work	
  to	
  be	
  
influenced	
  by	
  it.	
  Art	
  is	
  an	
  extremely	
  valuable	
  means	
  of	
  conveying	
  information,	
  this	
  is	
  
why	
  it	
  needs	
  to	
  be	
  in	
  the	
  hands	
  of	
  the	
  people,	
  so	
  we	
  can	
  express	
  our	
  own	
  thoughts	
  and	
  
concerns.	
  
	
  

	
  
My	
  Mother's	
  Journey	
  	
  
1997	
  
	
  
Betty	
  T.	
  Kao	
  
	
  
I	
  see	
  her	
  face,	
  contorted	
  and	
  perplexed.	
  
She's	
  five	
  years	
  old,	
  
trudging	
  toward	
  an	
  endless	
  unlightened	
  road,	
  
clutching	
  to	
  her	
  mother.	
  
On	
  their	
  path	
  they	
  will	
  confront	
  rocky	
  hills,	
  
and	
  corrupt	
  soldiers	
  carrying	
  sacks	
  filled	
  with	
  stolen	
  heirlooms.	
  
The	
  darkness,	
  the	
  coldness	
  take	
  no	
  excuses.	
  
They	
  must	
  go	
  forward.	
  
The	
  only	
  directional	
  guide	
  is	
  the	
  sad	
  movement	
  of	
  the	
  herd,	
  
each	
  with	
  their	
  own	
  pitiful	
  stories	
  of:	
  
proud	
  names,	
  families,	
  and	
  estates	
  left	
  behind.	
  
She	
  holds	
  her	
  mother's	
  hand	
  in	
  a	
  vice,	
  
knowing	
  that	
  if	
  she	
  is	
  lost,	
  she	
  will	
  never	
  be	
  seen	
  again.	
  
The	
  journey	
  will	
  not	
  end	
  there.	
  
Ten	
  years	
  later	
  she	
  will	
  leave	
  her	
  new	
  home	
  in	
  Burma,	
  
a	
  land	
  of	
  water	
  festivals	
  and	
  tranquil	
  forests	
  turns	
  into	
  
the	
  new	
  upheaval	
  of	
  homes	
  and	
  mass	
  executions;	
  
only	
  to	
  arrive	
  in	
  Taiwan	
  alone,	
  with	
  no	
  relatives	
  to	
  meet	
  her.	
  
She	
  carries	
  the	
  equivalent	
  of	
  twelve	
  dollars.	
  
She	
  will	
  study	
  hard	
  to	
  become	
  a	
  nurse,	
  
persevering	
  even	
  with	
  her	
  shattered	
  past.	
  
One	
  day	
  a	
  call	
  comes,	
  her	
  brother	
  has	
  sad	
  news	
  of	
  her	
  father's	
  death.	
  
She	
  struggles	
  on,	
  
forcing	
  her	
  own	
  destiny	
  



that	
  so	
  much	
  has	
  attempted	
  to	
  rip	
  apart.	
  
Here	
  now,	
  	
  
my	
  mother	
  sits	
  at	
  home.	
  
It's	
  snowing	
  bitterly	
  outside,	
  
and	
  I	
  don't	
  want	
  to	
  go	
  to	
  school.	
  
But	
  as	
  she	
  brings	
  me	
  hot	
  soup,	
  
I	
  remember	
  all	
  she	
  has	
  done,	
  
and	
  why	
  I	
  will	
  go.	
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The	
  real	
  terror	
  is	
  	
  
that	
  people	
  are	
  still	
  	
  
killing	
  other	
  people	
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My	
  brother	
  and	
  eldest	
  sister	
  came	
  home	
  covered	
  in	
  dust.	
  
	
  
Don’t	
  turn	
  back.	
  
You	
  know	
  what	
  those	
  thuds	
  are:	
  
The	
  sounds	
  of	
  
bodies	
  falling	
  and	
  
the	
  papercutconfettihooraytickettapeparade.	
  
Don’t	
  look	
  on	
  the	
  ground.	
  
You	
  know	
  what	
  is	
  there:	
  
Scattered	
  remains	
  of	
  
your	
  friends;	
  
a	
  red	
  high	
  heel,	
  	
  
a	
  leather	
  briefcase	
  blown	
  open,	
  
a	
  clutching	
  arm.	
  
Don’t	
  scream	
  out.	
  
Everyone	
  is	
  screaming.	
  
No	
  one	
  can	
  hear	
  your	
  cries.	
  
All	
  you	
  will	
  get	
  is	
  	
  
a	
  mouth	
  full	
  of	
  ashes.	
  



Don’t	
  breathe	
  in	
  this	
  dust.	
  
You	
  know	
  what	
  it	
  is:	
  
Incinerated	
  bodies.	
  
Just	
  keep	
  walking.	
  
This	
  is	
  Kosovo.	
  
This	
  is	
  Auschwitz.	
  
This	
  is	
  Rome.	
  
This	
  is	
  Babylon.	
  
This	
  is	
  a	
  war.	
  
Where	
  are	
  my	
  co-­‐workers?	
  
	
  
“Excuse	
  me	
  miss,	
  you	
  have	
  to	
  leave.	
  There	
  isn’t	
  enough	
  air	
  in	
  our	
  building	
  for	
  you,	
  and	
  
our	
  employees.”	
  
	
  
Good	
  thing	
  flower-­‐girl	
  didn’t	
  take	
  that	
  job	
  on	
  the	
  88th	
  floor	
  of	
  the	
  wtc.	
  
She	
  had	
  to	
  be	
  unemployed	
  for	
  five	
  months	
  after	
  college,	
  but	
  
she	
  didn’t	
  want	
  to	
  get	
  stuck	
  in	
  that	
  skyscraper	
  in	
  case	
  of	
  a	
  fire,	
  like	
  last	
  time,	
  	
  
that	
  bombing.	
  
But	
  who	
  knew	
  this	
  would	
  happen?	
  
Why	
  are	
  these	
  twins	
  so	
  important?	
  
Romulus	
  and	
  Remus.	
  
	
  
Who	
  else	
  must	
  die?	
  
How	
  many	
  more?	
  
	
  
My	
  firefighters	
  are	
  dead,	
  	
  
my	
  love,	
  my	
  life,	
  	
  
that	
  piece	
  of	
  me	
  is	
  gone.	
  
A	
  neighbor’s	
  son,	
  my	
  friend’s	
  brother-­‐in-­‐law,	
  someone’s	
  husband…	
  
All	
  that’s	
  left	
  is	
  this	
  memory.	
  
And	
  I	
  can’t	
  hold	
  it	
  in	
  my	
  hand	
  or	
  	
  
press	
  it	
  close	
  to	
  my	
  chest.	
  
I	
  can’t	
  smell	
  his	
  breath.	
  
	
  
Even	
  in	
  Central	
  Park,	
  	
  
this	
  odor	
  pervades.	
  
	
  
All	
  I	
  inhale	
  are	
  	
  
dead	
  bodies.	
  

	
  

-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐-­‐	
  

	
  



Somewhere,	
  
Babylon.	
  

2006	
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Somewhere,	
  
at	
  the	
  existential	
  Taco	
  Bell	
  of	
  your	
  	
  
soul	
  
lies	
  
an	
  Iraqi	
  palace	
  lined	
  with	
  
American	
  fast	
  food	
  places,	
  latrines,	
  marines,	
  
and	
  Babylon.	
  
Once	
  there	
  were	
  roof	
  top	
  gardens,	
  
now	
  there	
  is	
  double	
  scoop	
  chocolate	
  ice	
  cream	
  with	
  rainbow	
  sprinkles.	
  
The	
  molecules	
  of	
  milk	
  roll	
  so	
  easily	
  over	
  and	
  against	
  each	
  soldier’s	
  tongue.	
  
So	
  far	
  from	
  home,	
  it’s	
  the	
  only	
  thing	
  to	
  remind	
  you	
  of	
  suckling	
  at	
  your	
  mother’s	
  teat.	
  
	
  
In	
  a	
  land	
  where	
  jasmine	
  scented	
  waters	
  once	
  wafted	
  into	
  the	
  air,	
  	
  
are	
  now	
  broken	
  sewages	
  for	
  the	
  lay	
  person.	
  	
  
They	
  said	
  they	
  were	
  there	
  to	
  save	
  the	
  children,	
  
instead	
  weapons	
  of	
  mass	
  seduction	
  were	
  forced	
  between	
  parched	
  lips.	
  
	
  
Where	
  are	
  we	
  now?	
  
	
  
There	
  is	
  nothing	
  Green	
  here,	
  there	
  are	
  only	
  more	
  SUVs.	
  
The	
  mercenaries	
  drive	
  these	
  beasts,	
  	
  
burning	
  with	
  the	
  slick	
  remains	
  of	
  fossilized	
  extinction,	
  
hauling	
  cargo	
  of	
  three	
  kinds	
  of	
  cheese,	
  
pepperoni,	
  and	
  canned	
  tomato	
  sauce.	
  
A	
  trek	
  over	
  paved	
  roads	
  can	
  be	
  more	
  volatile	
  than	
  
traveling	
  though	
  an	
  isolated	
  dune	
  at	
  midday.	
  	
  
Guns	
  pointed	
  toward	
  laissez	
  faire.	
  	
  
	
  
Boom.	
  
	
  
This	
  man	
  was	
  a	
  civilian.	
  
He	
  will	
  be	
  wrapped	
  tightly,	
  and	
  shipped	
  home	
  in	
  a	
  few	
  days.	
  	
  
	
  
Arabic	
  numbers	
  are	
  tumbling	
  down,	
  one	
  plus	
  one,	
  plus	
  one,	
  plus	
  one,	
  add	
  zero…	
  
into	
  collateral	
  damage.	
  



Isn’t	
  this	
  the	
  land	
  that	
  god	
  touched?	
  
All	
  the	
  algorithms	
  unfurl	
  and	
  tell	
  me:	
  this	
  isn’t	
  the	
  answer.	
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April 28, 2011

When Art and Energy Were SoHo
Neighbors
By MICHAEL KIMMELMAN

London

“BACK then, people who had plans were idiots,” Laurie Anderson said. She laughed.

We were talking by phone one recent evening about what once appeared to be the end of

days for New York City during the early ’70s, when SoHo dawned. “Like New York, we were

all broke,” she reminisced. “We thought of ourselves as workers, conquering someplace

inhospitable, and we had a real sense of place.”

A show here at the Barbican Art Gallery celebrates Ms. Anderson, the artist and musician;

Trisha Brown, the choreographer; and Gordon Matta-Clark, the sculptor, architect and

all-around Pied Piper of experimentalism. The last of the bohemians, you might call SoHo’s

first settlers. With daily performances in the galleries, the Barbican revives several of Ms.

Brown’s dances from that time to bring back to life what is meant partly to serve as an object

lesson for Britons now roiled by government belt tightening. The curator, Lydia Yee, an

expatriate American, told me the other day that she imagined artists here, accustomed to

years of prosperity, finding inspiration in looking back on how an earlier generation made

do with less.

It’s easy to overromanticize a grimy, long-lost era, but reacquainting myself with works like

Matta-Clark’s silent color film of himself in black tights and white gloves, a hippie Harold

Lloyd shaving and showering with a garden hose while teetering beside the clock face atop

the Clocktower Building in Lower Manhattan, and also with Ms. Anderson’s deadpan

monologue about visits to her psychoanalyst, which she delivers via a teensy video

projection of herself onto a pocket-size figurine, I couldn’t help wondering: What is it that

makes a neighborhood, or for that matter a whole city, come together at a certain moment,

culturally speaking? Why was SoHo in its early days vibrant and special in ways that,

despite the art world’s current money and hype, seem so hard to come by now?
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Poverty isn’t the answer. There was something carefree but still endearingly grave about the

work that came from there then, which had nothing ultimately to do with money or the lack

of it. The work ignored the old boundaries separating art from dance from music from

architecture, and instead found fresh ground in the interstices between art and life.

Perhaps, somewhat mysteriously, the answer to the question has to do with, as Ms.

Anderson put it, a “sense of place.” Granted, you had to be young then, and now, to love all,

or even most, of what came out of early SoHo; but it’s not hard to admire the youthful,

messianic energy that derived from the knowledge that anything was possible there because

nobody was really paying very much attention. In that unregulated era Ms. Brown was able

to persuade her husband to walk like Spider-Man down the seven-story facade of 80

Wooster Street strapped inside a harness, and came up with the idea of positioning a dozen

dancers on adjacent rooftops stretching half a mile or so from Prince Street down to White,

concocting an open-air performance for anyone who happened to notice. Ms. Anderson was

meanwhile stealing naps on a bench at night court on Centre Street and in the women’s

bathroom in a library at Columbia University, as well as, in the middle of January, on the

frozen beach of Coney Island, so that she could then document her dreams in a series of

texts and photographs. Around that same time she snapped pictures of men on the street

who whistled or cat-called when she passed, oddball mug shots that were also sly tributes to

overlooked New Yorkers.

As for Matta-Clark, he was helping to open a groundbreaking exhibition space at 112 Greene

Street, turning an industrial-waste container on the street into a maze of makeshift

closet-size rooms where invited dancers and artists did impromptu performances. And he

devised Food, the fabled artist-run restaurant as be-in on the corner of Wooster and Prince,

which catered to young tastes for fresh produce, sushi and global cuisine at a time when

salsa was an exotic seasoning in New York.

Matta-Clark also famously sliced up abandoned buildings, including an industrial shed on

Pier 52, and he acquired parcels of so-called gutter space in Queens and on Staten Island —

tiny, useless pieces of land, the remnants of surveying errors and zoning anomalies that New

York City auctioned off to raise petty cash, which he photographed and filmed as if they

were examples of found art. Like Ms. Brown on the rooftops or Ms. Anderson on the court

bench, he was forever turning attention to the neglected eloquence of in-between, forlorn

places, of disused and crumbling parts of the city, and the Barbican show includes

photographs he also shot of corners in abandoned buildings. “Opening up view to the

unvisible,” is how he once put it. Translated, that meant restoration and renewal: ours and
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New York’s.

Revivalist tastes for the ’70s have helped drive up commercial demand for art from the

period and inspired a glut of earnest dissertations and predictable chatter about art and

social responsibility in an era of guilty consciences. Linked to this pining for some ostensibly

purer time is the persistent dream of anointing a new SoHo, which for a while now has been

Berlin, never mind that the streets of the German capital’s former frontier neighborhoods

have long been jammed with Bugaboo strollers, custom-made racing bikes and tall young

fashionistas wearing clothes from Kostas Murkudis. The city grew up a while ago, as

Berliners will tell you.

Maybe during the ’90s it was more like nascent SoHo, but clichés die hard, and having lived

in Berlin for some years now and come to feel that city’s profound dignity and grace have

little or nothing to do with the proliferation of art galleries and all the blather about the

capital of cool, I am struck by one obvious difference from New York’s downtown scene 40

years ago.

SoHo then was a genuine community, a world within the art world, nested inside the larger

world of the city. Berlin, for all its glories and advantages, has become, in terms of art, a pit

stop on the global caravan. For better and worse, its cultural circles are in large part made

up of transients who don’t necessarily speak the language and who live on top of the city.

They’re there for the cheap rents, studio space, parties and one another.

So were many of SoHo’s early residents, no doubt, but ones like Matta-Clark, Ms. Anderson

and Ms. Brown were also tightly bound up with New York as a source of inspiration and a

permanent home. “Not no place,” Ms. Anderson also said to me when we spoke about the

neighborhood, and this link to place also explains why the era became a heyday for

site-specific art.

It’s striking how many works in the Barbican take inspiration from the grid of New York,

twisting and turning the city streets like blocks of a Rubik’s Cube. Ms. Brown talks about her

work in terms of pure movement, but “Floor of the Forest” has dancers crawling in and out

of shirts and pants hung on a grid of ropes, like clothes on a clothesline. “Walking on the

Wall” gets her dancers to do just that, on gallery walls above the heads of visitors, with

disorienting effects not so different from Matta-Clark’s collaging of sliced and diced

buildings.

The grid had obviously been important to earlier generations of New York artists, just as the
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flotsam and jetsam of the city had been to older Fluxus artists. But for the settlers of SoHo it

helped inspired the creative rebirth of a neighborhood.

In the show’s catalog Philip Ursprung, a professor from Zurich, notes how civic renewal

during the early ’70s also prepared the ground for the neighborhood’s eventual demise as an

art center. Sushi and the open kitchen at Food foretold a lifestyle that would “by the late

1980s, oust from the area the very people who had transformed it,” he writes. Matta-Clark’s

gutter space acquisitions anticipated the craze for property that would soon overtake the

city.

I love Berlin, very much. But its beauty, in some measure, has to do with its failure across

two centuries to become the great European metropolis it always aspired to be. It remains,

despite its history, a city forever on the verge, in a state of becoming, like the young people

who now flock to it, and today it seems more anxious to become SoHo in the ’80s than SoHo

in the ’70s. Lately, in the former East Berlin, a private club for upwardly mobile art types, of

the sort that used to be anathema to Berliners, has opened. It’s called (albeit after London’s

identically named neighborhood, not New York’s) Soho House. The club could be anywhere

in the world, anywhere the new rich live. That’s its point.

Attributing symbolic meaning to the club may be a stretch, but what good experimental art

came from the early days of New York’s SoHo had little to do with the climate of upward

mobility, not because artists back then weren’t ambitious, which they were, but because

there seemed to be nowhere in particular to go. The work was engaged with what was at

hand, namely a downtrodden slice of the city, because that’s all artists had at the time. And

it turned out to be plenty.

“I still live a few blocks away,” Ms. Anderson told me about SoHo, before we wrapped up our

conversation. “I go to a really great cheese shop in the neighborhood, but otherwise I don’t

go there much anymore. My friends don’t live there now. I got a studio recently in Brooklyn,

which reminds me a little of what it was like back then.”

She fell silent.

“I was lucky,” she decided. “It was a weird time, which I haven’t really seen again.”
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April 2008

Industry, commercialism and the bourgeois are very much with us. This whole notion of trying to  
form a cult that transcends all this strikes me as a kind of religion-in-drag, you might say. I’m just  
bored with it, frankly. —Robert Smithson¹

Sol LeWitt, Wall Drawing #273: Lines to points on a grid, 1975, water-soluble crayon on wall. 
Installation view, Dia:Beacon, New York, 2007. Photo: Bill Jacobson.

AS THE LAWRENCE WEINER RETROSPECTIVE at the Whitney Museum fades to white 
under multiple coats of Kilz and latex paint, and his various exuberant ephemera take up residence 
at LA MoCA before wending their way back to their rightful property owners; as Tate Modern and 
the ICA London emerge from momentary spells of whispered headlines, random sketching, streams 
of consciousness, and face slapping; as New York’s New Museum concludes its vestigial assault on 
the Work of Art, not to mention the etiquette of proper spacing, and as visitors to the new building 
experience the worst case of buyer’s remorse since the reopening of the Museum of Contemporary 
Art, Chicago; as the Metropolitan Museum’s Dutch paintings readjust to the staid organizing 
principles of artist’s name, date, and genre rather than hanging according to who bought what from 
whom (on whose advice) and resold it to so-and-so, who then donated it to the Met; and as the scent 
of modesty—prosaic, charcoal filtered, crystalline—emanates from the 2008 Whitney Biennial, 
now is as good a time as any to talk about money. 

Not money in the massive, toxic sense that characterizes most mentions of it in the context of art, 
but money in the modest, expansive, nurturing sense that allows artists to pursue their work in its 
variegated forms. Any discussion of the global economy as a whole would be practically useless if 
it started from the assumption that General Electric and Sony and Microsoft were the only entities 
worth talking about, so one has to wonder how illuminating discussions of artists and money can be 
when they are almost always limited to superlative cases like Damien Hirst and Takashi Murakami 
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and Jeff Koons—limited that is, to whatever artworks accrue the most zeros in the preproduction, 
postauction universe. These artists, like Microsoft, are what an economist would call mature 
companies in established markets, meaning that everything that might be dynamic about them, and 
the effect that dynamism had on the market, has already happened. The bulk of their efforts are now 
dedicated to protecting their brands and inserting them into all available markets, from key chains 
to plaza sculptures. As in art, in economics the perpetual discovery and implementation of new 
materials, new technologies, and new business strategies—the sum effect of which Austria-born 
economist Joseph Schumpeter termed creative destruction²—have a ruthless, catalytic effect on all 
businesses, regardless of their age and size. In Schumpeter’s characterization, young, nimble, and/or 
eccentric enterprises present greater growth opportunities than do older, established firms because 
they are better positioned to adapt to the changes that their very existence brings forth. Key to 
Schumpeter’s vision of annihilating progress, though, is his observation that the race does not 
always go to the biggest or most capitalized competitor; rather, exclusive businesses like corner 
grocers and custom snowboard manufacturers can thrive no matter their size or technical prowess, 
simply because their operations are too small and incremental to bear the brunt of creative 
destruction’s perennial force. Schumpeter writes: “A system—any system, economic or other—that 
at every given point of time fully utilizes its possibilities to the best advantage may yet in the long 
run be inferior to a system that does so at no given point of time, because the latter’s failure to do so 
may be a condition for the level or speed of long-term performance.”³ This notion of long-term, 
inefficient, but ultimately superior performance applies exactly to the kind of artists I want to 
discuss. Not artists who, at every moment, maximize their capitalization and production and 
exposure, but artists who manage to make a living by minimizing those things, thereby expanding 
the value system of art and, by extension, the aesthetic of what “making money” looks like—the 
kinds of actions it might embody and the forms it might take. 

In the course of doing so, however, I will need to loosen up several myths that have stunted many 
recent discussions of artists and money: (1) that art produced in factories is more explicitly (and 
critically) about money because it expends materials and labor in more obvious ways than art 
produced in a studio or on a laptop; (2) that money is only interesting in large sums; and (3) that if 
production only happens in factories and money is only interesting in large sums, then any less than 
spectacular pursuit of money by an artist must be a kind of death (not worthwhile, a self-imposed 
drudgery, etc.) or pornography (a willingness to do anything for a little money, no matter how 
degrading) or both, clearly distasteful and beneath the nobler pursuits of beauty and politics and 
thought. 

Obviously, we can attribute the first myth to Warhol. Now, I admire Andy Warhol, but I think there 
is little about his oeuvre or his approach to making art that is of use to profit-minded artists now. 
The idea of art being made in a factory might have been a radical concept in the ’60s, but we would 
do well to remember that corporations at that time were already in the process of making Warhol-
type factories obsolete, as labor pressures, environmental regulations, and supply-chain logistics 
rendered archetypal factory production untenable. Factories require preplanning, capitalization, 
operation, security, and maintenance. In a word, overhead: costs to be borne by the factory owner, 
be it General Electric or Takashi Murakami. Minimizing overhead is essential to creating the 
physical and mental spaces—the margins—from which an artist’s delightful, unforeseen profits can 
spring. Conceptual art exemplified this break from factory production in that, wittingly or not, its 
various approaches entailed such radical (and profitable!) new business strategies as mass 
customization, data mining, value adding, and inventory velocity. Conceptual art traded the 
efficiency of manufacturing as many identical things as possible up front (and then transporting, 
displaying, storing, and insuring them until people could be persuaded to buy them) for the 
efficiency of not making anything until somebody wants it and will assume production costs. There 
is no better example of this than the wall drawings of Sol LeWitt. 
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Cover of Laurie Anderson’s album Big Science (Warner Bros., 1982).

Last year, during the months of dismay and recovery that followed the news of LeWitt’s death, an 
amazing thing happened: Brand-new works by the artist sprang up all around the world, beautiful, 
vast, delicate images pulled from manila folders and executed to plan as if part of a vast file-sharing 
festival. Whereas the value of a typical artist’s work lies in the sensibility and rarity of his or her 
personal output, the value of LeWitt’s wall drawings is that they can be made by many people in 
many places, simultaneously and repeatedly, without LeWitt needing to be present and with no 
appreciable loss of quality. For a long time (and still), artists made money from their art by having 
its value understood as an object to be possessed, usually in exchange for money. Thereafter, both 
the cash and the artwork are subject to their respective markets, the vagaries of history, and either 
an increase or decrease in value. LeWitt’s wall drawings forestall this linear fate by shattering the 
irreversible moment of exchange: He never really has to surrender his product and is never really 
paid in full. In any wall drawing, the network of idea, institution, local draftsmen, and LeWitt (if not 
in body, then in spirit) determines the value of the work, a value that does not rest on any one 
substantiation but gets remade and recalibrated over time. Which is not to say that distribution and 
profit margin were LeWitt’s guiding principles, but that his instinct for how an artwork might “be” 
in the world embodies a fundamental shift in how and where we assign value. Like the best aspects 
of the Internet economy, LeWitt’s starburst Wall Drawing #273: Lines to points on a grid, 1975, 
collects and makes sense of diverse points in space without privileging any of them, creating value 
(and income) out of the relations between things rather than out of the things themselves. 

I think all artists choose to work the way they do because they believe it presents their best chance 
to achieve the level of income that will allow their art to become an all-encompassing way of life. 
This does not mean getting rich so much as simply selling enough work for the prospect of making 
new work to become a self-fulfilling cycle of affirmation, a kind of fiduciary peace of mind, like 
being the only baker in Thorstein Veblen’s country town.? For such artists, money does not instill 
the want of more money but rather the desire to make new work, which, in time, generates more 
money. It is a simple distinction that usually bears itself out in the art that a particular desire 
generates: Artists who want to get rich want money for what its accumulation represents to others; 
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artists who want peace of mind want money for what it makes possible for themselves. Make no 
mistake—all artists want money, even if they already have piles of it, because nothing is more 
affirming than the approval of a market, the market, any market. Artists who claim otherwise either 
have not yet realized what they want to do, have not yet found the right market for their work (and 
university art departments, nonprofit institutions, and government granting agencies are markets as 
well), or, most likely, have not yet persuaded any market, commercial or otherwise, to expand the 
definition of what it buys and sells. 

When you grow up working-class in a remote place and have ambitions of becoming an artist—
despite the fact that the nearest art museum is an hour away, the nearest contemporary art venue 
three hours, and you’ve never actually seen a work of art in person—knowing how to “be” an artist, 
let alone how to make a living as one, is a daunting enigma. As a college student, then, discovering 
artists like LeWitt, Weiner, Michael Asher, Adrian Piper, Hamish Fulton, and Laurie Anderson is a 
revelation because they demonstrate ways of being an artist other than making paintings or the 
sculptures that go in front of buildings—which you could never get your head around practically, 
could never visualize yourself doing, and were never really interested in doing in the first place, but 
that was the job description as it presented itself in Columbus, Ohio, and it sure beat farming and 
factory work. Discovering Anderson’s Big Science LP was what changed everything: art for $7.99! 
And not only that, the whole record sounded as if it had been conceived, written, and produced in 
one well-equipped studio apartment. That idea—of how and where and at what expense art could be 
produced—was just as meaningful as the record itself. Then, as now, choosing six or seven exact 
words to be painted on the wall, or going for a walk, or playing the violin in public while standing 
on a block of ice until it melts, sounded like admirable occupations, lovely trades. Why not 
celebrate that about them in addition to their critical and conceptual accomplishments? In fact, why 
not celebrate that tradesman’s genius as a critical accomplishment in itself? 

David Hammons, Phat Free, 1995–99, still from a color video, 5 minutes 2 seconds.

Because doing so would mean confronting art’s final taboo, class, a subject that no one, regardless 
of background, wants to unpack, least of all artists, who never dare broach the subject out of fear 
that exposing the one mortal truth about their work—how much money they make from it—would 
annul whatever else they like to think their work is about. Likewise, art historians, curators, and 
critics—who as a group seem invested in protecting art from the corruption of finance—are 
reluctant to discuss the possibility that the modern progenitors of the kind of contemplative, 
nonproductive view of art that they prefer (Charles Baudelaire, Gertrude Stein, Marcel Duchamp, 
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Walter Benjamin) were able to behave accordingly in part because their industrious families had 
already amassed enough capital to guarantee their unencumbered ruminations. And so, unable to 
imagine an alternative, we tacitly acknowledge the vitality of money in public on the condition that 
it remain suppressed, like blood in the veins, constantly circulating but to be hinted at only upon the 
death of an ancestor or the occasional blush. 

Like the struggle between entrenched power and grassroots change that epitomizes this year’s 
presidential campaign, the violent emergence and stealth occlusion of class in art was nascent in 
1968. The various revolutions of that fateful year institutionalized a kind of critical contempt for 
any artist openly seeking to earn a living from his or her work. In the reification of that politic, 
many artists who, for economic reasons, work on a small scale, use consumable materials, attempt 
alternative distribution strategies, or move to marginal locales have fallen prey to an insidious strain 
of art criticism that can see their production only in negative terms, that is, as a critique of the 
mainstream commodity makers and of money in general—the pursuit of it, and the capitulations to 
both consumption and spectacle that invariably follow. From this point of view, all portable, 
ephemeral, or otherwise modest artworks, by the likes of Rashawn Griffin and Mitzi Pederson or 
Trisha Donnelly and Tino Sehgal, are to be understood solely in relation to the big commodity 
makers and only as a reaction against them, as de rigueur dematerialization. Of the original 
generation of critical revolutionaries, only Lucy Lippard has recanted (and thirty years ago, at that), 
writing, “Some of the blame for this situation must fall on those who, like myself, had exaggerated 
illusions about the ability of a ‘dematerialization of the art object’ to subvert the commodity status 
and political uses to which successful American art has been subjected since the late 1950s. It has 
become obvious over the last few years that temporary, cheap, invisible or reproducible art has 
made little difference in the way art and artists are economically and ideologically exploited and 
that it can hardly be distinguished in that sense from Cor-Ten steel sculptures and twenty-foot 
canvases.” 

Many critical artists (myself included) would agree. They understand that they could never exist 
outside or above the market but that their only viable option is to try to shape the kind of market 
they want to inhabit. Weiner, for one, has never critiqued the market by refusing to make 
commodities, as the lenders’ names on his current retrospective’s wall labels make abundantly clear. 
Rather, he has critiqued the market by making commodities in forms that it did not yet know how to 
evaluate. That we now do know the value—both financial and intellectual—of Weiner’s work is a 
testament to how much his participation in the market transformed the range of what it was willing 
to take seriously. Consequently, I understand artists’ motives as being quite different from those 
usually imputed to them, and although I do not speak for everyone, I am confident I represent a 
large demographic when I say that two of the most specious motives ever attributed to artists are the 
critiques of authorship and of the artwork as a salable commodity. Interesting concepts, certainly, 
useful for papering over a lot of otherwise callow and mendacious art, but debilitating to any citizen 
of a liberal, capitalist democracy in which name recognition is essential to the reception and 
purchase of an artist’s work, whatever form it might take. Unfortunately, from 1968 until your 
reading of this sentence it has been very, very hard to change the subject from an irrelevant class 
struggle that condemns artists to a state of purity or poverty or both to an appreciation of agile, 
realist, freelance artists plying their trade in an information economy. 

Twenty-five years ago this winter, David Hammons appeared on Cooper Square in New York with 
some snowballs for sale. However well made they were, selling snowballs was not then, nor is it 
now, a lucrative enterprise. Nonetheless, Hammons has done just fine managing that and other 
sundry skills, the most profitable of which may be his ability to capture the attention of gadabout 
curators through the refined art of ignoring them (another lovely trade). As competitive as he is 
economical, Hammons refuses to commit to any endeavor unless he believes he can be the best at it, 
and his genius, like that of Weiner and Agnes Martin, lies in his ability to invent desire for skills no 
one else thought worthwhile to perform—for example, kicking the bucket. Hammons’s 1995–99 
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video Phat Free—a pun on both black culture’s love of largeness and white culture’s obsession with 
losing weight—is a protracted meditation on the fact that no matter what you choose to do in life, 
you are in some way killing yourself, so you might as well be good at it, enjoy it, and not give a 
damn what anyone else thinks. The video begins with a dark screen and the audio plays alone. 
When an image finally does appear, about halfway through the five-minute loop, what sounded like 
a clothes dryer tumbling a crescent wrench turns out to be Hammons kicking a bucket down the 
street. It’s interesting. The sound of the metal bucket coming into contact with the uneven sidewalk 
is joyfully calamitous, and Hammons is quite adept at keeping the eccentrically shaped vessel on a 
fairly straight course. That passersby pay him no mind is only a testament to his skill. After crossing 
the street and heading back in the other direction, the camera zooms in, and Hammons ups the ante. 
Having allowed the bucket to loll to a dead stop, he places his foot on the rim, presses down firmly, 
and then flips the vessel into the air, where it turns over once before landing in his outstretched 
hand, like a top hat of Fred Astaire’s. Then the screen goes black, the audio comes back to the fore, 
and Hammons kicks the bucket all over again. 

Jérôme Bel, Pichet Klunchun and Myself, 2005. Performance view, Dance Theater Workshop, 
New York. Photo: Julieta Cervantes.

I like thinking that Hammons stumbled on his bucket-kicking skill while on the way to doing 
something else—making art by more usual methods, perhaps—since smart people allow themselves 
to be inspired by those in-between moments when they are not making art at all. In such a state of 
mind, the avoidance of convention and the necessity of living can become a kind of rock and a hard 
place, a pressure point capable of squeezing out some pretty inventive work. 

This past February, the Sadler’s Wells Theatre in London revived nearly all of Jérôme Bel’s dances, 
including Pichet Klunchun and Myself (2005), an arch and entertaining parable in which the two 
choreographers act out an inquisitive kind of cultural anthropology. It is a trademark of Bel’s 
thinking that a given thing—a pop song, the stage, an “exotic” person—can be taken so literally as 
to be crushed under the weight of its own familiarity, and Bel makes as many diamonds as he does 
bits of gravel with his exhilarating, pressure-packed approach. There is much about Pichet  
Klunchun and Myself that will raise eyebrows—the entire scenario, in fact. The choreography starts 
with the stage empty except for two ordinary metal chairs facing each other, placed about fifteen 
feet apart. Klunchun, from Thailand, is in the left chair. His hair is close-cropped; he is barefoot, 
and dressed in lean, lightweight clothes. His only props are two clear plastic bottles of water with 
the labels removed. Bel, from France, is in the right chair. He is scruffy and unkempt, dressed in 
shoes engineered well beyond any use he will have for them and baggy pants with many pockets of 
the same ilk. His props are a white MacBook Pro and a power strip with the cables streaming 
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offstage. East meets West? Bel’s character goes first and proceeds to ask Klunchun’s character a 
few perfunctory, INS-type questions, before delving into the exactitude of classical Thai dance. 

As the performance progresses, many grand assumptions are framed but left unstated—for example, 
that monarchy breeds virtuosity and that democracy breeds amateurism. At one point, after 
Klunchun has demonstrated a fraction of what appears to be the infinite symbolic subtlety of Thai 
movement (Klunchun is absolutely mesmerizing, even in demonstration), he asks Bel to show off 
some of his own choreography. Bel proceeds to stand, walk to the rear of the stage, and gape about 
for several minutes in silence, as if waiting for a bus. Stunned, Klunchun asks why anyone would 
pay to see such a thing. Bel shrugs. After making passing reference to The Society of the Spectacle 
and the panoply of available entertainment he would like to avoid, Bel avers (and here I am 
paraphrasing) that “in the West, it is the job of a contemporary artist to represent their lived reality 
as accurately as possible. And since reality is something to which we have no direct access but in 
fact, at every moment, are living, then spending money to see one of my productions is an 
investment in the future, in the continual substantiation of the unknown.” Soon after, in response to 
Klunchun’s wish for another example, Bel dies a slow, collapsing, very unswanlike death while lip-
synching Roberta Flack’s “Killing Me Softly.” It brings down the house. 

Bel is not shy about the market he inhabits, nor is he ashamed that he has to inhabit one at all, 
whether it comprises the French government, commissioning agencies, paying customers, or some 
Venn diagram of all three. Instead, he seems content (well, as content as a French poststructuralist 
choreographer can be) that there are two or three hundred people on a given night who want to be 
part of his demographic. And if someone looking for Showgirls or even Paul Taylor wanders in off 
the street and accidentally surrenders £12, then so be it. Maybe they’ll realize they got their 
money’s worth anyway and will want to join Bel’s circle, too. At that moment, Bel’s infuriating and 
cathartic responses to any artist’s two most basic questions—“What do I want to do?” and “Where 
will my money come from?”—bloom into a homeopathic approach to market behavior that anyone 
could aspire to. 

Joe Scanlan is a New York–based artist and an associate professor at Yale University. 
NOTES 

1. Moira Roth, “An Interview with Robert Smithson (1973),” in Robert Smithson, exh. cat. (Los 
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Socialism and Democracy (New York: Harper Brothers, 1942), 81–86. 

3. Schumpeter, 83. 

4. See “Part III: The Country Town,” in Veblen’s Absentee Ownership: Business Enterprise in  
Recent Times: The Case of America, first published in 1923. Reprinted in What Veblen Taught:  
Selections from the Writings of Thorstein Veblen (New York: The Viking Press, 1936), 394–422. In 
this modest book, Veblen focuses on the peculiar exceptions to typically capitalist market 
competition that exist in the isolated conditions of a country town, the most prevalent being that 
monopolistic practices are tolerated by all members of the community because each of them 
provides a good or service that no one else does. Lack of competition causes prices to be higher, but 
it also forces a broader range of essential products to be made available. For example, if the town is 
not large enough to support two bakers, then an aspiring businessperson might decide to open a 
yoga studio instead. 

5. Lucy Lippard, “The Structures, the Structures and the Wall Drawings, the Structures and the Wall 
Drawings and the Books,” in Sol LeWitt, exh. cat. (New York: Museum of Modern Art, 1978), 27.
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Joshua Simon

Neo-

Materialism,

Part One: The

Commodity and

the Exhibition

It is perfectly understandable that the

dandy, the man who is never ill at ease,

would be the ideal of a society that had

begun to experience a bad conscience with

respect to objects. What compelled the

noblest names of England, and the regent

himself, to hang on every word that fell

from Beau BrummellÕs lips was the fact that

he presented himself as the master of

science that they could not do without. To

men who had lost their self-possession, the

dandy, who makes of elegance and the

superfluous his raison dÕ�tre, teaches the

possibility of a new relation to things,

which goes beyond both the enjoyment of

their use-value and the accumulation of

their exchange value. He is the redeemer of

things, the one who wipes out, with his

elegance, their original sin: the commodity.

Ð Giorgio Agamben

1

Ê

ÊÊÊÊÊÊÊÊÊÊIn recent years, in addition to critiques of

the market and of the cycles of exploitation

enacted by commodity exchange, a new set of

sensibilities has been introduced in critical

contemporary art, dealing with the ways in which

the commodity and its surrounding economy

activate us. One can say that the commodity is

only really true to itself as art, and thus the

exhibition becomes a format that enables us to

see the commodity as it is. In order to

understand objects, we must first acknowledge

that every artwork is first and foremost a

commodity.

ÊÊÊÊÊÊÊÊÊÊIn his three-part essay ÒArt and Thingness,Ó

Sven L�tticken examines the art object as a

transient object subjected to commodification

through a series of processes.

2

 Among the many

virtues of the text is how L�tticken points out a

shift in the object right from the start: ÒÔThingsÕ

are no longer passively waiting for a concept,

theory, or sovereign subject to arrange them in

ordered ranks of objecthood.Ó

3

 To my mind,

however, this impressive survey neglects to

examine the commodity as an entity prior to the

art object, as the thing that precedes any object,

including art objects. 

ÊÊÊÊÊÊÊÊÊÊFollowing the Marxian analysis of the

commodity, my essay will focus on contemporary

art objects within the framework of the

exhibition Ð a form of seeing that allows an

encounter with the art object as commodity.

Even when artists, curators, critics, and

spectators opt for an intimate, narrative,

symbolic, critical, or any other understanding of

objects, in an exhibition objects nevertheless

converse in the language of commodities. While

formalistic analysis reveals that this non-literal
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language involves materials, colors, shapes,

scale, and composition, what is it exactly that

the objects say?

ÊÊÊÊÊÊÊÊÊÊIn the section of Capital titled ÒThe

Fetishism of Commodities and the Secret

Thereof,Ó Marx demonstrates that the commodity

is a materialization of our social relations:

A commodity appears, at first sight, a very

trivial thing, and easily understood. Its

analysis shows that it is, in reality, a very

queer thing, abounding in metaphysical

subtleties and theological niceties. So far

as it is a value in use, there is nothing

mysterious about it, whether we consider it

from the point of view that by its properties

it is capable of satisfying human wants, or

from the point that those properties are the

product of human labor. It is as clear as

noon-day that man, by his industry,

changes the forms of the materials

furnished by Nature, in such a way as to

make them useful to him. The form of wood,

for instance, is altered, by making a table

out of it. Yet, for all that, the table

continues to be that common, every-day

thing, wood. But, so soon as it steps forth

as a commodity, it is changed into

something transcendent. It not only stands

with its feet on the ground, but, in relation

to all other commodities, it stands on its

head, and evolves out of its wooden brain

grotesque ideas, far more wonderful than

Òtable-turningÓ ever was.

4

According to Marx, the commodity is comprised

of two values: use value and exchange value. But

there is a third, intrinsic value that stems from

exchange value, and it is here that the total and

unconditional interdependency between

commodities is found. The commodity is the

thing that always feels at home. Whereas man

suffers from a folkloristic and identity-

dependent conception of foreignness,

acquaintance, history, tradition, and alienation,

and plants and animals have difficulty

acclimatizing, the commodity is a mode of being

that is free of all these. It is first and foremost a

presence.Ê

Their World, Not Ours

Maybe the time when we will be able to discuss

this civilization of private property in the past

tense is just around the corner, but for now it is

still present in all its extremes. Private property

remains the cornerstone of an all-encompassing

liberal concept of our civilization, and it is the

key to understanding our relations with each

other and with objects, as well as between

objects. It is a conceptual framework based on

negation, on exclusion Ð something can be mine

only if it excludes others who might otherwise

own it. Yet the logic of ownership that has guided

our understanding of the world of things no

longer answers to the challenge. Most

commodities live longer than their creators and

consumers alike Ð for even a simple plastic bag

will outlive us all many, many times over. As

commodities ourselves, even our bodily organs

can outlive us. Therefore, as all objects that

enter into this world are commodities, we must

realize that this is not our world, but rather

theirs. We dwell in the world of commodities. 

ÊÊÊÊÊÊÊÊÊÊIn Michael BayÕs blockbuster film

Transformers (2007), beings from another planet

fight for control of Earth. As the mythology in the

film has it, these beings arrived on Earth in

search of a new planet to settle; upon arrival,

considering how to properly disguise themselves,

the aliens concluded that cars and weapons

comprised the main forms of existence on the

planet, and they proceeded to assume those

forms. While on one level this can be taken as a

mere fiction, the number of cars in the world now

approaches two billion, and countries such as

Germany produce more cars in a year than

newborn babies. Can anyone blame the

Transformers for seeing Earth as a planet of cars,

and not of humans?

ÊÊÊÊÊÊÊÊÊÊGuy Ben-NerÕs video Stealing Beauty (2008),

shot without permission in IKEA stores across

the world, focuses on private propertyÕs relation

to the family. In the video, Ben-Ner, his wife, and

his two children inhabit IKEAÕs various domestic

settings as if they were in their own home. While

shoppers pass through the frame, a series of

domestic scenarios play out. The son is caught

stealing in school and the father (who

masturbates compulsively) offers the son a

lesson in moral conduct by explaining the

concepts of private property, family, and value.

While Ben-NerÕs son washes dishes in a display

sink with invisible (but audible) water, his

daughter reads from Friedrich EngelsÕ The Origin

of the Family, Private Property, and the State:

So, the original meaning of the word family,

first coined in Ancient Rome, did not have

the sentimental and domestic meaning we

attach to it today. For the Romans the word

ÒfamilyÓ did not even refer to the married

pair and their children, but to the slaves.

ÒFamulusÓ means a domestic slave.

ÒFamiliaÓ means the total number of slaves

belonging to one man. This was the new

Roman social organism whose head, the

father, ruled over wife, kids, and slaves.

And thus, transition into full private

property was accomplished parallel with

transition to monogamy. The single family
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Guy Ben-Ner, Stealing Beauty, 2007. Screen capture single channel video, color with sound, dvd 17' 40'', courtesy of

Postmasters gallery, New York.

became the economic unit of society.

Sentimentality and love came only later, to

seal the deal.

The liberal view of the tension between

commodification and family is not the point, of

course. Following Marx and Engels, Ben-Ner

sees private property as the very basis of the

family. For him, the family feels no aversion to

living in an IKEA store; rather, it is already there.

Standardized consumption outlets such as IKEA

answer to the same ancient logic from which the

family originates. Richard HamiltonÕs sarcastic

question, ÒJust what is it that makes todayÕs

homes so different, so appealing?Ó is answered

by Ben-Ner, who states that our homes are not

ours to begin with Ð we inhabit the world of

another. IKEAÕs objects do not furnish our world,

we dwell in theirs. 

ÊÊÊÊÊÊÊÊÊÊGuy Ben-NerÕs interest in objects and their

function has appeared and reappeared

throughout his work. Video works such as

BerkeleyÕs IslandÊ(1999), Moby Dick (2000),

HouseholdÊ(2001), Elia (2003), Treehouse Kit

(2005), IÕd Give It To You But I Borrowed It (2007)

include, among other things, a kitchen that

becomes the deck of a ship and a desert island, a

fridge that becomes a book, a crib that

transforms into a prison, a table that changes

into a chair, a man that becomes an ostrich,

objects that become a bicycle, IKEA furniture

that turns into a tree. These are turns from the

linguistic to the economic that require a change

in the position of the subject: it is no longer

humans that conduct things; rather, humans are

conducted within them. Stealing Beauty ends

with the two children addressing the camera

directly with the following speech:

Children of the world, unite. Release the

future from the shackles of the past. My

peers, it is our time to steal. Not in order to

gain property but in order to lose respect

for it. Property is like a ghost. You cannot

possess it without being possessed by it.

Steal and let others steal. Let property

move freely from place to place so it will

not haunt your home. Steal from the local

supermarket. Steal from the city! Steal

from the state! Steal from your parents!

And above all, donÕt accept inheritance Ð

steal it. Rob your parents and rid yourself of

promises you will have to keep. Children of

the world, unite. Release the future from

the shackles of the past.
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Private property is the basic category of

civilization, and it is through inheritance that

private property is passed on, thus creating its

own history of civilization. Freedom from

property and inheritance can free us from this

history and present the prospect of a new

civilization, with the relation to, and between,

objects remaining a primary anchor. For the

purposes of tracing our understanding of objects

today, however, it is important to understand the

category of private property to be an insufficient

one.

 Patek Philippe ad.

ÊÊÊÊÊÊÊÊÊÊA well-known advertisement by luxury

wristwatchÐmaker Patek Philippe seems to

suggest a way into the paradox of ownership and

inheritance by identifying the explicit tension

between the existence of the object and the

ownership of it: 

You never actually own a Patek Philippe. 

You merely look after it for the next

generation.

5

By consecrating inheritance, the advertisement

asserts that nothing can be owned Ð only looked

after. Not only can we no longer believe in the

myth of ownership, but we also require a new

ethics for using objects Ð for taking care, looking

after, and watching over them.

ÊÊÊÊÊÊÊÊÊÊIf we examine historical events in relation to

the commodity, they can reveal an alternate

history. For example, we find that the French

Revolution, as a revolutionary demand for private

property to answer the bourgeois call Laissez

passer! Laissez faire!, was also a demand for the

free passage of commodities through trade. In

the spirit of the Declaration of the Rights of Man

and of the Citizen (1789), in which private

property is a sanctified right (according to article

XVII in the declaration), commodities blow with

the wind, and every place is their home.

6

 And

unlike people, commodities such as cars, trains,

and airplanes are allowed smoother, and quicker,

passage. 

ÊÊÊÊÊÊÊÊÊÊAnother example can be found in the

European Union, which we usually regard as

dating back to the European Economic

Community. But if we look again at the events

during and following World War II, we find that,

contrary to the common belief that the

unification of Europe started with the Treaties of

Rome in 1957 Ð signed by the leaders of France,

West Germany, Italy, Belgium, The Netherlands,

and Luxembourg as a result of the scars of World

War II Ð the union was born, from the perspective

of the commodity, in the Vichy governmentÕs

collaboration with the Nazis in June 1940, when

France and Germany worked together for the

first time after generations of hostility. Customs

regulations were softened, since part of France

was occupied by the Nazis and another part was

collaborating with them. With the termination of

World War II, the relationship simply continued.

Thus the commodity teaches us history Ð the

provocative truth it tells us is that the European

Union is also a continuation of the collaboration

between the Nazis and the Fascists. And insofar

as people now have free passage, they are

sentenced to be led only as commodities: right of

passage is given to them either as members of a

workforce or as tourists. The familiar question

Òbusiness or pleasure?Ó comes to stand for the

limited categories through which movement in

the world is allowed.

ÊÊÊÊÊÊÊÊÊÊEverything that comes into this world does

so as a commodity. The world belongs to the

commodity, not to us. And today it would be hard

to deny that we have more intimate relations

with commodities than we do with each other. On

a social level, the commodity can be considered

part of a networked economy of exploitation:

from design and creation, through marketing and

distribution, to consumption and waste.

According to Marxian tradition, the fetishism of

commodities empties them of meaning, hiding

the real social relations invested in them through

human labor. This allows the imaginary,

ideological, and symbolic social relations to be,
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in Sut JhallyÕs terms, Òinjected into the

construction of meaning.Ó

7

 Jhally maps the new

meanings advertising produces through

commodity fetishism in four successive religious

stages: 1) utility/idolatry, in which commodities

are freed from being merely utilitarianÊthings; 2)

symbolization/iconology, in which commodities

serve as abstract representations of social

values; 3) personification/narcissism, in which

they are intimately connected with the world of

interpersonal relations; and 4)

lifestyle/totemism, in which the first three

stages merge to define the group under a

singular lifestyle.

8

ÊÊÊÊÊÊÊÊÊÊMoney is the ultimate representational

system of value in this civilization. Marx has

demonstrated that it is through the objective

symbol of money value that commodity fetishism

conceals labor, and thus social relations. In spite

of the fact that the producerÕs labor is the source

of the commoditiesÕ value, within the context of

the market the producer thinks of the fruit of his

or her own labor as a consumer would Ð as

objects to be bought and sold. In this way, the

commodity echoes the workersÕ silence. As David

Harvey puts it, Òcapital is not a thing, but rather a

process in which money is perpetually sent in

search of more money.Ó

9

 As an object, then, the

commodity materializes labor as capital Ð

operating as both thing and process. The

universality of money becomes easily exchanged

for the particularity of the commodity. But when

the commodityÕs particularity must be converted

into the universality of money, things become

much more problematic.

10

 Interestingly enough,

the commodity actually loses its money value at

the moment of payment Ð as soon as the

commodity is purchased, it is on its way to

becoming waste.

ÊÊÊÊÊÊÊÊÊÊAccording to Marx, the commodity must

have human labor invested in it. But although it

is the result Ð and the reflection Ð of social

relations, the commodity, be it goods or services,

fetishizes itself through the equivalence of

money value, presenting itself as a relation

between objects Ð kicking men out of the

equation, so to speak. But in a consumer

economy in which cause and effect can no longer

be traced Ð for example, when there are more

commodities than human beings Ð we can no

longer believe that commodities are mere

materializationsÊof our social relations. While

they may still be this, they also have a social life

of their own that has included us in it.

11

 MarxÕs

quote above seems to suggest that we are

actually a materialization of their relations.

Consider our bodies Ð blood sugar levels, kidney

stones, cholesterol levels, or cancerous

pollution. In our relations with commodities, we

no longer have the ability to decide between

production or consumption, improvisation or

function, profit or loss. It is in this way that, as

part of the social relations that materialize

within it, the commodity gains a life of its own Ð

beyond even the means of its invention: design,

manufacturing, production, marketing,

shipment, disposal, and evacuation. 

The Exhibition

In his seminal 1967 essay ÒArt and Objecthood,Ó

Michael Fried recognized the Minimalist

(Òliteralist,Ó according to Fried) objectÕs tendency

towards anthropomorphism. It is an art object

that aspires to be a subject associated with the

viewerÕs space, that has a presence equal to that

of man in the space:

literalist art stakes everything on shape as

a given property of objects, if not indeed as

a kind of object in its own right. It aspires

not to defeat or suspend its own

objecthood, but on the contrary to discover

and project objecthood as such.

12

Paradoxically, it is the critical tools used by

formalists (and those leaning towards mysticism

in all things) that allow for an entry point into the

language of things. It is taken for granted that art

objects speak Ð with us and amongst

themselves. Neo-materialist formal languages

center on questions of material, shape, volume,

scale, composition, and authorship only through

the commodity character of objects. But at the

end of the day, literalist/minimalist attempts

maintain the logic of cause and effect, the

duality of object and subject. They tell us that

the artist created an object aspiring to a

presence equal to that of the viewer. Whereas

Minimalism is anthropocentric, commodities

exist prior to the viewer and to the artist. 

ÊÊÊÊÊÊÊÊÊÊBeyond being a narrative and an event, the

exhibition is a form of exiting. As soon as you

enter an exhibition, you walk through it as if you

were on your way out. In this sense, the

exhibition and the commodity share an

allegorical relation. When we wish to describe

what is being exhibited, we usually use the words

Òobject,Ó Òpiece,Ó Òartifact,Ó Òthing,Ó Òproduct,Ó

and even Òcommodity.Ó OneÕs preference depends

on the discourse to which the description

belongs. ÒObjectÓ is used commonly in

contemporary art, as it is regarded as

intrinsically constitutive of subjects. ÒObjectÓ is

an interesting word, for in Hebrew it means ÒwillÓ

(chefetz Ð similar to Òhaving an objectiveÓ in

English). ÒPieceÓ is also common in this context,

as it introduces a maker, a master of that piece,

suggesting the thing to be passive and

transparent, a mere projection of its makerÕs

intention. ÒThingÓ is used mainly in relation to a
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mute presence that calls for contextualization.

ÒProductÓ refers to a process of creation,

bringing with it an impression of finality, a fait

accompli. And ÒartifactÓ relates to an outcome or

a residue. ÒCommodityÓ is used primarily in the

context of a critique of the market, but I believe

that this term should include all of the terms

mentioned above.

13

 In a world where everything

is already a commodity, ÒobjectÓ and ÒthingÓ are

in this respect terms that attempt to cleanse the

commodity of the chains of its birth, thus hiding

its history and the means by which it appears in

the world. 

ÊÊÊÊÊÊÊÊÊÊIn this prefabricated world, one can claim

that all things are commodities: objects, land,

air, garbage, debt, action, and so forth. AndÊthe

double-sided nature of the exhibition can also be

understood in terms of the commodity Ð like the

commodity, the exhibition is dependent yet

independent, it is social and yet it is indifferent,

it is inside us yet it is not of us.

14

 Objects in an

exhibition are characterizedÊby a suspended

duration of being, allowing them an existence

beyond use and exchange value. As both a retinal

and non-retinal viewing mechanism, the

exhibition embodies a much wider aesthetic

experience that allows us to view commodities

as they are. More than in any other context,

commodities are most true to themselves as art. 

ÊÊÊÊÊÊÊÊÊÊ×

ÊÊÊÊÊÊÊÊÊÊTo be continued in ÒNeo-Materialism, Part

Two: The Unreadymade.Ó

Joshua SimonÊis a curator and writer based in Tel Aviv-

Jaffa. The three-part essay published on e-flux journal

is a section from his upcoming book on Neo-

Materialism. Simon isÊco-founding editor ofÊMaayan

MagazineÊandÊThe New&Bad Art MagazineÊand he is

the editor ofÊMaarvon (Western) Ð New Film

MagazineÊall based in Tel Aviv-Jaffa. Currently, he is a

PhD candidate at the Curatorial/Knowledge program

at the Visual Cultures department, Goldsmiths

college, University of London.ÊHe is the editor ofÊUnited

States of Israel-PalestineÊforthcoming in

theÊSolutionÊseries by Sternberg Press.ÊAmong his

poetry projects areÊRed: Anthology of Hebrew and

Arabic Class PoetryÊ(May Day 2007), andÊOut! Against

the Attack on GazaÊ(Tel Aviv-Jaffa, BeirutÊand

Cairo,Ê2008-2009).ÊHe is the co-editor of the book of

censored exhibitionÊThe Aesthetics of TerrorÊ(Charta

Art Books, 2009). Select curatorial projects

include:ÊSharonÊ(Tel Aviv 2004),ÊBlanksÊ(CCA, Tel Aviv

2005),ÊThe RearÊ- the first Herzliya Biennial of

Contemporary ArtÊ(2007),ÊCome to Israel, ItÕs Hot and

Wet and We Have The Humus!Ê(Storefront for Art and

Architecture, NYC 2008),ÊInternazionale!Ê(The Left Bank

- Israeli Communist Party Culture Club, 2008)ÊThe

Invisible HandÊ(Sommer Contemporary Art, 2009).ÊHis

latest curatorial projectÊThe UnreadymadeÊopens at

FormContent, London UK onÊDecember 3rd Ê2010.
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ÊÊÊÊÊÊ1

Giorgio Agamben,ÊStanzas: Word

and Phantasm in Western

Culture, trans. Ronald L.

Martinez (Minneapolis:

University of Minnesota Press,

1993), 48.

ÊÊÊÊÊÊ2

See Sven L�tticken, ÒArt and

Thingness, Part One: BretonÕs

Ball and DuchampÕs Carrot,Ó e-

flux journal, no. 13 (February

2010); ÒArt and Thingness, Part

Two: Thingification,Ó e-flux

journal, no. 15 (April 2010); and

ÒArt and Thingness, Part Three:

The Heart of the Thing is the

Thing We DonÕt Know,Ó e-flux

journal, no. 16 (May 2010).

ÊÊÊÊÊÊ3

L�tticken, ÒArt and Thingness,

Part OneÓ and W. J. T. Mitchell

What Do Pictures Want? The

Lives and Loves of Images

(Chicago: Chicago University

Press, 2005), 112.

ÊÊÊÊÊÊ4

Karl Marx, ÒThe Fetishism of

Commodities and the Secret

Thereof,Ó in Capital (1867),

available at

http://www.marxists.org/arch

ive/marx/works/1867-c1/ch01.

htm%23S4 (accessed June 29,

2010).

ÊÊÊÊÊÊ5

I thank Noam Yuran for drawing

my attention to this ad.

ÊÊÊÊÊÊ6

See Georges Lefebvre, ÒThe

Bourgeois Revolution,Ó in The

French Revolution, vol 1, trans.

Elizabeth Moss Evanson (New

York: Columbia University Press,

1962), 102Ð116.

ÊÊÊÊÊÊ7

Sut Jhally, The Codes of

Advertising: Fetishism and the

Political Economy of Meaning in

the Consumer Society (New York:

Psychology Press, 1990), 51.

ÊÊÊÊÊÊ8

Ibid., 201Ð202.

ÊÊÊÊÊÊ9

David Harvey, The Enigma of

Capital: And the Crises of

Capitalism (New York: Oxford

University Press, 2010), 40.

ÊÊÊÊÊÊ10

Harvey, The Enigma of Capital,

106.

ÊÊÊÊÊÊ11

See for example Arjun

AppaduraiÕs notion of the

anthropology of things in

ÒCommodities and the Politics of

Value,Ó in The Social Life of

Things:ÊCommodities in Cultural

Perspective, ed. Arjun Appadurai

(Cambridge: Cambridge

University Press, 1986), 3Ð64

ÊÊÊÊÊÊ12

Michael Fried, ÒArt and

Objecthood,Ó in Art and

Objecthood: Essays and Reviews

(Chicago: University of Chicago

Press, 1996), 151.

ÊÊÊÊÊÊ13

My aim here is to preserve the

Marxian notion that to some

extent, the commodity has a

mind of its own, and that this

ÒmindÓ is actually what we see

in the exhibition. For a critical

analysis of use value and

exchange value, and fetishism in

relation to labor, see the chapter

ÒFetishism and IdeologyÓ in Jean

Baudrillard, For a Critique of the

Political Economy of the Sign,

trans. Charles Levin (New York:

Telos, 1981), 88Ð101. For a

discussion of various ÒpureÓ and

ÒlooseÓ definitions of the

commodity between exchange

and value, see Arjun Appadurai,

ÒCommodities and the Politics of

Value.Ó

ÊÊÊÊÊÊ14

Jean Baudrillard describes

commodities as seductive yet

lacking desire. See Baudrillard,

Fatal Strategies, trans. Philippe

Beitchman and W. G. J.

Niesluchowski (Los Angeles:

Semiotext(e), 2008).
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Paul O’Neill & Mick Wilson 12  Introduction 13 

Contemporary curating is marked by a turn to education. Educational 
formats, methods, programmes, models, terms, processes and pro- 
cedures have become pervasive in the praxes of both curating and  
the production of contemporary art and in their attendant critical 
frameworks. This is not simply to propose that curatorial projects have 
increasingly adopted education as a theme ; it is, rather, to assert that 
curating increasingly operates as an expanded educational praxis. It is 
this proposition — that curating, and art production more broadly, have 
produced, undergone or otherwise manifested an educational turn — to 
which the authors gathered in this volume have been invited to respond. 

As will become clear, this is a profoundly contested proposition ; 
the credibility, significance and critical currency of the proposed turn is 
disputed across the texts assembled here. Indicative of this contestation 
is Marion von Osten’s assertion that ‘we must be somewhat sceptical 
with regard to the ‘educational turn’ [ … ] in terms of [ … ] displacing the 
real questions of knowledge economies and cognitive capitalism’. ( 1 )  Our 
purpose in preparing this volume has been to critically describe, locate, 
reflect upon, think through and, ultimately, to trouble this mooted turn 
to educational models and practices in recent curatorial and artistic 
practice.

Initial talk of an educational turn was prompted by the widespread 
adoption of pedagogical models, as problematised through various cura-
torial strategies and critical art projects. Discussions, talks, symposia, 
education programmes, debates and discursive practices have long 
played a supporting role to the exhibition of contemporary art, espe-
cially in the context of museums, biennials and, more recently, art fairs. 
Historically, these discussions have been peripheral to the exhibition, 
operating in a secondary role in relation to the display of art for public 
consumption. More recently, these discursive interventions and relays 
have become central to contemporary practice ; they have now become 
the main event. However, these discursive productions are not only 
pervasive ; increasingly, they are framed in terms of education, research, 
knowledge production and learning. Furthermore, in many instances, 
there is a pronounced impulse to distance these platforms from the 
established formats of museum education and related official cultural 
pedagogies. This is not simply a reinstatement of the curator as an expert 
charged with educating a public about the content of a given collection, 

1.	 See ‘Twist and Shout: On Free Universities, Educational Reforms and Twists 
and Turns Inside and Outside the Art World ’ in this volume. [pp. 271–284].

but rather a kind of ‘curatorialisation’ of education whereby the educative 
process often becomes the object of curatorial production.

Projects which manifest this engagement with educational and 
pedagogical formats and motifs have been divergent in terms of scale, 
purpose, modus operandi, value, visibility, reputational status and degree 
of actualisation. They include Daniel Buren and Pontus Hultén’s Institut des 
Hautes Études en Arts Plastiques, 1996 ; the ‘Platforms’ of Documenta 
11 in 2002 ; the educational leitmotif of Documenta 12 in 2007 ; the unreal-
ised Manifesta 6 experimental art school as exhibitionand the associated 
volume, Notes for an Artschool ; the subsequent unitednationsplaza and 
Night School projects ; protoacademy; Cork Caucus ; Be( com )ing Dutch : 
Eindhoven Caucus ; Future Academy ; The Paraeducation Department ; 
‘Copenhagen Free University’ ; A.C.A.D.E.M.Y. ; Hidden Curriculum ; Tania 
Bruguera’s Arte de Conducta in Havana ; ArtSchool Palestine ; Brown 
Mountain College ; Manoa Free University; and School of Missing Studies, 
Belgrade. Given the volume of work available for discussion in terms of 
art as educational praxis, this is a very short list. However, it hopefully 
indicates the broad distribution of the work under consideration. ( 2 )  

The escalation in discursive events has also been at the centre of 
new and experimental, though often short-lived, institutional models. ( 3 )  
Adopting a counter-institutional ethos, these discursive productions often 
implement a durational dialogical process, along the informal lines of 

2.	 In identifying a broad list of examples, we are conscious of not beginning with 
a delimited category, such as that developed by Kristina Lee Podesva who proposed 
that ‘education as a form of art making constitutes a relatively new medium. It is 
distinct from projects that take education and its institution, the academy, as a 
subject or facilitator of production’. Drawing on research in the Copenhagen Free 
University and elsewhere, Podesva itemises ten characteristics and concerns 
across a spectrum of education-as-medium projects. These include : ‘A school 
structure that operates as a social medium’ ; ‘A tendency toward process ( versus 
object ) based production’ ; ‘An aleatory or open nature’ ; ‘A post-hierarchical learning 
environment where there are no teachers, just co-participants’ ; ‘A preference for 
exploratory, experimental, and multi-disciplinary approaches to knowledge 
production’ ; ‘An awareness of the instrumentalisation of the academy’. See Kristina 
Lee Podesva, ‘A Pedagogical Turn : Brief Notes on Education as Art’. Fillip. 6. 2007 
[ http ://fillip.ca / content / a-pedagogical-turn ]. It is also worth looking at Anton 
Vidokle’s ‘Incomplete Chronology of Experimental Art Schools’. Notes for an Art 
School. International Foundation Manifesta. 2006. p. 19.
3.	 Examples include programmes by Maria Lind at Kunsverein München ; 
Catherine David at Witte de With in Rotterdam ; Maria Hlavajova at BAK in Utrecht ; 
Nicolas Bourriaud and Jérôme Sans at Palais de Tokyo, Paris ; Vasif Kortun at 
Platform Garanti Contemporary Art in Istanbul ; and Charles Esche’s museum model 
at Rooseum in Malmö. Esche described his model operating as ‘part community 
centre, part laboratory and part academy’. See [ http ://www.republicart.net / disc / ins
titution / esche01_en.htm ]. Other ‘new institutional’ precedents from the 1990s 
include Künstlerhaus Stuttgart ( under Ute Meta Bauer, then Nicolaus Schafhausen ), 
Arteleku in San Sebastián ( Santi Eraso ), CAC in Vilnius ( Kestutis Kuizinas, along with 
Deimantas Narkevicius and Raimundas Malašauskas ) and Shedhalle in Zürich 
( Ursula Biemann ).
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Socratic elenchus rather than prescriptive ‘schooling’ or ‘explication’. In 
other words, they seem to seek not the masterful production of expertise 
and the authoritative pronouncement of truth but rather the coproduc-
tion of question, ambiguity and enquiry, often determined by the simple 
contingencies of where people happen to begin a conversation.

Many of these exemplary projects and tendencies are explored 
and discussed by the authors in this publication. For several of the 
authors gathered here, these primarily function as points of departure 
for performative or polemical texts which themselves refuse a masterful 
discourse of explication in an attempt to honour the ethos of counter-
institutional and counter-hegemonic practices of dissent and emergence. 
In a countervailing tendency, some authors have elected to focus on 
micro-practices, within formal education or within the development of 
institutional off-site projects, in which questions of site, public, commu-
nity and education converge. These texts often diverge not only in terms 
of genre, criticality and authorial voice but also in terms of the broader 
universe of discourse posited. This dispersion of positions has been 
retained, and we have not imposed a superstructure of sub-sections to 
domesticate the discordances. 

In developing this anthology, we conducted a series of seminars 
and public discussions in London, ( 4 )  Dublin ( 5 )  and Venice, ( 6 )  which readily 
identified several points of contention, notably the very impulse to name 
something as seemingly unitary and all-inclusive as an educational turn. 
Many of the contributors to this volume begin by problematising these 
very terms and, indeed, this is indicative of the urgency with which the 
question of non-instrumentalised, emancipatory and critical cultural 
practices are approached against a political background increasingly 
dominated by rhetorics of culture-as-service, knowledge production, the 
creative economy, immaterial labour and educational outcomes. This is 

4.	 ‘You talkin’ to me ? Why art is turning to education’ was a roundtable 
discussion that took place on 14 July 2008 at the ICA, London. The discussion was 
organised by Paul O’Neill and Mick Wilson and speakers included Dave Beech,  
Liam Gillick, Andrea Phillips, Sarah Pierce and Adrian Rifkin. An edited transcript  
of the discussion has been published in Mark Sladen et al. ( eds. ), Nought to Sixty. 
ICA. 2009.
5.	 ‘Ambivalent Ruins : Anniversaries in art education’ was a roundtable 
discussion that took place on 26 September 2008 at the Graduate School of Creative 
Arts and Media in Dublin. Speakers included Maeve Connolly, Andrea Phillips, 
Declan Long, Glenn Loughran and Martin McCabe. See [ http ://gradcam.
ie / speaking_matters / ambivalent_ruins.php ].
6.	 ‘Of publics, pedagogies and academies : a conversation in a garden’ was a 
roundtable discussion that took place on 5 June 2009 at the Irish Pavilion at the 
Venice Biennale. Speakers included Francis Halsall, Mick Wilson, Fiona Kearney and 
Declan Long. See [ http ://www.gradcam.ie / speaking_matters / pedagogy_venice.php ].

perhaps especially so given that such rhetorics go relatively un-interro-
gated within mainstream debate and policy discourses. 

Arguably, the ‘turn’ as a rhetorical device for positing a particular 
moment of re-alignment is hackneyed, somewhat superficial and all too 
easily commodified. ( 7 )  On the other hand, the term is useful for suggesting 
a logic of development that can be both autonomous and heteronomous ; 
it can name a process of change that can be intrinsic or extrinsic or both ; 
it can name an evolving process without inevitably constructing a radical 
or over-blown discontinuity ; and this verbal noun can usefully posit a 
processual dynamic rather than a fixed condition or stable state. With this 
rhetoric, there is also an invocation of flux and the shifting of territories, 
stabilities and normative positions. One contributor summarily captures 
the torsion of the term when he asserts :

The trope of ‘turn’ as in ‘educational turn’ could certainly 
garner the kind of academic attention that ‘takes account’, i.e. collects all the 
traces / evidences of the allegedly ‘educational’ without noticing what goes 
on beyond the chosen paradigm. The claims for ‘turns’ ( visual, pictorial, 
spatial ) clearly tend to be reductive and exclusive. However, one could 
consider them to be of heuristic value as well. Their mere existence and 
career as tropes generate moments and constellations that make apparent 
the need for a more differentiating and discerning perspective. ( 8 )  

In our original formulation of the brief for this volume, the term 
‘pedagogy’ was more prevalent than that of ‘education’ ; over time, 
however, this primacy was reversed. Unlike the term pedagogy — etymo-
logically, the art of teaching the child — education does not privilege the 

7.	 Rhetorically, the figure of the ‘turn’ may be connected with a range of 
imagery pertaining to the path, to conversion and to reversal. The philosophical 
currency of the term may be attributed to Kant’s description of his critical philosophy 
in terms of a ‘Copernican turn’. ( For an interesting discussion of the ‘turn’ metaphor 
see Kojin Karatani, Transcritique : On Kant and Marx. MIT Press. 2003. p. 23. )  
This has been greatly reinforced by Heidegger’s kehre and by discussions of the 
by-now-commonplace ( although variously construed ) linguistic turn. However, in  
a range of English expressions, such as ‘as it turned out’, ‘things took a turn’ and  

‘a turn up for the books’, there is general application of turning as an image of 
happenstance and contingency. Julia Kristeva’s playful etymology of ‘revolt’ 
suggests another dimension to the rhetoric of ‘turning’ as a matter of circular 
movement and by extension, temporal return, but also as a matter of ‘overturning’  
an established order. ( See Julia Kristeva. The Sense and Non-Sense of Revolt :  
The Powers and Limits of Psychoanalysis, Volume 1. Columbia University Press. 
2000. pp. 1– 3. )
8.	 See Tom Holert’s contribution to this volume, ‘Latent Essentialisms :  
An Email Exchange on Art, Research and Education’. [p. 320 – 328].
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or over-blown discontinuity ; and this verbal noun can usefully posit a 
processual dynamic rather than a fixed condition or stable state. With this 
rhetoric, there is also an invocation of flux and the shifting of territories, 
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theme of teaching over that of learning and, unlike pedagogy ( with its 
complementary construct, andragogy ), education is not etymologically 
posited upon the adult / child distinction. However, the contemporary 
semantic resonance of both these terms is rich and overlapping and, as 
such, both seem adequate to the purpose of initiating a broad critical 
exchange within which greater clarity can emerge as writers re-negotiate 
the terms of their invitation to contribute. It is a welcome feature of this 
book that many contributors provide a further consideration of these 
and related terminologies as they rehearse their perspective on these 
issues.

Any attempt to name a particular moment of cultural practice  
faces a number of risks and possible pitfalls. On the one hand, in mobi-
lising the heterogeneous list of curatorial projects cited above, and 
naming these as evidence of an educational turn ( and further identifying 
many of these as speculative, open and emancipatory instances of 
cultural pedagogy ), there is a risk of blunting critical analysis by too crude 
a generalisation. On the other hand, by isolating these developments 
from broader tendencies ( say, within mass media, formal education or 
broader cultural politics ), there is a risk of de-contextualising or reifying 
these practices.

It may be that, by aligning these practices and projects in terms 
of the educational or the pedagogical, we are failing to attend to another, 
and more primary, line of analysis, such as the discursive. Many of these 
practices are consistent with an appeal to discursive models within cura-
torial practice ( a development especially noticeable since the mid-1990s ) 
which might, perhaps, have been recommended as the better path of 
analysis and critical reflection. Mindful of these risks, however, we have 
sought not only to combine a variety of critical positions ( some polem-
ical ; some reflective ), but also to bring together a number of different 
genres ( the academic essay, the performative and / or poetic statement 
of position and the dialogical exchange ). In doing so, we have tried not 
to ‘place under erasure’ ( to use a familiar critical idiom ) the pronounced 
resistance to critical ( and institutional ) recuperation voiced by several 
contributors.

Education has historically been an intensely contested category. 
It has been a key site for social, political and economic conflict, as 
evinced by the conservative assaults on public education throughout the 
Anglophone world of the past several decades. While earlier conflicts 
substantially played out over content and purpose ( epitomised by various 

wars over curriculum and canon ), education has more recently been 
globally re-engineered as a sector of the service economy and a space of 
private enterprise. Thus, the widely referenced Bologna Declaration, the 
process of alignment of higher education across Europe, does not prima-
rily propose an international homogenisation of curricula and programme 
content or a standardisation of ‘outputs’, but rather an inter-operability of 
service provision and a system of exchange equivalence for ‘outcomes’ 
— a common market. Arguably, attacks on public education are simul-
taneously mobilised as attacks on ‘public’ provision in what is seen as 
an expanding market full of ( private ) profit potential and as attacks on a 
basic notion of what ‘education’ should be. The informal education sector 
and the less widely acknowledged cultural pedagogies of mass media ( 9 )  
have increasingly come to play an important role in the re-engineering of 
the state educational apparatus and in providing countervailing and diver-
gent norms of education. Contemporary contests over the nature, role 
and purpose of education are deeply marked by longstanding disputes 
about the ends of education. Many of the practices cited in this volume 
are configured precisely so as to resist easy assimilation to these pre-
established terms of debate, but many also exist within the orbit of formal 
educational provision.

Many contributors present a strong critique of formal and state 
educational policies and practices. Again, this is apparent in recurring 
references to the Bologna process. Some contributors have voiced a 
strong resistance to reading current art-as-education in relation to the 
landscape of higher education, asserting that we miss ‘the productive 
potential of this educational turn’ when ‘we pivot our observations 
around formalised encounters like art education and we enlist what we 
know’. ( 10 )  On the other hand, it is notable that many protagonists in these 
conversations are attached to formal academic programmes, whether 
as students, researchers, educators or visiting professors ( often as 
precarious academic labourers ). Yet other contributors to the debate 
have specifically cited art as education as a way of critiquing existing 
dispensations within higher education :

9.	 See Dave Beech’s contribution to the current volume, ‘Weberian Lessons : 
Art, Pedagogy and Managerialism’. [pp.47– 60].
10.	 Sarah Pierce, ‘We Spoke About Hippies’. Nought to Sixty : 60 Projects 6 
Months. ICA. pp. 246 – 247. See also [ http ://www.ica.org.uk / We %20spoke %20
about %20hippies, %20by %20Sarah %20Pierce+17747.twl ].
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9.	 See Dave Beech’s contribution to the current volume, ‘Weberian Lessons : 
Art, Pedagogy and Managerialism’. [pp.47– 60].
10.	 Sarah Pierce, ‘We Spoke About Hippies’. Nought to Sixty : 60 Projects 6 
Months. ICA. pp. 246 – 247. See also [ http ://www.ica.org.uk / We %20spoke %20
about %20hippies, %20by %20Sarah %20Pierce+17747.twl ].
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In exhibitions and biennales in recent years there has been 
a move towards including quasi-educational projects — not as add-ons but 
as an integral part of artistic production. By default this has exposed even 
more clearly the fact that today we encounter an art school system that 
generally does not reflect the potential of cultural practice. ( 11 ) 

While many contributors concur in their wholehearted critique ( 12 )  

of the Bologna process in terms of its prescriptive outcomes for the 
‘good’ subject that should be engendered by education, some are 
concerned, implicitly or explicitly, with the formation of counter-subjects 
or participant-citizens. Other contributors are profoundly unwilling to 
foreclose on the modes of subjectivity that might emerge in these radi-
cally open transactions of do-it-yourself learning. ( Unsurprisingly, this 
latter position correlates strongly with a resistance to the very impulse to 
fix a cultural moment as the educational turn. ) What is striking about the 
multiple conjunctions of curating and education discussed in this volume 
is the way in which both practices are so often construed in a processual 
mode, eschewing the foreclosure of ends. They converge, rhetorically 
at least, in valuing the emergent and as yet undisclosed ; they speak of 
potential. Emphatically resisting the pre-determination of outcomes, 
these practices attempt to reject a normative production of the ‘good’ 
subject as cited above. This is not, however, necessarily true in all cases, 
and herein lies another field of tension. 

Curating offers a different kind of challenge when it comes to 
orientating the discussion. In prioritising curating, the brief invited con-
tributors to address a spectrum of practice that could not be reduced to 
exhibition production or cultural event management. Many anthologies 
and historical surveys have appeared which foreground the diversity of 
curating styles, forms and practices to have emerged in the past twenty 
years, a particularly important example being the archive at the heart 
of Barnaby Drabble and Dorothee Richter’s ongoing project, Curating 
Degree Zero. ( 13 )  Having moved, since the late 1960s, from an activity 

11.	 Liam Gillick, ‘The fourth way’. Art Monthly. No. 320. October 2008. p. 320.
12.	 It is perhaps worth noting that the critique of the Bologna Process is a point of 
divergence between the two editors. For one perspective on this, see [ http ://
gradcam.ie / public / qa_elia_public.pdf ]. For an important recent discussion of the 
broad issues at play here, see Dieter Lesage, ‘The Academy is Back : On Education, 
the Bologna Process, and the Doctorate in the Arts’. e-Flux Journal. No. 4. 2009 
[ http ://www.e-flux.com / journal / view/45 ].
13.	 For a full list of contributors to the project, its touring history, a detailed 
bibliography and a statement by the curators, see [ http ://www.curatingdegreezero.org ]. 

primarily involved with organising exhibitions of discrete artworks to a 
practice with a considerably extended remit, contemporary curating may 
be distinguished from its precedents by an emphasis upon the framing 
and mediation of art and the circulation of ideas around art, rather than 
on its production and display. ( 14 )  

In acceding to this expanded reading of curating, which includes 
exhibition-making, discursive production and self-organisation, we aim to 
resist the tendency to privilege ( and police ) the boundaries between the 
internal organisation of the work of art — as enacted by the artist, producer 
or author and the techniques concerned — and its external organisation, 
through different modes of distribution, reproduction and / or dissemina-
tion. In doing so, we are interested in curating as a wide-reaching category 
for various organisational forms, co-operative models and collaborative 
structures within contemporary cultural practice. The significance of 
curating for the current discussion is primarily as it pertains to the organi-
sation of emerging and open-ended cultural encounter, exchange and 
enactment — and not the supposed authorial primacy of the curator. ( 15 )  

Clearly, posited in this way, curating may not be reduced merely 
to the administrative, the managerial, the exhibitionary, the spectacular or 
the thematic co-ordination of disparate or convergent works. Curating, in 
this sense, is ‘processual’ rather than ‘procedural’ or instrumental. Rather 
than deploying a means-ends rationality, the processual mode entails 
both means and ends, however they may emerge in the flow of activity. 
The processual mode is not linear, nor are its ends foreclosed ; there is 
no imperative to achieve an exhaustive disclosure of final meaning, value 
or purpose. It is in this sense that a processual activity may be radically 
undermined by a bureaucratic instrumentalism or a narrow accountancy 
of ‘quality’.

Of course, there is a risk that the procedural / processual distinc-
tion, thus construed, may be mobilised merely at a rhetorical level and 

14.	 Paul O’Neill. The Culture of Curating, Curating Culture( s ). MIT Press, 
forthcoming.
15.	 Elsewhere, we have expanded on this question of curating as a model of 

‘emergence’ that engenders new practices, the production of new meanings, values 
and kinds of relationships. Emergence, in this sense, ‘is not the mere appearance of 
novelty : it is the site of dialectical opposition to the dominant — the promise of 
overcoming, transgressing, evading, renegotiating or bypassing the dominant — and 
not simply delivering more of the same under the blandishments of the “new”’. See 
Paul O’Neill and Mick Wilson, ‘Emergence’. Sladen et al. op cit. pp. 241 – 245. See 
also Raymond Williams, ‘Dominant, Residual and Emergent’. Marxism and Literature. 
Oxford University Press. 1986. pp. 121 – 126. [ Orig. 1977 ] This articulation of curating 
with the emergent is motivated by a wish to foreground the critical and transforma-
tive potential of the extra-exhibitionary dimension in much recent work.
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deployed to insulate our cultural undertakings from a broader critical 
accountability without substantively altering business-as-usual in project 
development and delivery. These last two terms — development and 
delivery — are, of course, already redolent of an instrumental and proce-
dural ethos, while the processual terms of ‘emergence’ and ‘adaptation’ 
are perhaps all too readily consonant with the organic and the vitalist. 
As always, rhetoric, can work both sides of the room. The possibility 
of business-as-usual — jostling for symbolic capital in the reputational 
economy of cultural entrepreneurship — being dressed up as emanci-
patory, or open-ended, practice is a recurring concern in many of the 
contributions to this volume. There is a refrain of anxiety across several 
of the texts assembled here, about the possibility of bad faith, on our own 
part and on the part of others. This has prompted some contributors to 
work critically against any hegemonic move to institute a new orthodoxy 
or to construct a ‘movement’. We share this anxiety, but we also believe 
in the potential of intersubjective critique.

It is notable that, across the various texts gathered here, there is 
also an uneven engagement with precedent in terms of artwork as alter-
native cultural pedagogy. Some Anglo-American precedents that have 
achieved high visibility might include, for example, Martha Rosler’s If You 
Lived Here… ; Group Material’s Democracy ; ( 16 )  the Hirsch Farm Project ; 
Tim Rollins and ‘the Kids of Survival’ ; Adrian Piper’s ‘Funk Lessons’ ; the 
work of John Latham and the Artist Placement Group ; General Idea ; the 
Independent Group and those other aspects of conceptualism that Michael 
Corris has referred to as an ‘Invisible College in an Anglo-American 
world’ ( 17 ) . This is not to suggest that these earlier programmes are of a 
piece with current projects. Rather, it is to point out the recurrent appeal 
to alternative educational formats as critical cultural practice character-
ises a broad terrain of 20th century art. The specificity of current models 
may, in part, proceed precisely from this displacement of art precedents 
in favour of an appeal to non-art traditions of micro-political mobilisation 
and intervention. It is notable that, within these debates, certain authors’ 
names have great currency — Rancière, for example, and, to a lesser 

16.	 Brian Wallis ( ed. ) Democracy : A Project of Group Material. Dia Art 
Foundation : Discussions in Contemporary Art Number 5. Bay Press / Dia Art 
Foundation. 1990. 
17.	 See Michael Corris ( ed. ) Conceptual Art : Theory, Myth, and Practice. 
Cambridge University Press. 2004. Of course, Joseph Beuys’ Free International 
University, established in his Düsseldorf studio in 1973, is a prominent precedent 
from outside the Anglo-American sphere and one which is regularly cited. 

extent, Freire and Illich — while other names are much less prevalent than 
one might expect given the priority accorded to education and critical 
cultural practice within their work, such as Badiou or Giroux or Apple. 
Again, this reinforces the sense that there is a specificity to the current 
moment that warrants unpacking rather than reification.

The editorial premise for Curating Subjects ( 2007 ), the preceding 
volume in this series, informed the development and trajectory of this 
current project. The introduction of that earlier volume noted that : ‘In 
the end, anthologies are similar to exhibitions. They are testing sites that 
evolve through variable degrees of dialogue [ … ] and self-determined 
modes of resistance’. ( 18 )  This observation applies a fortiori to Curating 
and the Educational Turn, which seeks to build upon the work of that 
earlier project. While the bulk of the material presented here has been 
specifically commissioned for this book, a small number of the texts 
have been reproduced from other sources, often in modified form. These 
include Irit Rogoff’s key text, ‘Turning’, significantly expanded since 
its first appearance in e-Flux Journal ; Uta Meta Bauer’s ‘Education, 
Information, Entertainment’, an early and pivotal text on developments 
in higher arts education in the German-speaking context ; Stewart 
Martin’s critical contribution to the Documenta 12 magazines project ; 
William Kaizen’s catalogue essay on the educational work of Rainer 
Ganahl ; and Sarah Pierce and Annie Fletcher’s concise context-setting 
introduction to the Paraeducation project. We were keen to integrate 
these texts within the book project as a whole, because of the different 
ways in which they establish a framework and context for broader issues 
that resonate across the newly commissioned essays and texts. We are 
extremely grateful to all the authors represented here, who have so criti-
cally and passionately engaged with the project, whether by originating 
new material specifically for this anthology, as the majority have done, or 
by generating revised versions of earlier texts in the handful of instances 
indicated above. 

The editorial strategy has, to some degree, been to forfeit the 
teacher’s masterful and taxonomising voice. Our reasoning has been 
that the book should function as a heteroclite production that does not 
pretend to produce the final authoritative word, but rather acts as a relay 
in an ongoing, dispersed multiplicity of conversations and practices. In 
terms of the editorial choices made in commissioning a range of artists, 

18.	 Paul O’Neill ( ed. ), Curating Subjects. Open Editions and de Appel. 2007.
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curators, critics and educators, we sought to engage the key protagonists 
in recent debate and practice ; however, there are inevitably omissions in 
this regard. Our aspiration is that the volume in your hands will help to 
grow a range of conversations and reflections on contemporary cultural 
pedagogies within the field of curating and beyond.

23 – 31

Control I’m Here :
A call for the free  
use of the means  
of producing 
communication, in 
curating and in general
Jan Verwoert
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To whom the past no 
longer, and not yet  
the future, belongs :
A RESPONSE TO A LETTER
16 Beaver Group

Dear Beaver Group

I am just going to write everything here that is currently on my mind… 
so my apologies if this letter appears unclear, chaotic and grammatically 
incorrect. I saw you both (Ayreen and Rene) for the first time a few months 
ago in Vienna at a symposium and I was ‘smashed up’ (of course, I mean 
this in a good way). My point is:

I saw you. 
I heard you.
And, afterwards, when I was researching the background of 16 

Beaver, the material I found wasn’t even close to matching my under-
standing of what you are up to; but the most interesting thing that was 
missing for me in the limited information available was how... how you go 
about doing what you do.

And, even if I lived in NY, I probably wouldn’t have time to come 
to your talk on Monday, maybe my kid would get sick or I would have to 
go to work (I’m being pragmatic here in involving my personal circum-
stances because there is no other way than this to get real). So, although 
I know that you are very, very busy, I think that it would be really great to 
see some of your discussions on youtube (?) or somewhere else in the 
netuniverse. It would be good to be able to ask some questions (there 
are always more questions to be asked after one has had a little sleep and 
a little time to consider things) and this would also provide an important 
opportunity for people (I’m sure that I’m not the only one who wants this) 
to be constantly informed and continuously involved, not to mention all 
your friends from former projects who would be glad to see what you are 
up to now.

	On another issue, I couldn’t find any photo-documentation of the 
16 Beaver projects online. Vienna is the city where I work; it is my primary 
work base (like any other student, in any other city, in any other part of the 
world). That ‘click’ – that online access to your material – would provide 
for the permanent possibility of extending and directing my own educa-
tion, informed by my own sense of quality and value. Everyone knows 
that academic education is really more about luck than choice, so it’s 
important to have a way out of the local scene without having to travel 
all the time to each destination where something is happening. Even more 
importantly, your work has a greater and more serious potential to act 
as a mentor for informing others’ future approaches to constructing an 
activist-art-intellectual identity (but I don’t mean here to propose some 
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a little time to consider things) and this would also provide an important 
opportunity for people (I’m sure that I’m not the only one who wants this) 
to be constantly informed and continuously involved, not to mention all 
your friends from former projects who would be glad to see what you are 
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	On another issue, I couldn’t find any photo-documentation of the 
16 Beaver projects online. Vienna is the city where I work; it is my primary 
work base (like any other student, in any other city, in any other part of the 
world). That ‘click’ – that online access to your material – would provide 
for the permanent possibility of extending and directing my own educa-
tion, informed by my own sense of quality and value. Everyone knows 
that academic education is really more about luck than choice, so it’s 
important to have a way out of the local scene without having to travel 
all the time to each destination where something is happening. Even more 
importantly, your work has a greater and more serious potential to act 
as a mentor for informing others’ future approaches to constructing an 
activist-art-intellectual identity (but I don’t mean here to propose some 
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kind of ‘guru’ thing). Sorry if this message is too long and thank you for 
your time...

Love, respect & friendship
Nina

Dear Nina,

I am not sure if, by writing back, I can respond directly to what you are 
asking and describing in your letter. When I write ‘respond’, I want to 
acknowledge the responsibility implicit in a response. And, replying 
responsibly, I would write ‘no.’ It would be my responsibility to respond 
‘no.’ ‘No, I do not know.’ ‘No, it would not be responsible to respond.’

But, alternatively, like you, I could also start by writing everything 
that is on my mind.

I am not an artist and you are not young, and I could be younger 
than you and, anyway, we may both be swimming in the same sea. We 
could both be having similar problems paying the rent, hating capitalism, 
trying to discover or invent more interesting situations, with others, 
unafraid of loneliness, but more interested in things held in common, 
rejecting as politics what is normally called politics, believing that life... 
no! insisting that life, can be much more than what is generally referred 
to by that word.

But maybe I could try something more abridged. And so, if not 
everything, then at least I can say something. 

My first problem would be to avoid assuming the tone, or position, 
of someone who knows. 

So, I write to you, first and foremost, as an equal, not as the one 
who knows. 

The first lesson I learned from reading Jacques Rancière’s 
Ignorant Schoolmaster is that the master is versed in the art of creating 
distance. So, I will admit that I am as distant as you, and as close as 
you. In The Ignorant Schoolmaster, the master (or explicator) is the 
one who initially establishes a distance, positioning the disciples as 
helpless, needing assistance, only to then bring them slowly nearer, 
abolishing that same distance she or he created. It is a game, or theatre, 
of exhibiting mastery, thus exerting power and influence and possibly 
inducing dependence. This theatre can also be connected with what 

Michel Foucault refers to as games of truth because this mastery and 
knowledge have an intrinsic relation to power; the one who establishes 
and determines a discourse on truth is one who vies for power.

So, on the one hand, I want to respond to your letter. And, on the 
other, I must contend with how not to reproduce the figure of the master-
director-father-figure-truth-sooth-sayer-guru you refer to.

But, a truth does not have to be something that we can simply 
learn, nor something a ‘master’ transfers to a ‘disciple.’ It can be a process 
in which thought, sensation and activity connect, come together. In this 
sense, a truth is discovered, produced in our encounter with things, situ-
ations, relations, ideas, events which constitute, inform our subjectivity 
and, at the same time, gain in significance/profundity in our fidelity to 
them. A truth isn’t a view on the world; a truth is something that keeps 
us tied to it in an irreducible way.

I am not writing about the truth, but a truth, which remains singular 
and not at all relative. 

I started this letter by expressing my ambivalence about 
responding and, ironically, in a short span, I am indicating what a relation 
to truth could be. But, maybe all of this is to say that the question of 
pedagogy must wrestle with a relation to truth. What kind of truth and 
what kind of knowledge? Where does one find it? What are the relations 
of power that this relation to truth produces? And how can one begin to 
imagine a communication of knowledge, of experience, of a truth that 
does not reproduce the same power relations that one finds in universi-
ties or academies of learning?

I will write more soon.
Sincerely,
Simone

Dear Nina,

As I mentioned a few days ago, I have been wrestling with a relation to 
truth which would be open, singular, not relative, and remain tied to the 
world. 

In that regard, I have been reading more closely Walter Benjamin’s 
essay on the storyteller. At the beginning of the last century, Benjamin 
already identifies a depleting relation to the truth. He argues that the 
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As I mentioned a few days ago, I have been wrestling with a relation to 
truth which would be open, singular, not relative, and remain tied to the 
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language of information and the news replaced the less immediately 
verifiable truth accessible in storytelling. Storytelling, for Benjamin, is a 
form of communicating experience. I don’t want to assign any specific 
competence to myself or to artistic practice in general, but I am inter-
ested in the multiple forms of communicating experiences. No doubt, 
the pedagogical moment can be one such moment. One aspect of how 
the truth functions in the storyteller’s story is that the truth is not explicit 
and it remains open to the listener to find for herself.

I am interested in situations which bring us into contact with, and 
tie us to, the world in a more interesting way? Here, ‘tying us to the 
world’ would not be a process of bringing us down under the weight 
and rule of gravity. It would allow us, in our stead, in our creativity, to 
also touch the potentiality of a different life. Our ability to play and bring 
seemingly untouchable things (norms, rules, laws, values, traditions) into 
a sphere of our own making is necessary. It is one way to understand 
how things change. 

The lightness that is not yet ours must become ours. But when this 
lightness is interesting, it is tied to the world, it plays with it, re-imagines 
it, un-hinges it. 

Today, those situations which can connect sensation, experience, 
thought, work, activity are precisely what seem to be denied.

Extreme forms of privation still exist today. And every form of 
so-called ‘immaterial labour’ hides very material processes and regimes. 
At the same time as people are being removed from the land they occupy 
through various processes of speculation, there are still entire peoples 
who are denied the ability to travel freely, to be citizens with equal rights 
as others in a place of their choosing. And there are classes of people, 
living within the wealthiest countries, denied movement simply by 
economic limitations, by virtue of a poverty that is often linked to centu-
ries of exploitation, dispossession and domination.

And yet, contemporary forms of control are not always experi-
enced as denial of access. On the contrary, in the so-called free corners 
of the world, people are told: explore your sexuality, your liberation, 
your ethnicity, your education, your political convictions, your ecological 
concerns, as long is it remains confined to its place, not interfering 
with the pervading political-economic order, nor the logic of self-gain 
and consumption which increasingly pervades every sphere of life. 
Moreover, this would almost seem to be a strategy to make sure that: 

What we learn is separated from what we experience.

What we do is separated from what we think. 
What we subjectively feel is separated from collective and political 

questions.
Take, for example, feelings of apathy, of impotence, sadness or 

what is referred to as depression or generalised anxiety. Consistently, 
individuals are pathologised, their emotions and sensations separated 
from political and social causes and implications. The stresses of 
the cognitive work sphere are totally disconnected from the stresses 
deployed on the bodies of factory workers. In this way, a political question, 
a common question is privatised. Instead, the one who suffers is told 
that, even if millions feel the same way, it is within them; they are alone 
and the great solution is to consume their way out of it through products 
called medication.

Our very experience of sensations is compartmentalised into 
distinct zones of illness, entertainment, taste. Rather than seeing sensa-
tion as a zone of indiscernability between subject and object, a process 
of becoming, it is packaged as a moment of individuated pain (as in the 
earlier example) or pleasure, a diversion from the serious matters of 
‘work’ and ‘productivity.’ Whether it be sex, a film, a voyage, a book, 
a meal – in each case, an opportunity to connect how we think, how 
we feel, how we live, and what we desire in this life remains set apart 
and disconnected. An opportunity to make use of something, to create 
a situation is channelled into a realm of consumption. It is a pervasive 
logic of separation which operates from the most intimate scales to those 
much larger ones, separating what happens in our everyday life from the 
various forms of violence and dispossession next door. 

Instead, everything is channelled into simple refrains like, ‘did you 
or did you not get your money’s worth?’

Even what was previously referred to as our ‘marginal life’, the life 
after work, after our share of ‘productivity’, is today mobilised into the 
heart of the global economy. If generosity and the spirit of sharing can 
be commodified and exploited then they are to be championed (consider 
the endless web utilities that are privately owned, profess community, 
yet mobilise and channel people’s ‘non-productive’ time into new forms 
of labour extraction and productivity). And if this generosity takes place in 
a spirit of sharing freely, working against the privatisation and commodi-
fication of knowledge, against the production of a false scarcity, then it 
might be criminalised or vilified.
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More disturbingly, these realms are never to be connected and 
seem only to take place individually; they are individuated, take place 
when one is on one’s own, in one’s own quarters, halves, fractions, 
divisions. This generates a kind of calculus that always leads to losses, 
minus signs proliferating, boom or bust, minus, minus, minus.

Thinking of a different life, I am reminded of another conception of 
‘truth game’ that Foucault would later take up and refer to as ‘Parrhesiastic 
Games.’ These would, indeed, be games in which a ‘master’ would 
encourage a ‘disciple’ to play with her/himself. But, instead of disclosing 
a truth to others, the student would be encouraged to disclose the truth 
to herself. Parrhesia would be an art, or technique, that would have ‘to 
be learned by mathesis and askesis – by theoretical knowledge and 
practical training.’ These exercises would be, in Foucault’s own terms, a 
kind of ‘aesthetics of the self. One can comport oneself towards oneself 
in the role of a technician, of a craftsman, of an artist, who – from time 
to time – stops working, examines what he is doing, reminds himself of 
the rule of his art, and compares these rules with what he has achieved 
thus far.’

This was the pedagogical relation as proposed by figures like 
Seneca, Serenus, and Epictetus. This problematisation of truth through 
the figure of the self is interesting especially when it appears that, today, 
it is precisely this self (isolated and disconnected from the widest sense 
of an ecology) which needs to be problematised.

I will write some more thoughts in the coming days. 

For now, goodnight.
Simone

Dear Nina,

The sky is clear today here in Brooklyn, and it has been a very unusual 
morning for me since I got woken up at 6:00 by the heater in my apartment. 
This apartment, in a building that was recently sold to a new landlord (a 
term which retains the implicit violence of ownership and property, of 
lording over another, of being someone’s lord, associated with medieval 
serfdom, but also seen today as civil, acceptable, normal and common-
place) who is keen on getting me out of here. I live in a neighbourhood that 

has increasingly become popular for young people and artists but also for 
real estate developers. 

I have been reading the letters of Rainer Maria Rilke to a young 
poet. A friend who was visiting from Italy years ago gave it to me; the 
pages have already turned brown over time. I was impressed by the time 
and dedication that Rilke is giving to this young poet. In the first letter, 
he tells him to stop asking whether his verses are good enough, to stop 
seeking out magazines for publishing, to stop comparing his poems to 
others and, furthermore, to stop being upset when certain editors reject 
his work. He simply advises him to be himself. 

But how can one be oneself. How can one ‘go into oneself’ as 
Rilke advises?

It seems to me, that such a journey into oneself would only be 
effective if one were to find a light at the end of that tunnel. It would be 
a light that would undo this self. And by submerging into this light, the 
self would look something like a surface upon which many different lines 
would be drawn, traces, movements made, orders imposed, cracks, 
fissures, ruptures, revolts even, explosions, gaping holes, infinite, occa-
sional tremors, hiccups, whispers, screams, stutters, capable of forming 
various assemblages with other bodies, languages, machines… Here, the 
self would maintain a relation to a life that is always present and running 
parallel to the one we call ours, without subject or object, marked only by 
events, singular, yet tied to a world, material and immanent, open-ended, 
in the middle, in the process of becoming. It would be an impersonal, 
improper life (abstaining from the ‘proper’ of property), a life not quite 
ours, a body not properly ours, a life, a home, a thought, not the life, the 
home, the thought. A life of impropriety, a life without property.

Improperly yours,
Simone

Dear Nina,

I feel that, in my last letters, I might have risked going further away 
from the questions you are asking. I wanted to return to the question 
of schooling, of education, of pedagogy implicit in your letter because 
it is a critical point of reflection. I often ask myself: can’t schools and 
universities, for instance, be a place in which people can question this 
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shared world? Can’t they be places in which an engaged dialogue takes 
place between people with different backgrounds, classes, experiences, 
desires? 

Clearly, the question of pedagogy cannot be separated from the 
most urgent ecological, social, cultural, political and economic ques-
tions we confront today. Any interrogation of these issues remains tied 
to the question of pedagogy. Indeed, pedagogy is at the heart of these 
questions. 

One of the more illuminating texts for me in this regard has been 
an early essay by Walter Benjamin, written in 1914-1915 and entitled 
‘The Life of Students.’ Benjamin introduces his text by arguing against 
a concept of history which puts its faith in the infinite extent of time. It 
is a concept of history marked by a certain rush, or speeding, towards 
the future. Within this logic, the future could not come any sooner, as 
far as this society is concerned. But the shape of this future is never in 
question; it is presented simply as an inevitability. And, in this conception 
of history, the present seems to be an afterthought or something merely 
to be digested or sacrificed for the sake of progress. The contradictions 
for our contemporary culture begin here, since co-existing with this call 
of progress is an irreversible short-sightedness in relation to the social 
and natural ecology of this earth. And, in this respect, it seems we are 
confronted with a sacrifice of both the present and the future. And it 
remains unclear; a sacrifice for what? 

Analytically, however, as Benjamin argues, ‘this condition cannot 
be captured simply in pragmatic descriptions of details (the history of 
institutions, customs), and so on, in fact, it eludes them.’ It is in the desire 
to address this very condition that Benjamin begins his text on the life 
of students. He writes: ‘It is worth taking the trouble to describe the 
contemporary significance of students and the university, of the form of 
their present existence, only if they can be understood as a metaphor, as 
an image of the highest metaphysical state of history.’

But what is this image of the highest metaphysical state of history 
today? Is it an image of one day in which everyone will have equal access 
to knowledge, to the same technologies, to the same debt instruments, 
to the same holidays, to the same anti-depressants, to the same stores, 
the same gadgets, the same voluntary servitude...? Obviously, that day 
to come is in the not too distant, yet always elusive, future. Meanwhile, 
in this image, the present inequalities seem only an aberration, the price 

to be paid to reach that day of ‘equality.’ And, somehow, only the inequali-
ties of the so-called market will provide this equality.

It is a farce and it would appear that at no time has that farce 
been more readily visible than today – the day which reveals that the 
economic forces which increasingly dictate and govern our movements 
and possibilities are in the hands of a very limited elite who speak in the 
language of a specialised knowledge and competence as fictitious as the 
capital with which they speculate. This is a lying, incompetent elite that 
does not even work in the interest of their stupid corporations, but only 
themselves and their richest benefactors.

It is within this context of lies, incompetence, deception and 
games of truth that I place myself and interrogate my actions. And I am 
not ready to sacrifice the present for some inarticulate ‘one day.’

In his letters, Rilke advises the young poet to ask himself in the 
stillest hour of his night: ‘must I write?’ And if the answer rings out in 
assent, I must, then his whole life must become a sign and witness to this 
impulse. And as if one had never tried before, to try to say what he sees, 
what he feels, what he loves and what he lacks. I am trying to write to you 
what I see, what I lack and possibly to infer what I love.

Rilke also advises the young poet not to write love poems, but to 
rescue himself from the general themes and write about what his everyday 
experience offers him. If the everyday seems poor, he should not blame 
it but blame himself that he is not enough of a poet to call forth its riches. 
However, if out of all this going in and out of oneself, poems come, then 
he would see these as a piece of his life and as a voice coming from it. 
Thus, outside validations will not matter any more: ‘A work of art is good 
if it has arisen out of necessity. That is the only way you can judge it.’

I don’t know if you or I can reconcile Rilke’s advice with the ques-
tions I am raising, but it would seem to me that questions of necessity 
as well as desire are critical here. Whose desire and of what nature this 
necessity? Collectively, it would appear that one task of the coming 
political struggles will be to reorientate the very coordinates of necessity 
and desire.

Hope to write more soon,
Simone
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does not even work in the interest of their stupid corporations, but only 
themselves and their richest benefactors.

It is within this context of lies, incompetence, deception and 
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Rilke also advises the young poet not to write love poems, but to 
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experience offers him. If the everyday seems poor, he should not blame 
it but blame himself that he is not enough of a poet to call forth its riches. 
However, if out of all this going in and out of oneself, poems come, then 
he would see these as a piece of his life and as a voice coming from it. 
Thus, outside validations will not matter any more: ‘A work of art is good 
if it has arisen out of necessity. That is the only way you can judge it.’

I don’t know if you or I can reconcile Rilke’s advice with the ques-
tions I am raising, but it would seem to me that questions of necessity 
as well as desire are critical here. Whose desire and of what nature this 
necessity? Collectively, it would appear that one task of the coming 
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Hope to write more soon,
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Dear Nina,

What I wrote to you yesterday seemed to have a relation to how 16 
Beaver came together, and I thought it might be interesting to share some 
fragments of that experience.

When several of us first started reading texts together and inviting 
people to share their research and questions, there was no need to call 
it a school, an artwork, an artists’ collective or anything in particular. It 
seemed that this act of naming would only throw people into a situation of 
identifying themselves as students/teachers, administrators/directors, 
artists/non-artists, spectators/lecturers, participant/audience, insider/
outsider, invited/uninvited, etc. A name might have given it a certain 
legibility and sensibility, for people to more quickly identify or categorise 
it within a series of gestures, problematisations, discourses, institutions 
etc., possibly giving it a certain degree of immediate efficacy. But, for 
our purposes, it seemed that such an act would also risk delimiting what 
it could be or become for each participant. Schools and educational 
programmes are terminal. And the date of termination is often not of our 
choosing. One is a student then one becomes a ‘professional’ or maybe 
a ‘teacher’ or maybe unemployable. We wanted none of those titles. We 
cared for none of those ascriptions, descriptions or conscriptions. 

We knew that there were things we could learn from each other 
across generations, across ‘disciplines.’ In fact, I personally felt a need 
to collectively discover ways of breaking those disciplinary constraints 
– constraints that were keeping experiences and research, which could 
have practical or useful implications, too easily confined in a rarefied, 
untouchable or unreachable place. These are the same constraints 
which effectively deny individuals the opportunity to see connections 
between struggles, between different practices, contexts and experi-
ences. There was a sincere interest to embody our politics; to connect 
what we read to our lived reality; to compare what we thought against the 
reality we were being asked to live. How, for instance, could we continue 
to talk abstractly about political issues without also seeking to connect 
with individuals who could meet us, confront us with a lived experience 
and help us critique existing terminologies and constructions?

So, we shared books, shared our interests in them and this later 
evolved into sharing our work, our questions and our friends. 

It felt necessary to make our space as open as we could, because 
everything around us was exclusive. We wanted an open place of 

learning, of sharing, but also a space which could potentially become 
something more. There would be no professors and no students. A study 
or residency programme continuous with life, which could become a 
theatre group, a filmmaking co-op, an autonomous place of learning, 
a commune, an infrastructure for developing dissident thought and for 
inspiring new forms of collective processes. It would become a horizontal 
space to give one another time, allowing different levels of engagement 
and involvement, a challenge to capitalist ideology, a revaluation of artistic 
practice toward an immeasurable horizon of a contestable present.

Even as I write this, I ask myself how to also assert that what we 
have done was nothing exceptional; this was a simple, modest, everyday 
practice, which took very little resources other than our time, labour, 
and thought. It may appear exceptional to some, simply because to be 
social today, to share time with strangers, to cultivate a collective, public 
intellectuality resists the dominant ideology, which asserts that each 
person is self-interested and that human relations are either of the order 
of exploitation or without value.

I have a friend visiting, so will have to resume later. 

Best,
Simone

Dear Nina,

Today I was standing on the waterfront overlooking the city. I turned 
back toward Brooklyn where the new high rises are going up right beside 
me. I thought if only someone could hang a banner reading ‘greed kills’, 
I would be happy. I then doubted my desire, knowing full well that this 
gesture would not suffice. Then I looked at the sky and noticed that the 
clouds overhead were moving and began to think how clouds are always 
moving yet, often when we look at the sky, we tend to fix them, as if in 
stasis. There must be some lesson in that, I thought. 

Somewhere within the questions you ask are questions I have 
been asking myself. What, exactly, was I learning in all those years of 
learning? If education is made to empower people, how is it that it seems 
to produce ever greater complicity in a mad world? And if the problem 
lays inherently in this explicative order, what exactly am I doing in these 
letters to you? And aren’t art and philosophy both equally versed in 
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making a viewer/reader take a distance on the things she thinks she 
knows too well? How is this distance, produced by philosophers or 
artists, different from the distance produced by the schoolmaster? And 
just what is this letter I am writing and has it not been written a million 
times before?

Soon, 
Simone

Dear Nina,

Today I trace the blueprint of one, two, three, four, and many more 
letters that were written to a dear and a young artist. They may not be 
as useful to you as they were for me, in that they helped me to determine 
what this unease was that overtook me once I started writing this series  
of letters to you. As always, language is ahead of us and here is the 
result:

Dear Young Artist,
situation, succeed, courage, future, responsibilities, successful, 
outstanding, yourself, society, culture, survive, exchanged, society, 
society, repay, studio, exchanged, museums, collectors, purchased, 
value, valuable, thinking, expression, marketable, conversion key, talent, 
sensitivity, environment, restructures, translating thoughts, language of 
art, goals, lofty, market, results, commodity, sold, sell, sell, sell, sell, sell, 
prefer, to be, broad, problems, experience, studied art, major, condition, 
knowledge, sensibility, financial, family, background, strengths, limita-
tions, transformed, useful, transforms, strength, conservative, education, 
Western, America, linguistic, adaptation, naturally, predisposed, inade-
quacy, utilise, perspective, language, barriers, plight, problem, creation, 
majority, careers, mainstream, jobs, costs, living, wasting, time, creating, 
art, treasure, system, work, worry, talent, museums, curators, artists, 
anxious, interesting, good, exhibition. 

Success. 

Dear Young Artist, 
lucid, envious, poetic, list, things, remember, path, yelling, urgency, drive, 
bus, forget, bottom, heap, victim, artist, studio, isolation, objects, imagi-
nation, nothing, critics, curators, historians, art, history departments, 
museums, libraries, magazines, auction, galleries, enterprise, creative, 
studio, arrogance, true, sanctuary, illusions, business, businesses, 
character, changes, destroy, create, marketplace, spiritually, power, 
dance, wolves, door, familiar, fairs, museum, spent, centuries, rejuve-
nated, demoralised, support, fellow, peer, events, celebrate, marginalised, 
support, foundation, generosity, biographies, narratives, beyond, condi-
tions, particular, great, fulfill, paraphrase, life, long, race, sprint, rich, 
life, measures, fame, financial, question, young, leg, yourself, career. 

Best.

Dear Young Artist,
painter, school, museum, class, paintings, waiting, commercial, career, 
touch, motivation, process, becoming, feet, change, transformation, 
boss, control, good, requires, isolation, partner, family, life, well, 
eventually, selling, evil, natural, soul, earning, anything, wrong, many, 
attention, friends, envious, forgive, feelings, human, worlds, trends, 
money, fame.

You are already succeeding just by attempting.

Young artist to be,
should, grandiose, future, success, ambitions, goals, game, childhood, 
dreamt, collections, rigorous, prepare, way, left, felt, mysterious, 
authorities, forces, control, exercises, learned, anything, prayer, nothing, 
toward, shut, up, grade, unreliable, unacceptable, surrender, chance, 
alone, angry, bitter, important, concrete, lessons, learn, pass, infor-
mation, reasons, particular, share, knowledge, identity, appeal, genuine, 
reservations, chance, barely, experiencing, symptoms, withdrawal, 
drugs, trip, reality, confusion, trauma, art, schools, crack, dens, hazy, 
fog, dialogue, critique, achievements, amplified, believe, value, friends, 
supportive, stuff, incessant, chatter, sober, world, outside, cares, win, 
attention, span, allotted, recognition, celebrity, narrow, inhale, bullshit, 
blow, out, rehabilitate, recognising, delusions, recovery, successful, 
career, artist, nobody, undersized, ego, game, everything, OK, subjects, 
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blow, out, rehabilitate, recognising, delusions, recovery, successful, 
career, artist, nobody, undersized, ego, game, everything, OK, subjects, 
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matter, magicians, shamans, prophets, seers, transfigure, common-
place, recognisable, isolate, re-contextualise, shift, scale, shift, material, 
invert, status, art, relationship, power, money, inherent, attribute, studio, 
all, that, you, can, be, Marcel, Duchamp, studio, laboratory, synthesise, 
synthesise, synthesise, force, forms, incompatible, ambition, achieve, 
domain, compare, claims, privileged, status, distinguish, crowd, 
social, political, economic, circumstances, makers, laboured, African, 
American, Whites, institutional, structure, artist, business, profes-
sional, accountant, longevity, achievement, timetable, career, success, 
time, heart, integrity.

Sincerely.

Dear Young Artist,
New York, complex, beautiful, amazing, brutal, love, others, 

guarantees, success, rewards, recognition, drawn, life, indifferent, 
world, pleasure, sensual, kinetic, smell, sight, life, miraculous, contradic-
tion, all, New York, Los Angeles, Mexico City, community, inspire, inform, 
fear, fear, fear, control, stop, erosion, human, rights, tool, oppressor, 
fear, warning, veil, afraid, 1968, change, crossing, boundaries, breaking, 
merging, turning, backward, dialogue, artists, musicians, dancers, 
filmmakers, now, fantastic, communication, share, show, learn, others, 
exchange, centre, shifted, Paris, New York, centre, New York, rush, 
precarious, marketplace, find, time, take, chance, gamble, dangerous, 
interesting, beautiful, playing, safe, repeating, gestures, thank, you, 
answer, work, work, care, work.

Sincerely.

Dear Young Artist,
participate, integrity, success, relationship, art, Bard, College, desire, 
Chelsea, shift, explore, world, culture, medium, self, communicate, 
language, perception, observation, understanding, emotional, mental, 
answer, answer, fun, talent, almost, convincing, motives, quest, ambition, 
problem, adhere, money, market, influence, motives, decisions, voice, 
self, finding, final, moral, dilemma. 

Good luck and best wishes.

Dear Young Artist,
career, money, painted, married, children, difficult, advice, art, fame, 
fortune, cannot, not, talent, obsession, New York, LA, Köln, London, 
money, talented, obsessed, solution.

Yrs in art.

Dear Young Artist,
misjudge, integrity, freedom, participated, art, world, solo, résumé, 
dance, memorabilia, curator, career, launched, community, dancers, 
composers, artists, afford, time, possible, economics, New York, real, 
estate, success, invited, respect, peers, pressure, saleable, lacking, 
unfettered, oblivious, monetary, 1960, 1964, diaspora, geographically, 
professionally, institutionalise, movement, emphasise, fervour, delay, 
professionalism, chance, time, experiment, risks, play, art, school, 
launching, pads, careers, polish, challenge, self-critical, peers, banded, 
cooperative.

Best of luck.

Dear Young Artist,
nice, scepticism, schools, lived, heart, heart, try, short, sweet, obvious, 
points, New York, sacrifice, game, live, work, studio, premature, success, 
recognition, world, early, success, capitalism, creepy, dealers, integrity, 
freedom, career, thirty, years, thirty, months, real, solitary, loneliness, 
studio, hours, learn, obsessed, studio.

Let’s get back to work.

Dear Y.A.,
integrity, freedom, humanity, intellectuality, money, fame, fortune, 
money, ask, ask, yourself, imagine, writers, distribution, publishing, 
write, ways, contribute.

Everything else follows.

Good luck to us.
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fortune, cannot, not, talent, obsession, New York, LA, Köln, London, 
money, talented, obsessed, solution.

Yrs in art.

Dear Young Artist,
misjudge, integrity, freedom, participated, art, world, solo, résumé, 
dance, memorabilia, curator, career, launched, community, dancers, 
composers, artists, afford, time, possible, economics, New York, real, 
estate, success, invited, respect, peers, pressure, saleable, lacking, 
unfettered, oblivious, monetary, 1960, 1964, diaspora, geographically, 
professionally, institutionalise, movement, emphasise, fervour, delay, 
professionalism, chance, time, experiment, risks, play, art, school, 
launching, pads, careers, polish, challenge, self-critical, peers, banded, 
cooperative.

Best of luck.

Dear Young Artist,
nice, scepticism, schools, lived, heart, heart, try, short, sweet, obvious, 
points, New York, sacrifice, game, live, work, studio, premature, success, 
recognition, world, early, success, capitalism, creepy, dealers, integrity, 
freedom, career, thirty, years, thirty, months, real, solitary, loneliness, 
studio, hours, learn, obsessed, studio.

Let’s get back to work.

Dear Y.A.,
integrity, freedom, humanity, intellectuality, money, fame, fortune, 
money, ask, ask, yourself, imagine, writers, distribution, publishing, 
write, ways, contribute.

Everything else follows.

Good luck to us.
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Dear Young Artist,
woman, students, female, decades, harder, rewards, guys, colour, diffi-
culties, advise, instead, activist, artist, injustice, 1985, activists, artists, 
pie, pie, over, women, artists, colour, say, galleries, white, males, ladder, 
museums, auctions, worse, fields, system, manufactures, scarcity, work, 
endures, calculate, embarrass, humiliate, necessary, ideas, diversity, 
toilet, stalls, museums, galleries, women, women, postcards, postcards, 
system, change, activism.

Go Ape with us.

Dear Young Artist,
painting, social, community, intuition, taste, high, art, read, obsolete, 
audience, energy, fail, learned.

Good luck.

Dear Young Artist,
friends, right, quality, work, China, Japan, United States, part-time, 
restaurant, goal, survival, creativity.

Yours.

Dear Young Artist,
confusing, armed, confidence, inflated, time, studio, art, life, inextricably, 
failure, avant-garde, free, discover, matters, exciting, challenging, invig-
orating, commerce, relations, among.

Love.

Dear Young Artist,
sad, difficult, New York, warn, into, studio, self-protective, shrewd, 
galleries, museums, auction, colour.

I wish you all the best. Be true to your work and try not to take the 
pits and valleys of the art world personally.

Dear Young Artist,
coolest, career, visualise, thoughtless, I’m-going-to-run-like-hell-with- 
the-ball.

Best Regards.

Beloved ‘Young’ Artist,
grAndmother, cleaned, houSES, jewish, ModeRnist, camps, leaRned, 
duchaMpiaN, struggle, Achoice, Articulation, blackness, attachment, 
cRiticality.

Love.

Dear Young Artist,
in, abstract, relation, streets, water, air, land, cities, urbanism, scales, 
public, democracy, public, meaning, public, relationship, changing, 
world, 1960s, 70s, entity, bigger.

Believe in yourself and work your ass off.

In response to fellow artist:
necessities, configuration, public, conversation, times, question, living, 
society, product, dependent, powers, that, be, sphere, what, to, say, 
where, not, sense, meaning.

Yours in art.

To a Young Artist,
18, 30, 50, magic, interesting, beautiful, mysterious, junk, junk, confusion, 
confusion, beautiful, beauty, relax, inspiration, decision, success.

I love you!

Dear Young Artist,
integrity, freedom, participate, integrity, freedom, integrity, freedom, 
integrity, freedom, integrity, kill, kill, everything, integrity, freedom, 
thought, integrity, lie, yourself, why, convictions, guide, action, coherence, 
harmony, beliefs, emotions, actions, conflict, intuition, integrity, freedom, 
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self-knowledge, self-control, self-discovery, self-expression, success, 
difficult, uncooperative, inflexible, self-destructive.

Good luck.

Dear Young Artist,
time, off, travel, university, education.

Sincerely.

Dear Young Artist,
possibilities, Shakespeare, Spencer, Milton, girl, no, wholeheartedly, 
wholeheadedly, Negative, Capability, uncertainties, mysteries, doubts, 
foreign, language, people.

With best wishes.

XB, GA, EM, KJM, JJ, SS, JB, YR, TN, JD, GG, AK, CGQ, JS, HP, 
JM, WPL, MLU, LW, YO, AP, JB, JG.

Dear Nina,

You write, and this shows that the space around you is beginning to grow 
vast. And if what is near you is far away, then your vastness is already 
among the stars and is very great; be happy about your growth, in which 
of course you can’t take anyone with you, and be gentle with those who 
stay behind...

There is the relation of thought and reality in the process of prob-
lematisation. And that is the reason why I think that it is possible to give 
an answer — the original, specific and singular answer of thought – to a 
certain situation.

But what is this certain situation? What are we to problematise? 
Maybe I am on the verge of truly problematising pedagogy...

‘I’ in these letters is me and another one or the other does 
not really matter. But I am definitely not exactly and not the only one 
addressed by, ‘Dear Beaver Group.’ I am part of the 16 Beaver Group, I 
identify with, and share a lot of time with, many others who are involved. 

By chance you met me in Vienna and it was nice meeting you and I hope 
to meet and discuss more in this coming year.

Best,
Simone
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Struggling with the Creative Class

 

JAMIE PECK

 

Creative class, rising

 

‘Be creative — or die’ is how 

 

Salon

 

 writer Christopher Dreher summarized the new
urban imperative: ‘cities must attract the new “creative class” with hip neighborhoods,
an arts scene and a gay-friendly atmosphere — or they’ll go the way of Detroit’ (2002:
1). The occasion was an interview with Richard Florida, whose newly-released book,

 

The Rise of the Creative Class: And how it’s Transforming Work, Leisure, Community
and Everyday Life

 

 was already on the way to becoming both an international bestseller
and a public-policy phenomenon. The book’s thesis — that urban fortunes increasingly
turn on the capacity to attract, retain and even pamper a mobile and finicky class of
‘creatives’, whose aggregate efforts have become the primary drivers of economic
development — has proved to be a hugely seductive one for civic leaders around the
world, competition amongst whom has subsequently worked to inflate Florida’s
speaking fees well into the five-figure range. From Singapore to London, Dublin to
Auckland, Memphis to Amsterdam; indeed, all the way to Providence, RI and Green
Bay, WI, cities have paid handsomely to hear about the new credo of creativity, to learn
how to attract and nurture creative workers, and to evaluate the latest ‘hipsterization
strategies’ of established creative capitals like Austin, TX or wannabes like Tampa Bay,
FL: ‘civic leaders are seizing on the argument that they need to compete not with the
plain old tax breaks and redevelopment schemes, but on the playing fields of what
Florida calls “the three T’s [of] Technology, Talent, and Tolerance” ’ (Shea, 2004: D1).
According to this increasingly pervasive urban-development script, the dawn of a ‘new
kind of capitalism based on human creativity’ calls for funky forms of supply-side
intervention, since cities now find themselves in a high-stakes ‘war for talent’, one that
can only be won by developing the kind of ‘people climates’ valued by creatives —
urban environments that are open, diverse, dynamic and cool (Florida, 2003c: 27).

Hailed in many quarters as a cool-cities guru, assailed in others as a new-economy
huckster, Florida has made real waves in the brackish backwaters of urban economic-
development policy. As the conservative critic Steven Malanga (2004: 36) has observed,
the ‘notion that cities must become trendy, happening places in order to compete in the
twenty-first century economy is sweeping urban America . . . A generation of leftish
policy-makers and urban planners is rushing to implement Florida’s vision [just as] an
admiring host of uncritical journalists touts it’. In the field of urban policy, which has
hardly been cluttered with new and innovative ideas lately, creativity strategies have
quickly become the policies of choice, since they license both a discursively distinctive
and an ostensibly deliverable development agenda. No less significantly, though, they
also work quietly with the grain of extant ‘neoliberal’ development agendas, framed
around interurban competition, gentrification, middle-class consumption and place-
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marketing — quietly, in the sense that the banal nature of urban creativity strategies 

 

in
practice

 

 is drowned out by the hyperbolic and overstated character of Florida’s sales
pitch, in which the arrival of the Creative Age takes the form of an unstoppable social
revolution. These claims are large and loud, and they have undeniably enlivened urban-
policy debates. 

 

The Rise of the Creative Class

 

 has been described as ‘the most popular
book on regional economies in the past decade’ (Glaeser, 2004: 1), having garnered
awards and acclaim from sources as varied as the 

 

Washington Monthly

 

, 

 

Harvard
Business Review

 

, the Modesto 

 

Bee

 

, Entrepreneur.com, 

 

Money

 

 magazine, the Phoenix

 

New Times,

 

 and actress Cybill Sheppard. ‘Although the idea of a professor of regional
development being a celebrity’, Dreher knowingly observes, ‘seems like a contradiction
in terms . . . Richard Florida is managing that feat’ (2001: 1).

Somewhat implausibly, the architect of this feat claims not to have seen this coming.
Apparently, some confluence of the deep currents of historical destiny and the froth of
happenstance placed this particular surfer atop the wave of creativity, one who purports
to be ‘amazed by how quickly city and regional leaders began to use my measures and
indicators to shape their development strategies’ (Florida 2002: x). The critiques and
attacks were also ostensibly unanticipated. Pointed, sarcastic, and in some cases plain
nasty criticisms have come from the right, from economically conservative bastions like
the Manhattan Institute and from a tawdry band of anti-immigrant and homophobic
groups, who variously construct Florida’s thesis as an attack on (big) business-oriented
development strategies and suburban lifestyles, if not a frontal assault on ‘family values’.
Responses from the left have been more patchy but in some respects just as vigorous,
ranging from skeptical screeds in the Democratic Leadership Council’s 

 

Blueprint

 

magazine to snide cultural critique in 

 

The Baffler

 

. Innocent, aloof, or tactically perching
on the fence, Florida maintains that:

 

Such heated rhetoric puzzles me; I harbor no hidden agendas. I am a political independent,
fiscal conservative, social liberal, and believer in vigorous international competition and free
trade. Over the course of a twenty-year academic career, I have voted for and served under
Democrats and Republicans. Today, I work closely with mayors, governors, business, political,
and civic leaders from both sides of the aisle on economic development issues, and a good
deal of the time, I cannot even tell who is Republican and who is a Democrat (2004b: ii).

 

This ambiguity is echoed in the politically ambivalent arguments contained in 

 

The Rise
of the Creative Class

 

, which mixes cosmopolitan elitism and pop universalism,
hedonism and responsibility, cultural radicalism and economic conservatism, casual and
causal inference, and social libertarianism and business realism. The irreverent,
informal, sometimes preachy, but business-friendly style is in many ways a familiar one,
echoing as it does the lifestyle guides, entrepreneurial manuals, and pop sociologies of
the new-economy era (see Frank, 2000; Maliszewski, 2004). As one of Florida’s former
teachers, Peter Marcuse (2003: 40), said of the book: ‘Well written in an almost chatty
style, it reads like a series of well-crafted after-dinner speeches at various chamber of
commerce dinners’. Recall also that the new-economy discourse of the late 1990s,
epitomized by magazines like 

 

Fast Company

 

, was replete with paeans to the creativity,
if not artistry, of its casually-dressed entrepreneurial heroes (Cox, 1999; Thrift, 2001).
The vast how-to literature that sought to ‘manualize’ the associated techniques and
habits of mind, so as to meet and make a market for creative aspirants, often did so,
moreover, by proclaiming the productive virtues of heterodox association, of 

 

mixing

 

heterogeneous ideas, actors, processes and things (see Osborne, 2003). Florida’s street-
level analog of such attempts to ‘harness’ creativity comes in the form of a celebration
of the buzzing, trendy neighborhood, a place where everyday innovation occurs through
spontaneous interaction, a place literally ‘seething with the interplay of cultures and
ideas; a place where outsiders can quickly become insiders’ (2002: 227). For Florida,
such places are the very fonts of creativity, essentially because they attract creative

 

people

 

. Ensuring that creatives are ‘welcomed’, by extension, becomes the new task for
cities. ‘Thus, the old mode of people moving to follow jobs is turned on its head’, Baris
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(2003: 42) writes, as in order to compete in the new race for talent, cities ‘must
restructure themselves for the Creative Class’s needs much as companies have already
done’.

Even as 

 

The Rise of the Creative Class

 

 retreads some familiar ground, deploying
some established discursive routines, it also does some very distinctive work of its own.
While clearly tapping into many of the same ‘cultural circuits of capitalism’ as its new-
economy predecessors (see Thrift, 2001) — 

 

Fast Company

 

, for example, is featured on
Florida’s bulging and bright www.creativeclass.org web site as one of ‘our allies’ —
the book opens up new territory by yoking these new managerial orthodoxies to a
specific, and in many translations strikingly concrete, urban development agenda.
While the new business knowledges of the 1990s helped 

 

make

 

 new kinds of managers,
establishing novel ways of ordering, reading and acting in the world, and establishing
a ‘kind of grammar of business imperatives’ (Thrift, 2001: 416), the creative-cities
script has found, constituted and enrolled a widened civic audience for projects of new-
age urban revitalization, anointing favored strategies and privileged actors, determining
what must be done, with whom, how and where. And the tone is appropriately
declarative and direct: ‘I like to tell city leaders that finding ways to help support a
local music scene can be just as important as investing in high-tech business and far
more effective than building a downtown mall’ (Florida, 2002: 229). This is a script
that gives urban actors significant new roles, while prodding them with talk of new
competitive threats, and on recent evidence they have been extremely keen to get in on
the act. A strikingly large number of cities have willingly entrained themselves to
Florida’s creative vision.

Notwithstanding the issue of the intrinsic value of Florida’s insights, a perhaps more
pertinent question concerns why they have struck such a chord amongst urban elites.
Where, in other words, did the 

 

audience

 

 for Florida’s arguments come from? Apart
from his obvious promotional and presentational skills, what made him ‘the toast of
city conferences from Toronto to Auckland’ (Steigerwald, 2004: 1)? Why was the
mayor of Denver moved to buy multiple copies of the book, distributing them as
bedtime reading for his senior staff, while initiating a strategy to rebrand the city as a
creative center (Shea, 2004)? Why was the Government of Singapore moved to relax
its absurd restrictions  on  homosexuality,  and  for  that  matter  busking  and  bungee-
jumping,  in the name of spurring urban-economic innovation (

 

Economist

 

, 2004)? Why
was the Governor of Michigan so profoundly taken by Florida’s arguments that she
posed in fashionable shades when launching a ‘Cool Cities’ program across the state,
in order to attract and retain those ‘urban pioneers and young knowledge workers who
are a driving force for economic development and growth’ (Michigan, 2004a: 1)? Why
did a large group of chosen ones embark on a creative pilgrimage to Memphis, TN in
order to appoint themselves as ‘the Creative 100’, issuing a 

 

Memphis Manifesto

 

 (see
Figure 1), and publicly committing its principles of ‘helping communities realize the
full potential of creative ideas’ (Creative 100: 2003: 2)? What, in other words,
motivates the disciples of the new-found cult of urban creativity? What does the
demand side of the creative-cities phenomenon look like? As Gibson and Klocker
(2004: 431) point out, for all the rapid international diffusion of Florida’s prescriptions,
‘little critical attention [has been] paid to the structures and networks that support,
sustain and profit from [their] circulation’. These are the questions addressed here. The
first step, though, must be to get a fuller sense of the vulgate itself. Welcome to the
Creative Age . . .

 

Creative juices

 

Florida’s argument in 

 

The Rise of the Creative Class

 

 is, at the same time,
straightforward and rather elusive. Its gist is that we have entered an age of creativity,
comprehended as a new and distinctive phase of capitalist development, in which the
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Figure 1

 

 The Memphis Manifesto (

 

source

 

: www.memphismanifesto.com)

 

The Creative 100 are dedicated to helping communities realize the full potential of creative ideas
by encouraging these principles:

1) Cultivate and reward creativity. Everyone is part of the value chain of creativity. Creativity can
happen at anytime, anywhere, and it’s happening in your community right now. Pay attention.

2) Invest in the creative ecosystem. The creative ecosystem can include arts and culture, nightlife,
the music scene, restaurants, artists and designers, innovators, entrepreneurs, affordable spaces,
lively neighborhoods, spirituality, education, density, public spaces and third places.

3) Embrace diversity. It gives birth to creativity, innovation and positive economic impact.
People of different backgrounds and experiences contribute a diversity of ideas, expressions,
talents and perspectives that enrich communities. This is how ideas flourish and build vital
communities.

4) Nurture the creatives. Support the connectors.  Collaborate to compete in a new way and get
everyone in the game.

5) Value risk-taking. Convert a “no” climate into a “yes” climate. Invest in opportunity-making,
not just problem-solving. Tap into the creative talent, technology and energy for your community.
Challenge conventional wisdom.

6) Be authentic. Identify the value you add and focus on those assets where you can be unique.
Dare to be different, not simply the look-alike of another community. Resist monoculture and
homogeneity. Every community can be the right community.

7) Invest in and build on quality of place.  While inherited features such as climate, natural
resources and population are important, other critical features such as arts and culture, open
and green spaces, vibrant downtowns, and centers of learning can be built and strengthened.
This will make communities more competitive than ever because it will create more opportunities
than ever for ideas to have an impact.

8) Remove barriers to creativity, such as mediocrity, intolerance, disconnectedness, sprawl,
poverty, bad schools, exclusivity, and social and environmental degradation.

9) Take responsibility for change in your community. Improvise. Make things happen.
Development is a “do it yourself” enterprise.

10) Ensure that every person, especially children, has the right to creativity. The highest quality
lifelong education is critical to developing and retaining creative individuals as a resource for
communities.

 

driving forces of economic development are not simply technological and
organizational, but 

 

human

 

. In essence, the book seeks to describe a 

 

new

 

 new economy,
in which human creativity has become the ‘defining feature of economic life . . . [It]
has come to be valued — and systems have evolved to encourage and harness it —
because new technologies, new industries, new wealth and all other good economic
things flow from it’ (Florida, 2002: 21). Creative types have always been critical to
capitalist growth, of course, but in the past few decades, so the argument here goes,
they have grown both in number and influence, such that they now account for some 38
million US workers (or about 30% of the workforce), and therefore justify proper-noun
status — ‘the Creative Class has become the dominant class in society’ (Florida, 2002:
ix). This discovery having been made, the challenge is to understand what makes the
members of this class tick, how they like to spend their money and their (precious)
time, what they 

 

want

 

. As the source, apparently, of all good economic things, the
Creative Class must be nurtured and nourished, its talents must be harnessed and
channeled. And the stakes here could hardly be higher: in addition to getting the
technological basics right, companies and cities must make purposive efforts to
establish the right ‘people climate’ for the favored class of creatives, ‘or they will
wither and die’ (Florida, 2002: 13).
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Yet while this is an urgent task, it is by no means an easy one, because figuring out
what the Creative Class wants means adopting an entirely new analytical and political
mindset, and, even then, learning to accept that creatives will not be pushed around,
that their behavior will be difficult to predict, and that above all they need space to
‘actualize their identities’. The old categories of class analysis are manifestly
inadequate to this task, because in this ‘post-scarcity, post-material’ stage of
capitalism, the ownership and control of property in the physical, bricks-and-mortar
sense no longer matters, since the only property with any salience is the new
überclass’s ‘creative capacity [which] is an intangible because it is literally in their
heads’ (Florida, 2002: 68). Such is the radical nature of this challenge to extant
systems of social and economic order, which Florida equates to the transition from
feudalism to factory capitalism, that the rules of the game have forever changed.
Modestly, Florida claims no unique insight into these new realities, but instead
presents his argument as a voyage of discovery (2005a: 1). The voyage began in
1999, somewhat inauspiciously, with a series of focus groups with Carnegie Mellon
management students, assembled with a view to answering the innocuous question,
‘How do you choose a place to live and work?’ From here came what Florida
describes as the ‘initial hunches’ concerning the rise of the Creative Class (quoted in
Dreher, 2002: 2). This group of aspiring professionals, it transpired, were not simply
motivated by material rewards, like salaries and stock options and suburban security,
but instead wanted to live exhilarating lives in interesting places, to be challenged and
stimulated 24/7. Particular jobs would come and go — such is the nature of the new,
creative economy. What really mattered, the as yet unnamed creative class revealed,
were these magnetic ‘qualities of place’. As Florida explained of this revelation, his
focus-group respondents had precise demands to match their precocious talents,
wanting their city ‘to be creative, we want it to be exciting, we want all kinds of
amenities, we want to have outdoor sports, extreme sports, rollerblading, cycling, art
scene, music scene’ (quoted in Dreher, 2002: 2–3). The creatives, apparently, wanted
it all, but this should not be confused with some shallow expression of cultural
hedonism or conspicuous recreation, about which so much was made in the new-
economy era of the late 1990s. The fateful events that were soon to pass — the tech
bust and 9/11 — would underscore the profound nature of this incipient social
transformation:

 

Economic shifts are . . . altering the structure of everyday life. The rise and decline of the New
Economy did not cause these changes, though it did help push them to the surface and make
them more noticeable. In a deeper and more pervasive way, the September 11, 2001, tragedy
and subsequent terrorist threats have caused Americans, 

 

particularly those in the Creative
Class

 

, to ask sobering questions about what really matters in our lives. What we are witnessing
in America and across the world extends far beyond high-tech industry or any so-called New
Economy: It is the emergence of a new society and a new culture — indeed a whole new way
of life. It is these shifts that will prove to be the most enduring developments of our time. And
they thrust hard questions upon us. For now that forces have been unleashed that allow us to
pursue our desires, the question for each of us becomes: 

 

What do we really want?

 

 (Florida,
2002: 12, emphasis added).

 

If the NASDAQ crash exposed the lie that technology alone would secure the economic
future, 9/11 sent the Creative Class on a search for its calling. Florida himself was so
shaken by these events that he canceled his speaking engagements for a time, and
watched TV.

It is this shared awakening of an incipient Creative-Class consciousness that Florida
sets out both to chronicle and to enable, typically adopting a second-person mode of
communication, while weaving often excruciating details of his own biography, lifestyle
and consumption habits into a new-age narrative of individual freedom, economic
destiny and slowly-dawning social responsibility. Not infrequently, these less-than-
analytical musings descend into self-indulgent forms of amateur microsociology and
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crass celebrations of hipster embourgeoisement.

 

1

 

 By implication, the choices made by
Richard and his Creative Class, which right down to the selection of kitchen utensils
and hairstyles are minutely documented in the book, are validated because they are being
made by the Chosen Ones. And play and consumption really matter here because
creatives confront the unique challenge of fitting these in around their demanding work
schedules,

 

2

 

 squeezing in a quick bike ride or latte at the art gallery before starting the
second shift. While many members of this class are understandably absorbed in the tasks
of nurturing their own creativity through work and play — the fusion of which Florida
terms the ‘Big Morph’ — they also bear an (as yet unrealized) responsibility, a
responsibility to 

 

lead

 

. Florida (2002: 315, 326) informs his fellow creatives that they
‘need to see that their economic function makes them the natural — indeed the only
possible — leaders of twenty-first century society . . . [W]e must harness all of our
intelligence, our energy and most important our awareness. The task of building a truly
creative society is not a game of solitaire. This game, we play as a team’.

Glimpses of the kind of society the creatives might build are to be found, we learn,
in the distinctive locational decision-making of the talented, whose revealed preferences
are quite unambiguous. The Creative Class seek out tolerant, diverse and open
communities, rich in the kind of amenities that allow them precariously to maintain a
work-life balance, together with experiential intensity, in the context of those demanding
work schedules. Uniquely suffering from a relentless ‘time warp’, creatives gravitate
towards ‘plug and play’ communities, where social entry barriers are low, where
heterogeneity is actively embraced, where loose ties prevail, where there are lots of other
creatives to mingle with, where they can ‘validate their identities’ (Florida, 2002: 304).
One of the primary indicators of these diagnostically critical conditions — of openness
and tolerance — is the conspicuous presence of gays and lesbians, characterized here
as the ‘canaries of the creative economy’, because of the way in which they signal a
‘diverse, progressive environment’, thereby serving as ‘harbingers of redevelopment and
gentrification in distressed urban neighborhoods’ (Florida and Gates, 2005: 131). Should
these avant-garde economic indicators somehow be overlooked, more concrete clues —
which have not been lost on urban planners and consultants — include ‘authentic’
historical buildings, converted lofts, walkable streets, plenty of coffeeshops, art and live-
music spaces, ‘organic and indigenous street culture’, and a range of other typical
features of gentrifying, mixed-use, inner-urban neighborhoods.

 

3

 

 Creatives want edgy
cities, not edge cities. They contemptuously reject suburbia, the ‘generica’ of chain
stores and malls, and places that are oriented to children or churches. Indeed, many of
the mundane and time-consuming tasks of social reproduction are also spurned by
creatives, amongst whom ‘marriage is often deferred and divorce more common’; they

 

1 ‘The person who cuts my hair’, Florida (2002: 76) informs us, ‘is a very creative stylist . . . and drives
a new BMW. The woman who cleans my house is a gem [who will] suggest ideas for redecorating;
she takes on these things in an entrepreneurial manner. Her husband drives a Porsche’. Meanwhile,
bicycling is hailed as a ‘

 

de rigueur

 

 social skill’ for creatives, who can’t get enough of the experiential
thrills associated with ‘the up-and-down pumping of the legs’, since ‘to climb onto a bicycle and
become the engine is a truly transformative experience — a creative experience’ (Florida, 2002: 174,
181–2). Chris Lehmann (2003: 167) responds that, ‘the bicycle supplies an apt metaphor for the kind
of commentary we get in an intellectual world that grows steadily more indifferent to questions of
economic fairness and narrowing social opportunity. Its inhabitants find themselves speaking
confidently on behalf of recombined new elites and entire economic orders. They are pleased to see
their consumer choices ratified by history, and their own taste preferences elevated as models for
new networks of production, urban geographies, and, indeed, for the sprawling new complex of
global democracy. Their minds race and their hearts beat faster. But they ignore the ground speeding
by beneath their feet’.

2 ‘Creative Class people literally live in a different kind of time from the rest of the nation’ (Florida,
2002: 144).

3 For a fuller description of the geographies of ‘cool’ that attach to such conspicuously, but often
fleetingly, funky neighborhoods, see 

 

The

 

 

 

Economist

 

’s (2000) casual observations on the locational
characteristics of the London scene.
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prefer more spontaneous associations in localized ‘mating markets’ (Florida, 2002: 177).
Meanwhile, the ‘absence of a support spouse crunches time’ even further (Florida, 2002:
151), inducing yet greater reliance on a wide range of local services and ‘amenities’.

 

Homo creativus

 

 is an atomized subject, apparently, with a preference for intense but
shallow and noncommittal relationships, mostly played out in the sphere of consumption
and on the street.

Much of 

 

The Rise of the Creative Class

 

 is given over to celebratory descriptions of
the work, play and consumption habits of the Creative Class — which Marcuse (2003:
41) curtly summarizes as an ‘engaging account of the lifestyle preferences of yuppies’
— occasionally punctuated by finger-wagging over the negative externalities of these
forms of free-market self-actualization. At various points, Florida concedes that the
crowding of creatives into gentrifying neighborhoods might generate inflationary
housing-market pressures, that not only run the risk of eroding the diversity that the
Class craves but, worse still, could smother the fragile ecology of creativity itself. He
reminds his readers that they depend on an army of service workers trapped in ‘low-end
jobs that pay poorly because they are not creative jobs’ (2002: 322), while pointing
soberly to the fact that the most creative places tend also to exhibit the most extensive
forms of socio-economic inequality (Catalytix and Richard Florida Creativity Group,
2003b; Florida, 2005b). Ultimately, though, since it is the creatives’ destiny to inherit
the earth, it is they who must figure out how to solve these problems, in their own time
and in their own way, as part of what Florida characterizes as their ‘growing up’. The
uncreative population, one assumes, should merely look on, and learn. Certainly, there
is no space here for ‘obsolete’ forms of politics, like unions or class-aligned political
parties, all of which are breezily dismissed; what matters is the capacity of the Creative
Class to generate ‘new forms of civic involvement appropriate to our times’, based on
a ‘shared vision’ of universal and humanistic creativity (2002: 316–17).

 

4

 

Biscotti and circuses

 

Cities loom significantly in Florida’s account of the Creative Class, as settings for the
most salient social processes, as the germinal sites of new cultural and economic
imperatives, and as reconstituted places of culturally inflected political agency. On the
analytical side of this account the argument goes that all three T’s — technology, talent
and tolerance — are necessary to ignite the economic sparks of creativity. Technological
capacity is a prerequisite, but on its own is manifestly insufficient — just look, we are
told, at the bleak social landscapes of the suburban nerdistans. Flows of talented
individuals, the second T, are essential and necessary, since this restless-but-critical
factor of production has become the carrier of creativity. But the third T, tolerance, is
the crucial magnet, the supply-side foundation upon which creative clusters are built.
Florida’s principal method is to rank cities according to multiple direct and stand-in
measures of these phenomena, both in isolation and combination — a transparently
calculated but also highly effective means of popularizing the creative cities thesis.
Urban regions are ranked on everything from the number of patents per head to the
density of bohemians and gays, on their respective shares of immigrants, credentialized
knowledge-workers, and even ‘fit versus fat’ residents,

 

5

 

 the endlessly manipulated

 

4 Most twentieth-century forms of progressive politics — the civil rights, women’s, peace and labor
movements — are written off as relics of a defunct, preCreative era, the achievements of which
apparently pale into insignificance alongside the transformative power of creativity (Florida, 2002:
203).

5 Florida also correlates his rankings with those from a series of popular publications, such as 

 

Wired

 

,

 

Places Rated Almanac

 

, 

 

Yahoo! Internet Life

 

, 

 

Forbes

 

, 

 

The Walking Magazine

 

, 

 

Money

 

 magazine and

 

Men’s Fitness

 

. The latter is his source for a surely spurious correlation between creativity and body
weight, since ‘the fittest cities were those that scored highly on my Creativity Index’ (Florida, 2002:
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combinatorial outcome of which is Florida’s ‘Creativity Index’. The declared winners
in the big-city race are San Francisco, followed by Austin, TX, Boston, and San Diego;
atop the midsize cities category are Albuquerque, NM, Albany, NY, and Tucson, AZ;
and at the next level down in the new urban hierarchy come Madison, WI, Des Moines,
IA, and Santa Barbara, CA. ‘Nothing’, Paul Maliszewski (2004: 76) observes, ‘can quite
guarantee a book national media attention, reviews in local newspapers, and a shot at
becoming a best seller than a list like this, declaring authoritatively that some stuff is
better than other stuff, but only one is best of all’. The received and, one might say,
fairly obvious appeal of cities like Seattle and San Francisco is translated into a new
kind of currency in Florida’s rankings. Rather than plodding through a complex causal
argument, the mobilization and manipulation of extant urban images functions here to
great effect. Positive urban images are crudely quantified, then recast as objects of
deference — as places to be emulated. As Florida explained to 

 

Money

 

 magazine, ‘what
makes a place hot’ is, well, being hot:

 

As a paid consultant, Florida often suggests that cities should look to successful role models
like Austin or Seattle at the same time that they nurture their own unique qualities . . . [Florida
believes] that buzz and energy are very real factors in a city’s popularity (Gertner, 2004: 88–9).

 

Almost at a stroke, a new dimension of urban competition was constituted by Florida’s
league tables (which are periodically revised, just to maintain the attention) and the
relentless marketing of his supporting thesis. They allow some city leaders to
congratulate themselves on a job well done, even if this had been achieved
subconsciously, while the rest have something, or somewhere, to aim at. Playing to this
newly constituted gallery, Florida confidently asserts that 

 

any

 

 big city, with the right
political will, ‘can turn it around’, and most of the other urban centers can at least have
a shot, if they possess the essentials — like a good university, some ‘authentic’
neighborhoods, a handful of high-tech employers. In fact, there are very few entirely
‘hopeless places’, like Enid, OK and Youngstown, OH, which languish as
technologically backward and tragically unhip locations at the very bottom of the league
table. Here, but just about only here, it is not even worth the effort, because these are
‘small places with huge working-class backgrounds, or places that are service-class
centers that aren’t tourist destinations’ (quoted in Dreher, 2002: 6). These are, in other
words, the wrong kinds of places.

Outside Youngstown and Enid, most cities do have hope, at least once they have
recognized the significance of the creativity imperative. These aspirant cities are
Florida’s audience, and his market. And a large number have been ready, willing and
able to join the new market for hipsterization strategies. Those cities seeking a more
finely-grained analysis of their creative health can order a standard-format report for
just $495 from Catalytix, the organization in the Richard Florida Creativity Group with
proprietary rights over the Creative Class database (www.catalytix.biz). The next step
might be, as the web site suggests, ‘having Richard Florida come to your city or region
to speak’, usually at a price tag well into the five-figure range. This provides an
opportunity for the mayor and other civic leaders to appear on platforms, invariably in
appropriately bohemian locations, with local creative entrepreneurs and arts activists.
And typically there will be several hundred in the audience, including the local press,
and as many people with purple hair as gray. Florida evidently attends scores of such
events every year, in major cities across the United States and (increasingly) overseas,
as well as in plenty of less exotic would-be hipstervilles. The market here can extend
as far down the urban hierarchy as Green Bay, WI, which trailed in at number 45 in the
original ranking of 124 small cities, and which was suddenly induced to set its sights

 

177). The direction of the causality between talentlessness and tubbiness, however, Florida will not
be drawn on, though he remarks that ‘the body [has become] an arena for creative expression’,
while finding it irresistible to recycle the ‘pernicious stereotype [that] an in-shape person is often
perceived to be more reliable and more presentable to the public than someone who is, say,
overweight’ (2002: 177–9).
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on a newly visible set of creative competitors, like La Crosse, WI, Lubbock, TX, and
Fargo, ND. The letter of gratitude from the Green Bay organizer, posted on the Creative
Class web page, characterized Florida’s appearance at the Northeast Wisconsin Creative
Future Event as:

 

an invigorating and eye-opening experience . . . [O]ur lives have been changed for the better.
We are in a period of incredible growth and excitement in our region as the concepts you
brought to light are being shared, embraced, and built upon on a daily basis. My phone has
been ringing off the hook since the day you left . . . I knew we were paying for professionalism
and knowledge when we made the decision to invest in your visit to our region, but what I
had not expected was the passion and purpose you showed for helping us to shape our future.
You practice what you preach — it 

 

is

 

 all about people. Rather than a flashy trend, you have
brought to us insights and language which will serve us well as we explore new directions for
successful economic and community development . . . [Y]our work with us [has been] a true
catalyst for infusing creativity into our workplaces, communities and individual lives.

 

6

 

Cities that want to go one step further might recruit Catalytix, or for that matter any one
of a countless number of urban-development consultants that have become suddenly
active  in  the  creativity  business,  to  provide  customized  analysis  and  advice,  and  to
help fashion local strategies. Many of these efforts involve increasingly elaborate
benchmarking — a long-established urban consultancy activity that has been
rejuvenated by the challenge of developing new metrics for fields like the arts —
together with comparative evaluations of peer-city strategies. Increasingly, creativity
strategies exude a distinctly off-the-shelf quality, their production now being subject to
largely routinized methodology. Even the ‘treatment regimen’ of the market leader,
Catalytix, resembles a combination of a trip to the repair shop and a course of new-age
psychoanalysis (see Figure 2).

 

6 Letter from the Executive Director of the Employers Workforce Development Network, Inc., Green
Bay WI, 21 October 2003 (www.creativeclass.org/inquotes.shtml, accessed 5 January 2005).

 

Figure 2

 

 The creativity treatment (

 

source

 

: www.catalytix.biz)
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In a fashion that recalls the way in which a few ‘turnaround’ entrepreneurial cities,
like Cleveland and Baltimore, were celebrated during the 1980s for pioneering property-
led and partnership-facilitated downtown revitalization (see Hall and Hubbard, 1998),
a new set of extant and aspirant creative cities has quickly risen to prominence on the
back of the work of Florida and his followers. Cities like San Francisco and Austin are
continuously invoked, and are subject to instrumental practices of ‘case study’, since
these are the places that define the new urban genre. Typical of such emulative efforts
was the response of Memphis, TN. Spurred into action by its near-bottom location on
the Creativity Index, the chamber of commerce and several local-government agencies
commissioned a study of the city’s image amongst ‘young urban knowledge workers’,
benchmarking themselves against ‘high-performing’ creative cities, and dissecting
Austin’s experience in order to identify ‘hopeful signs of what happens when a city
actively fosters creativity’ (Memphis Talent Magnet Project and Coletta & Company,
2003: 8). Similarly, Portland, OR has also been promoted as a ‘compelling case study’
of urban creativity, the replication-friendly lessons for other cities from which include:
identifying creative leaders; building new systems of communication within the local
community; enabling artists and other creatives to build sweat equity in emerging
creative neighborhoods; promoting the adaptive reuse of buildings; supporting festivals
and other street-level events; and, above all, being ‘authentic’ (see Bulick 

 

et al.

 

, 2003).
But rhetorically and practically more important, in many ways, are the earnest efforts

of creative strivers, since these experiences suggestively place the goal of creative
transformation within reach, even for ‘ordinary’ places. They also help concretize the
creativity script, through its performative enactment in the domain of everyday urban
policy. So, Providence, RI, for example, is (perhaps prematurely) celebrated for
‘emerging as one of the nation’s and the world’s leading Creative Hubs’, apparently on
the basis of the city’s ‘commitment to a creativity-driven economic development
strategy’, the efficacy of which will surely be reflected in ‘move[ment] steadily upward
in the rankings’ (Catalytix and Richard Florida Creativity Group, 2003c: 1). Currently,
the city sits in an underwhelming 36

 

th

 

 position amongst 61 cities with a million-plus
population, a ranking that it hopes to improve — quite reasonably, one assumes —
having enlisted the support of Catalytix in fashioning a local strategy. Amongst other
things, this has involved the creative development of consultancy products, such as
surgically precise benchmarking techniques, measuring the city’s balance of trade in
talented people according to a newly developed Brain drain/gain index (Catalytix and
Richard Florida Creativity Group, 2003a). Such comparative metrics are accompanied
by  concerted  processes  of  symbolic  (and  financial)  revalorization  of  extant  creative
and  ‘people-climate’  assets,  such  as  the  well-established  example  of  local  event
art, 

 

WaterFire

 

, which involves floating bonfires down the town’s three rivers, now
revalidated as a ‘community-building event’, and local performance and project spaces
like AS220 (which has been active for more than a decade): ‘When Richard Florida
visited Providence in late 2002, young African-American hip-hop poets performed their
work in the main venue space [of AS220]’ (Catalytix and Richard Florida Creativity
Group, 2003c: 2). Notwithstanding the presentational benefits of linking contemporary
art and culture to economic development efforts, the awkward question is what is
meaningfully deliverable from a public-policy standpoint. Investments in the ‘soft
infrastructure’ of the arts and culture are easy to make, and need not be especially costly,
so the creativity script easily translates into certain forms of municipal action. Whether
or not this will stimulate creative economic growth, however, is quite another matter.
Florida’s confident message, of course, is that the treatment will work, and the long list
of cities that have signed up for the treatment only reinforces this message. Increased
public subsidies for the arts, street-level spectacles, and improved urban façades, with
expected ‘returns’ in the form of gentrification and tourist income, run the self-evident
risk that such faux-funky attractions might lapse into their own kind of ‘generica’. The
creatives’ restless search for authentic experiences may, of course, lead them to spurn
such places. As Florida’s critics frequently point out, the production of authentic
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Arching Strategy 1: Position Providence as the Authentic Creative Hub in the Southern New
England Region

 

Tell the Providence story of creativity, open-mindedness and its unique status as an authentic,
quirky place — featuring design, biomedical science, technology, and arts and culture.

Project for 2003:

 

 Make the creative hub the unifying vision, driving city design, planning and
economic development.  Execute a marketing campaign . . .

 

Arching Strategy 2: Build a Creative Community That Attracts and Retains Creative People

 

Foster a culture of creativity, diversity, art and science for all people. Foster creativity-based
education in high school and college; reduce brain drain and attract new talent.

Projects for 2003:

 

  Establish an Office of Cultural Affairs in city government, open to all creators,
serving as a resource and broker for artists, an “aggregator” of projects . . . Do a cultural audit
and provide a common calendar of events . . . Turn pioneers into owners by providing the
technical and financial assistance to develop more artists-owned work/live spaces, including
artist co-ops, artist trusts, mixed income and mixed use spaces . . . Reduce the brain drain by
connecting young people to creative companies and authentic neighborhoods through credit-
bearing internships . . . Invest in emerging creators through a program of creativity grants . . .

 

Arching Strategy 3: Grow the Creative Economy with Emphasis on the Design and Business
Innovation and Biomedical Research Clusters

 

Help diverse types of entrepreneurs to build companies of different scales in the core and other
neighborhoods throughout the city, targeting design in the core and biomedical research in the
Jewelry District.

Projects for 2003:

 

 Grow the biomedical industry . . . Take advantage of what colleges and
hospitals provide the creative economy . . .

 

Arching Strategy 4: Build an Integrated Infrastructure to support Economic Development and
foster an Entrepreneurial Climate

 

Ensure that the city’s economic development function and network supports the growth of the
creative economy. Foster an entrepreneurial climate composed of diverse investors, entrepreneurs
and innovative business-building practices.

Projects for 2003:

 

  Create a Providence Office of Economic Development that supports the
growth of the creative economy . . . Increase support for venture formation . . . Explore the
feasibility of hosting a best practice conference in Providence for other cities in the country
building creative economies.

 

Arching Strategy 5: Build Quality and Authentic Places for Creative People

 

Connect creative people to the sense of place in neighborhoods as a way of retaining our
authenticity and minimizing displacement.

Projects for 2003:

 

 Grow Downcity as a creative neighborhood and place. Implement the Business
Improvement District (BID) for downtown . . . Revitalize neighborhood centers. Identify and
amplify organically evolving nodes of creative energy . . . Connect creative people to the
outdoors.  Develop the city’s bikeway system to the next level.

 

neighborhood cultures through deliberate public-policy interventions is a daunting, if
not infeasible, task.7

This may not be the biggest challenge for Providence, however, since its weakest T
is perhaps the most expensive one: ‘Technology is frankly the region’s weakspot’
(Catalytix and Richard Florida Creativity Group, 2003c: 2), the irrefutable evidence of
which is to be found in its sorry, bottom-half position in the national ‘Tech-pole’ league
table. While Catalytix can talk up the ‘strong local universities’, these are apparently
not strong enough when it comes to Florida’s own measures like the rate of registration
of patents, while mere ‘proximity to the Cambridge-Boston intelligence complex’
sounds like a point-stretching attempt to ride someone else’s creative coattails. However,

7 Those predisposed to be skeptical of public-policy capacities, in particular, have a field day with this
issue: ‘Not only does [Florida] believe that marginal attractions like an idiosyncratic arts scene can
build economic power, but he thinks that government officials and policymakers like himself can
produce those things artificially. He doesn’t seem to recognize that the cultural attributes of cities
he most admires are not a product of government planning but have been a spontaneous
development, financed by private-sector wealth’ (Malanga, 2004: 45).

Figure 3  Providence’s call to action (source: Providence Foundation, New Commons, Inc.,
and Rhode Island Economic Policy Council, 2003)
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there  remains  important  work  for  Providence’s  dons  to  do,  in  their  unrealized  role
as agents of gentrification — creating ‘a whole new model of university-community
redevelopment’, universities can play a leading role in the ‘adaptive reuse of older urban
facilities, renovating the downtown core and surrounding areas as a seamless work-live-
learn-play environment’ (Catalytix and Richard Florida Creativity Group, 2003c: 2).
This initiative is embedded within a strategic framework for the city, which combines
creative exhortation with the prioritization of a series of ‘doable’ projects (see Figure 3).
In addition to plucking some low fruit — like using creativity as a keyword in marketing
and promotion campaigns, establishing new offices of cultural affairs and (creative)
economic development in City Hall, and fixing up the bike paths — Providence also
pledges, in a much more bold but unspecified way, to ‘grow the biomedical industry’.

Now, while such strategies may have some limitations, certainly if measured against
Schumpeterian-cum-Kontratievian rates of technological productivity and economic
growth, the delivery of most of their modest supply-side components is at least feasible
within the parameters of local electoral horizons and fiscal constraints. They also have
an apple-pie quality, which has the dual effect of generating a certain degree of warm-
and-fuzzy support, while disarming local opposition. This said, there is often a rather
large credibility gap between the means and ends of creativity strategies. Consider
Michigan’s Cool Cities program, which seeks to reverse the state’s ‘alarming’ negative
balance of trade in young ‘knowledge workers’ on the basis of an ‘economic
development strategy that puts “creative people” first’ (Michigan, 2003: 3). Governor
Granholm, despite having recently enacted the largest spending cuts in state history —
‘twisting the wet towel of government tight, to wring out ounce after ounce of
inefficiency’ (including limiting cell-phone usage and out-of-state travel, turning off
lights and canceling subscriptions) — was nevertheless able to eke out funds for the
Cool Cities program, a central component of the state’s strategy for economic and social
revitalization:

Michigan’s greatest economic successes have always been tied to the creative and productive
power of our cities. From the Furniture City to the Motor City to the Cereal City — the fates
of our industries and cities have been intertwined from their beginnings. [W]e will grow . . . by
spurring strong regional economies anchored by cool cities . . . [T]his is a bottom-up
movement in which nearly 80 of our communities have local commissions on cool that are
uncorking the bottle of creativity and unleashing the genie of possibility — planning
everything from bike paths to bookstores to attract more people and new businesses. I applaud
the creativity and enthusiasm of these cities from Calumet to Kalamazoo from Saginaw to
Saugatuck.8

The mechanism for achieving this feat is a series of $100,000 ‘catalyst’ grants,
awarded to cities that have demonstrated some measure of faith by establishing a Local
Cool Cities Advisory Group, to be spent along with funds from the state’s ‘Resource
Toolbox’ (a package of 113 preexisting funding measures, modestly retasked around
cool-cities goals). These grants are expected to achieve measurable results within one
year in neighborhoods that are (already, to an identifiable extent) ‘vibrant, mixed-use
[and] happening’ (Michigan, 2004b: 2). Neighborhoods that are not experiencing at
least early-stage creative gentrification, in other words, need not apply. A more
concrete sense of what it takes to meet the criterion of ‘neighborhoods with potential’
is provided by the following indicative list of characteristics, the specification of which
implies the targeting of public resources not to socio-economic need, but creative
potential:

• Mixed-income housing opportunities
• Pedestrian-friendly environment

8 Governor Jennifer M. Granholm (2004) ‘Our determination, our destination: a 21st Century
economy’, State of the state address, 22 January (www.michigan.gov/gov/0,1607,7-168-
23442_21981-84911--,00.html, accessed 25 January 2005).
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• Commercial retail (basic goods and services, as well as entertainment venues)
• Championing neighborhood/organizing mechanisms . . .
• Higher density
• Clean/cared for public and private space
• Food venue options (restaurants, grocery stores, etc.)
• Historic districts . . .
• Recreation opportunities/parks
• Arts — galleries, shops, venues
• Accessibility (Michigan, 2004b: 2).

Eligible activities within the Cool Cities program include rehabilitation or new
construction of buildings (specifically, theaters, galleries, mixed-use housing), physical
infrastructure development, farmers’ markets, streetscaping and public art, façade
improvements, outdoor recreation facilities, greenspace, parks, pavilions and demolition
(‘where viable historic resources are not damaged’).9 Spending on ephemeral items —
like festivals, cultural events, or consultancy — is, however, expressly prohibited. Even
though  the  creative-cities  thesis  rests  precariously  on  a  series  of  elusive  ‘intangibles
—  excitement,  attitude,  open-mindedness,  buzz’  (Gertner,  2004:  88),  its  translation
into urban-development practice, in states like Michigan, entails both literal and
metaphorical forms of concretization.

In Michigan, the creative awakening was an abrupt one. Within a few weeks of the
Cool Cities program announcement, some 129 communities across that state had been
mobilized for action, and just a few weeks later 20 had developed full proposals for
funding, nearly all of which rather unimaginatively parroted the State Government’s
guidelines — most were for mixed-used, pedestrian-friendly initiatives, leveraging
public and private resources to revalorize historic districts through the construction of
lofts, bike paths, riverwalks and other street-level cultural amenities.

In their specifics, each of these proposals recycled a rather narrow repertoire of newly
legitimized regeneration strategies. The recurrent themes are unmistakable, and they are
already on the way to being routinized. With apologies for repetition, for this is really
the point: the City of Saugatuck proposed to convert a dilapidated pie factory into an
arts center; Flint’s Uptown Reinvestment Corporation sought assistance in converting a
historic bank building into a 16-unit loft development; turning a parking lot into an ice-
rink and performance space was the priority project for the City of Marquette; Detroit
Jefferson East Business Association called on the State to subsidize desirable business
clients — in the technology and entertainment sectors — for a mixed-use complex
containing 28 lofts, a TV studio, an ice cream parlor, ‘an upscale bar, an art
gallery . . . and a coffee shop that will double as a music production and education café’;
a heritage riverwalk was the centerpiece of the proposal from the City of Alpena; Grand
Rapids proposed streetscaping and public art installations around a 35-unit loft complex;
the City of Ypsilanti sought help to make its historic downtown neighborhood ‘more
intriguing’, ostensibly by turning a vacant office building into a retail gallery and
overflow space for the nearby Riverside Arts Center; the City of Warren, along with
General Motors Corporation, sought help with the construction of a new city square,
part of a $75 million downtown plan, which also includes 96 newbuild brownstones and
a few public facilities in order to ‘provide an environment necessary to help businesses
like GM attract the most talented young professionals [to its Warren Technical Center]’;
and in practically the only proposal that did not tout its pedestrian-friendliness, the
Southwest Detroit Business Association sought subsidies for the renovation of a historic
building to house a ‘Neighborhood that built the car’ cultural-tourism center.10

9 Michigan State Housing Development Authority (2004: 3).
10 Michigan Cool Cities Pilot Program, project summaries (www.michigan.gov/mshda, accessed 31

December 2004).
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While such bricks-and-mortar methods have become increasingly commonplace in
the competitive race to attract talent workers, other cities have focused on ‘softer’
strategies to build and sustain their communities of talent. Creative TampaBay, for
example, which was established in the wake of Richard Florida’s visit to the city in the
Spring of 2003 and which boasts four signatories of the Memphis Manifesto, focuses
its energies on events, social activities and information-sharing, including ‘regular
discussion salons and cultural encounters’. And in another widely emulated strategy, the
city’s cultural pioneers like to recharge their creative batteries by getting together
regularly for early-evening walks. The Creative TampaBay web site11 mixes yuppie
futurology with an undercurrent of urban entrepreneurialism — so alongside the
universalizing statements to the effect that ‘[c]reativity resides in everyone, everywhere’,
and that ‘building a community of ideas means empowering all people with the ability
to express and use the genius of their own creativity’, come sobering revelations that ‘a
demographic wave is sweeping across our nation’. This will be ‘a decisive force in
shaping the economic destiny of Tampa Bay [because as] cities move increasingly into
a knowledge-based economy, the kind of talented people each attracts will determine
whether it wins or loses in the campaign for future prosperity’. The spur for action in
this case is the yet-more-sobering fact that Tampa Bay has been on the losing side of
the interurban war for talent — the area being ranked almost bottom of 50 metro regions
in terms of its attractiveness to the ‘young and restless’ population of 25–34 year-olds
(Impresa and Coletta & Company, 2004). The formation of Creative TampaBay, which
rushed to host the first creative cities ‘summit’ in September, 2004, represents a response
to this newly appreciated strategic deficit. While describing itself as a ‘grassroots
organization’, Creative TampaBay also has the backing of a number of local institutions,
including Greater Tampa Chamber of Commerce, Tampa Bay Partnership, the Pinellas
and Hillsborough Arts Councils, Tampa Downtown Partnership, Tampa Bay Technology
Forum, and the Florida High Tech Corridor. The region’s civic leaders have begun to
focus on the vexing question of how to reproduce a ‘San Francisco or Austin or Boston
or Florida’s gulf coast [albeit] with a uniquely Tampa Bay flavor’ (Trigaux, 2003: 1E).
However, the consultants hired to probe the hopes and desires of the young and restless
reported that Tampa Bay has a long way to go to realize this goal. Genuflecting before
focus groups of young creatives, and earnestly reporting their lifestyle preferences as
indicators of some new cultural reality, has become a modus operandi for this form of
creative consultancy. So, the faltering public-school system is not simply a social and
public-policy problem in its own right, but worse still, it is producing an insufficient
supply of ‘equally educated partners’ for the rising class. The city’s creative leaders
were also informed that the radio stations must be improved and that the nightlife-
deficient downtown just ‘sucks’ (Impresa and Coletta & Company, 2004: 17). Potential
remedies were, however, conveniently at hand in the form of a ‘Toolkit for Cities’, which
is illustrative of the kind of new consultancy products that are being developed to serve
the new market for (ostensibly authentic and homegrown) creativity strategies:

• Deliver an ‘appealing reality’, because ‘young people are very savvy in assessing
cities’

• Put values on display, demonstrating how the city ‘welcomes newcomers and new
ideas’

• Keep in touch with former residents, and find ways to have them ‘return to your city’
• Create opportunities for civic involvement, deliberately seeking out the opinions of

young people
• Use internships to connect with young adults
• Survey young adults regularly, including ‘exit interviews’
• Celebrate young entrepreneurs and civic contributors
• Communicate development plans to young adults

11 www.creativetampabay.com, accessed 21 January 2005.
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• Promote your city: ‘place marketing works best when it is based on authentic stories
that people are willing to tell about their cities’

• Promote a young adult lifestyle, particularly ‘active nightlife’, and do not be fearful
that this might ‘scare off the soccer moms’ (Impresa and Coletta & Company, 2004:
64–65).

For his part, Florida (2002: 294) also emphasizes that ‘an environment attractive to
young people must be part of the mix’ for contemporary cities. In some cases,
following this advice has led cities to endorse targeted promotional campaigns as a
substitute for, or low-cost complement to, orthodox urban-regeneration policies.
Another Florida-inspired, though also ostensibly ‘grassroots’ group, Cincinnati
Tomorrow, has produced a strategy that focuses almost exclusively on redefining the
city’s battered image, proposing that marketing brochures should hitherto feature fewer
‘cityscape photos’ and more ‘shots of busy streets in the urban core’. It is advisable,
moreover, that neighborhoods should have ‘more pronounced identities’, in order that
the ‘creative class can better find the area that best suits their needs’, the Creative City
Plan suggesting that marketing consultants be brought in to help with this pressing
task, while a new website will help employers and realtors ‘locate new residents that fit
the broad “creative class” profile’ (Cincinnati Tomorrow, 2003: 8, 16). As public and
private agencies are mobilized around these goals — which the Mayor  was  prepared
to endorse, if for no other reason than ‘Our image sucks’ (quoted in Trapp, 2003: 2)
— they are also reminded of the ‘demanding’ nature of the creatives’ lifestyle
requirements: ‘Creative class members are looking for experiences, not commitments.
Their busy schedules and tangential approach to life constrain them from joining
organizations or taking on new responsibilities. Instead, they seek out
activities . . . where they can make quick, temporary, and stringless attachments’
(Cincinnati Tomorrow, 2003: 15). This insight is presented next to an image of a group
of well-dressed young women, drinking.

While Florida has voiced concerns about how ‘some cities have oversimplified his
ideas’,12 at the same time, he lambastes those places that ‘just don’t get it,’ since these
cities are clearly ‘trapped by their past’, suffering as they do from a form of ‘institutional
sclerosis’ that blinds them to the emergence of new social and economic norms, norms
that he finds dazzling (2002: 302–303). The city that defines this negative condition, for
Florida, is Pittsburgh: ‘Trapped in the culture of a bygone era, it has great difficulty
opening up the social space in which members of the Creative Class can validate their
identities’ (2002: 305). As if to prove his own theory, Florida left Pittsburgh, his home
for 17 years, in 2004, taking time before his departure to inform the local newspaper,
the Tribune-Review, that the city needed to get rid of both its Mayor and its ‘1950s
country club’ culture (quoted in Steigerwald, 2004). His relocation to Washington, DC
clearly represented an upward move — from 36th to 8th place on the Creativity Index.

12 National Public Radio, Morning Edition, 7 September 2004. Alternatively, for an ‘authorized’ form
of trivialization, see the creative-city quiz developed by Florida in association with Fast Company,
the readers of which are invited to assess whether their ‘city is on the cutting edge . . . or just on
the edge’. Multiple-choice questions enable readers to assess their cities according to whether gays
and immigrants ‘are prominent amongst our business and civic leaders’, or ‘try to avoid suspicion
by driving pickup trucks with American flags’; just as it pointedly asks if ‘bike lanes and footpaths
are everywhere’ and ‘local firms have started a fund to support the grassroots music scene’, or if
instead the city is blighted by ‘new stadiums, a convention center, and a downtown mall with a Hard
Rock Café’. The quiz also gently, though perhaps a little recklessly, pokes fun at Florida’s prime
constituency, those ‘earnest good-government types launching initiatives to fund biotech
incubators, wire coffee houses, and outfit the public parks with rock-climbing walls’. And what do
locals, in the creative capitals, make of a quiz like this? ‘The mayor thinks it’s a hoot [and the]
newspapers reported our high scores’ (www.fastcompany.com/articles/2002/07/cityquiz.html,
accessed 22 January 2005).
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Florida recount
One of the primary objectives of The Rise of the Creative Class was to show ‘cities how
to operate within the new paradigm’, in the form of a ‘smart, energetic “how to” manual,
loaded with supporting statistics and examples’ (Cronheim, 2004: 934). The foundation
for this policy advocacy is a sweeping theoretical assertion. ‘With little in the way of
academic studies or literature to guide me’, Florida (2002: 223) reports, he street-tested
his homegrown theory in interviews and focus groups,13 later turning to regression
analyses for verification, before confidently concluding that ‘regional economic growth
is driven by the locational choices of creative people — the holders of creative capital
— who prefer places that are diverse, tolerant and open to new ideas’. The basis of this
argument, that urban growth is a function of a privileged set of supply-side, human-
capital attributes, has some support in the orthodox urban economics literature (see
Glaeser, 2000). What is distinctive in Florida’s thesis is the more specific claim that
bohemian places function as ‘talent magnets’, and the urban-policy prescriptions that
are derived from this assertion.14

Edward Glaeser, while conceding the point that human capital (broadly defined) has
become a principal determinant of urban fortunes, risked an alliterative brawl by
insisting that the fundamental forces at work were not Florida’s three T’s but, instead,
the three S’s of ‘skills, sun, and sprawl’ (quoted in Shea, 2004: D1): ‘Most [creative
people] like what most well-off people like — big suburban lots with easy commutes
by automobile and safe streets and good schools and low taxes’ (Glaeser, 2004: 2).
Running his own regressions against Florida’s data, Glaeser concludes that human-
capital endowments basically explain US urban population growth in the 1990s, with
little or no evidence of an independent ‘Bohemian effect’. In the service of a much more
critical, conservative critique of Florida’s thesis, Malanga (2004) contends that the best-
performing cities on measures like employment and population growth, or the rate of
formation of high-growth companies, are not creative capitals like San Francisco or
New York, but low-tax, business-friendly cities like Las Vegas and Memphis, ostensibly
the ‘creative losers’. Demonstrating, if nothing else, the ease with which urban league
tables can be manipulated, Malanga mischievously suggests that Florida constructed his
measures in such a way as to elevate a predetermined set of favored liberal-leaning
cities, linked to the 1990s technology boom. In a classic circular fashion, certain
conspicuous features of these cities are then ascribed causal significance as foundations
of economic creativity. But the arguments are scrambled. Street-level cultural
innovation and conspicuous consumption may just as easily be consequences of
economic growth, rather than causes of it. And loose correlations between economic
development and certain cultural traits may be no more than contingent, or easily
challenged by counterfactual cases. This is the Las Vegas critique: high growth, lousy
culture, how come? For their part, right-wing critics will use such arguments, but rather
than taking issue with the eccentric economics, they seem more offended by the liberal
cultural politics and exhortations to urban intervention that they see all over the Florida
thesis:

Yes, you can create needed revenue-generating jobs without having to take the unpalatable
measures — shrinking government and cutting taxes — that appeal to old-economy

13 Many of the claims in The Rise of the Creative Class are, in fact, very loosely attributed to focus-
group discussions and unspecified ‘interviews’, which irritated Peter Marcuse (2003) so much that
he started to count these references to unattributed sources, reaching a total of 43.

14 To his credit, Florida has taken the argument directly to social conservatives, editorializing against
the policies of the Republican Right in locations like USA Today and beltway publications like the
Washington Monthly (Florida, 2003a; 2003b); though whether reactionary social policies are most
effectively opposed on the grounds of their supposed economic inefficiency, rather than on human-
rights or other progressive principles, remains (highly) debatable.
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businessmen (sic), the kind with starched shirts and lodge pins in their lapels. You can bypass
all that and go straight to the new economy, where the future is happening now. You can draw
in Mr. Florida’s creative-class capitalists — ponytails, jeans, rock music and all — by liberal,
big-government means: diversity celebrations, ‘progressive’ social legislation and government
spending on cultural amenities. Put another way, Mr. Florida’s ideas are breathing new life
into an old argument: that taxes, incentives and business-friendly policies are less important
in attracting jobs than social legislation and government-provided amenities . . . Not only does
he believe that marginal attractions like an idiosyncratic arts scene can build economic power,
but he thinks that government officials and policy makers like himself can figure out how to
produce those things artificially . . . Concerned with inessentials, cities under Mr. Florida’s
thrall can easily overlook what residents really want (Malanga, 2004: 40, 45).

Writing in the New Democrats’ Blueprint magazine, Kotkin and Siegel (2004: 16) also
take issue with both the analysis and the policy prescription in what they dismissively
characterize as a ‘creativity craze’. Like Malanga, they contend that in the aftermath of
the dot.com bubble, growth has been shifting to ‘less fashionable but more livable
locales’ like Riverside, CA and Rockland County, NY. Such ‘family-values’ places are
the locus points for a still-suburbanizing economy, Kotkin (2003: 34, 33) argues,
dominated as they are by far-from-trendy characteristics like ‘single-family homes,
churches, satellite dishes, and malls’, all of which are held to add up to the kind of
‘cultures attractive to ordinary families’. The deliberately marked contrast here is to
Florida’s favored population of ‘homosexuals, sophistos, and trendoids’. After all, if the
geography of economic growth does not align with the spatial distribution of this
population, then the basis of Florida’s argument — which rests on correlation rather
than causality — is undermined.

The Rise of the Creative Class has also attracted criticism for its relative neglect of
issues of intraurban inequality and working poverty. A swelling contingent economy of
underlaborers may, in fact, be a necessary side-effect of the creatives’ lust for self-
validation, 24/7 engagement, and designer coffee. Baris (2003: 44) observes that the
‘overall tone [of the book] is unequivocally celebratory’, the possibility that there might
be serious downsides to unrestrained workforce and lifestyle flexibilization strategies
warranting no more than a passing — if moralizing — mention. The Rise of the Creative
Class both glorifies and naturalizes the contracted-out, ‘free-agent’ economy,
discursively validating the liberties it generates, and the lifestyles it facilitates, for the
favored class of creatives. Florida is inclined to revel in the juvenile freedoms of the
idealized no-collar workplaces in this flexibilizing economy,15 while paying practically
no attention to the divisions of labor within which such employment practices are
embedded. There is little regard for those who are on the thin end of Florida’s ‘thick
labor markets’, beyond the forlorn hope that, one day, they too might be lifted —
presumably acts of sheer creative will — into the new overclass.16 There is certainly no

15 ‘Pittsburgh and Detroit were still trapped in that Protestant-ethic/bohemian-ethic split, where people
were saying, "You can’t have fun!" or "What do you mean play in a rock band? Cut your hair and
go to work, son. That’s what’s important". Well, Austin was saying, "No, no, no, you’re a creative.
You want to play in a rock band at night and do semiconductor work in the day? C’mon! And if you
want to come in at 10 the next morning and you’re a little hung over or you’re smoking dope, that’s
cool"’ (quoted in Dreher, 2002: 6).

16 Baris (2003: 44) notes that Florida’s assessment of labor-market flexibility is positive and one-sided
— his argument focusing narrowly on the consequences for creativity, business efficiency and middle-
class consumption — while there is scant regard for those ‘unwilling "free agents" — temps and day
laborers, who are forced into flexible work patterns’. In fact, when Florida visited Tampa Bay — which
has the dubious distinction of being the most ‘temped’ urban labor market in the United States
(Theodore and Peck, 2002) — he was ‘schmoozed at a private gathering . . . at the headquarters of
the Tampa staffing company Kforce Inc’ (Trigaux, 2003: 2E). Always keen to associate itself with
positive messages concerning labor-market contingency, the temporary staffing industry would later
anoint Florida ‘one of our patron saints’ (Grantham and Ware, 2004).
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need for unions or large-scale government programs, creativity-stifling institutions that
these are held to be, since Florida’s vision of a creative meritocracy is essentially a
libertarian one (Maliszewski, 2004).

Rather evasively, the creativity credo holds that everyone is — at least potentially
— creative, that ‘[t]apping and stoking the creative furnace inside every human
being is the great challenge of our time’ (Florida, 2005a: 4; see also Shaw, 2003). If
only a way could be found, Florida (2005a: 5) muses, to pull the two-thirds of
society currently stranded in ‘deadening’ jobs within the working and service classes
into the creative economy, then all might share the fruits of the creative Eden. This,
in effect, is a curious form of class analysis, in which there are no meaningfully
enduring class divisions. Leaving unanswered, then, the nagging question of who
will launder the shirts in this creative paradise, Florida exhorts his fellow creatives
to show others the path — indeed portraying this as a moral duty. Ultimately,
however, the solution seems to be that the working and service classes need to find
a way to pull themselves up by their creative bootstraps. So while all people are
creative, some are evidently more creative than others, and there are some that
simply ‘don’t get it’.

Creative individuals, in other words, are the drivers, the lumpen two-thirds are
merely passengers; the Creative Class generates growth, the rest live off the spoils. In
his interview with Salon, Florida insists that his ‘supercreative core’ of scientists,
artists and techies ‘is really the driving force in economic growth’, just as it has
become evident that ‘[w]hat drives a city . . . are good places to live, great
neighborhoods, great cafes, night life, places to have fun’; and then comes the moral
imperative:

We have to take responsibility for the society we’re driving. If not, the social and political
consequences are dire. The creative class has to look beyond itself and offer members of
society a vision in which all can participate and benefit from (sic). That’s the challenge of our
age (quoted in Dreher, 2002: 8).

The frequent resort to such driving metaphors in The Rise of the Creative Class not
only sends strong signals about who is in the driving seat and the direction of the
traffic, at a more implicit level it also suggests causality. So, growth derives from
creativity and therefore it is creatives that make growth; growth can only occur if
the creatives come, and the creatives will only come if they get what they want;
what the creatives want is tolerance and openness, and if they find it, they will
come; and if they come, growth will follow. The causal mechanisms themselves,
however, are not specified (Marcuse, 2003). Instead, Florida’s arguments are largely
fashioned on the basis of some suggestive correlations, for example between gays
and technology-intensive growth, whereas in the text, ‘the arguments for [the]
connection’ between various stand-in measures of cultural openness and ‘the actual
processes of regional economic development are virtually nonexistent’ (Sawicki,
2003: 90).

Florida has responded to his critics in a number of ways. Some he has dismissed
as ‘squelchers [who] divert human creative energy by posing road blocks and saying
“no” to new ideas’ (2004b: ii), offering offhanded and selective responses, in some
cases without even taking the trouble to cite his interlocutors (see Florida, 2005a: 20–
5). When challenged on his rankings, Florida has responded by effortlessly
requantifying urban economic performance in various ways, thereby restoring the
chosen creative cities to the top positions. The clear implication from Florida’s
responses to the ‘squelchers’ is that his critics on the right are afflicted by tunnel
vision, tinged with social nostalgia, while those on the left seek to restore a lost era,
their affliction being economic nostalgia: ‘if social conservatives can’t turn back the
moral clock to a time when every family resembled the Cleavers, neither can the left
magically restore a time when forty or fifty percent of the workforce toiled in blue-
collar factory jobs’, the get-with-the-program conclusion being that: ‘The creative
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economy is not going away’ (Florida, 2004b: vi).17 Or, as the events page on the
Creative Class web site pompously puts it, quoting Victor Hugo, ‘You can resist an
invading army, but you cannot resist an idea whose time has come’.18

As for the argument that creativity and inequality may be mutually dependent, Florida
increasingly portrays such negative externalities as a pressing analytical, political, and
indeed moral challenge for the Creative Class, not least since his own subsequent
researches have confirmed the connection between creativity and polarization (Catalytix
and Richard Florida Creativity Group, 2003b), a link that only had the status of a passing
observation in The Rise of the Creative Class. Having recognized that the creative haves
do rely upon, as well as preferring occasionally to mingle with, the creative have-nots,
and that this ‘massive functional division of human labor produces the bulk of our
income divide [and also] threatens our national competitiveness’ (Florida, 2003c: 30),
Florida is left with little, however, but a series of ‘open questions’. Having lauded the
creative overclass for its achievements, having accounted for its privileged position as
the consequence of intrinsic talent, and having made the case for increased public
subsidy for this elite group, Florida’s own arguments reduce the uncreative two-thirds
to an afterthought, defined largely in terms of its creative deficits. While some members
of this majority underclass appear in Florida’s account — usually waiting tables or
cutting hair — most are absent. In terms of economic growth and development, those
who are not dependent on the creative class seem to be little more than deadweight. But
if only in response to the looming threat of ‘social unrest’ (Florida, 2005b: 246), or to
realize this untapped reservoir of potential creativity, something must be done.

The Creative Class, having become a uniquely restless factor of production, motivated
by extrinsic rewards and the ‘pursuit of happiness’, is apparently sorting itself into like-
minded enclaves (see Bishop and Florida, 2003),19 with little concern for the wider social
consequences, maybe little concern for wider society. The creative capitals are actually
more unequal than the rest of the United States, an uncomfortable fact that had
previously only been acknowledged in terms of soft-focus recognition of urban
‘diversity’. If the pop sociologies of the Creative Class are to be trusted, then openness
to cultural diversity may indeed be more of a lifestyle choice than a political trait, which
might explain why it can coexist with apparent indifference to social inequality.
Creatives, fellow traveler Charles Shaw (2003: 5, 7) writes, seem to have little interest
in public-sector jobs, neither are they ‘big on Solidarity’; they ‘don’t care much for news
or politics, and hold a special contempt for things that they are not directly involved in’.
Asking creatives to pay higher taxes is bound to be a ‘tough sell’, Florida (2003c: 31)
warns, because ‘[h]igh-end creative workers, who often send their kids to private or elite
public schools, may have to be persuaded to pay higher taxes for educating children
other than their own’. The challenge is to persuade this group of precocious
individualists that they should become less self-absorbed and self-oriented, though the
main lever that Florida and his followers have is moral exhortation. This may fall on
deaf ears, however. As Shaw (2003: 6) observes, the politics of the creative class stem
from their self-image as an unruly tribe of independent consultants — ‘the élan vital of
the Creative Class is “take me as I am and facilitate the use of my unique skills, but

17 ‘If you look at the critics of my work, look at where they come from, they come from the socially
conservative right and they come from the far left . . . I can show you two quotes, one coming from
the Democratic Leadership Council’s Blueprint magazine and the other coming from the
(conservative Manhattan Institute’s) City Journal. Both critiques are political. And both critiques are
essentially saying, "Don’t let the genie out of the bottle. Don’t let these creative people get their
way. Let’s control, control, control. Let’s squelch"’ (quoted in Steigerwald, 2004: 3). The task of
‘building a . . . prosperous, creative society’, Florida (2005b: 245) implausibly counters, is a
‘nonpartisan, nonideological issue’.

18 www.creativeclass.org/events.shtml, accessed 24 January 2005.
19 These ‘social congealing’ processes are contributing to, if not ‘driving’ the polarizing political

geography of the US, since mobile individuals are held to be increasingly moving to cities for cultural
reasons, to be amongst their own, rather than merely following jobs (Bishop and Florida, 2003: B5).



Struggling with the creative class 759

International Journal of Urban and Regional Research © 2005 The Author.
Journal Compilation © 2005 Joint Editors and Blackwell Publishing Ltd.

don’t expect me to buy into some corporate culture that requires me to change who I
am” ’.

Earnest attempts to graft social inclusion and antipoverty objectives onto the basic
creative-cities script — which are clearly evident in the Canadian and British debates,
for example (see Cannon et al., 2003; Bradford, 2004b), pay insufficient attention to the
script’s predication on, and infusion with, the realpolitik of urban inequality. The less
creative underclasses have only bit parts in this script. Their role is secondary and
contingent, in economic terms, to the driving and determinant acts of creativity. Their
needs and aspirations are implicitly portrayed as wrongheaded and anachronistic, their
only salvation being to get more creative. And the libertarian politics that envelops the
creativity thesis, in as far as it concerns itself with the underclasses at all — for the most
part, these are portrayed as servants of the creative class, or the stranded inhabitants of
‘hopeless’ cities — peddles only voluntaristic and usually moralizing solutions. This,
in effect, is a recipe for creative (market) distribution, not social redistribution, one that
is entirely compatible with a low-tax, market-oriented polity. For example, Dublin is
praised for offering ‘tax breaks to culturally creative people’, like the members of U2,
Liam Neeson and Andrew Lloyd Webber (Florida, 2002: 301).

Skeptical of big government solutions, Florida instead advocates a form of creative
trickle-down, with the lumpen classes of noncreatives eventually learning what the
overclass has already figured out, that ‘there is no corporation or other large institution
that will take care of us — that we are truly on our own’ (2002: 115). This is familiar
neoliberal snake-oil, of course — insecurity as the new freedom.20 So, it is supposedly
reassuring news that waves of layoffs in the millennial slowdown of the US economy
produced ‘no picket signs, no demonstrations, not a peep from the politicians’, because
this reveals the essential truth that the now-dominant class of creatives are at one with
the flexibilized labor market — ‘we simply accept it as the way things are and go about
our busy lives’ (2002: 115). Once contingent workers and the laboring poor come fully
to share this revelation, throwing off their entitlement mindset, then they too may be
able to join the creative class. Florida (2003c: 28–9) concedes that while a ‘living wage
is still essential’, what the poor really want to is not so much a ‘chance to get rich’, but
an opportunity to ‘reap intrinsic rewards from [their] work’, just like the creatives. As
he explains of his politics:

Where I share common ground with some Republicans and libertarians, is that I think that
old-style government programs have become a huge impediment to leveraging the creative
age and allowing it to emerge. That said, I think there is still a role for government to set up
the parameters in which market-based actions take place . . . If you asked me what the
problems of our current structure are, I’d say it is oriented toward large-scale political
institutions and large companies when it should be oriented to entrepreneurial efforts, small
firms and to people’s energy. We have to move away from large-scale government programs
to community-oriented efforts (quoted in Steigerwald, 2004: 2).

While Florida implores his fellow creatives to ‘grow up’ (2002: 315), his critics bristle
at how the discourse of creativity simply sidesteps many of the concerns of grown-up
politics, intractable challenges and distributional questions. From the right, Malanga
(2004: 40) characterizes this form of liberal hedonism as ‘the equivalent of an eat-all-
you-want-and-still-lose-weight-diet’, which evades what he sees as the most pressing
imperative of cutting taxes and downsizing government. Addressing an audience of New
Democrats, Kotkin and Siegel (2004: 17) reveal a lot about where the center of gravity
now lies in the American political conversation when they complain that the Memphis
Manifesto is ‘an urban strategy for a frictionless universe. There is no mention of
government or politics or interest groups. There is no recognition of the problems
produced by outmoded regulations, runaway public spending, or high taxes’. Yet this

20 ‘The old employment contract was group oriented and emphasized job security. The new one is
tailored to the needs and desires of the individual’ (Florida, 2002: 135).
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neoliberalized urban environment is, in fact, the backdrop for Florida’s performance.
His plea is really for a new kind of urban liberalism, framed in this restructured context,
and some of the reactions to his work say as much about this context as they do about
the thesis itself.

Florida’s quite appropriate and entirely understandable skepticism about the value of
old-school urban-economic development — based on business subsidies, convention
centers, sports stadia and shopping malls — has produced an orthodox cultural recoil
in the form of a rejection of his brand of hipster elitism: affordable and safe suburban
lives, his critics respond, is what the middle classes really want (Kotkin, 2003; Malanga,
2004). And Florida’s relatively modest proposals for fostering creative ecosystems —
things like small-scale arts subsidies, support for grassroots cultural activities;
communitarian creativity strategies, if you like — are derided by fiscal conservatives of
the center-left as well as the right. Amongst Republicans, they are hysterically portrayed
as a ‘kind of aggressive, government-directed economic development (albeit with a New
Age spin)’ (Malanga, 2004: 45). This exaggerated response also has its echoes on the
center-left, where Florida has been accused of offering the false promise of a way around
those urban roadblocks that ostensibly really deter business — ‘schools that fail to
improve, despite continuous infusions of money; contentious zoning and regulatory
policies; and politically hyperactive public-sector unions and hectoring interest groups
that make investment in cities something most entrepreneurs studiously avoid’ (Kotkin
and Siegel, 2004: 16).

(Over)reactions like these allow Florida to position himself outside the neoliberal
mainstream and above the political fray, but they belie the fact that the creative credo
is only modestly disruptive of neoliberal models of development. Self-described as
fiscally conservative and socially liberal (see Steigerwald, 2004), Florida’s proposals
ultimately amount to a plea for grassroots agency with a communitarian conscience
amongst a privileged class of creatives, lubricated by modest public-sector support for
culturally appropriate forms of gentrification and consumption. There is no challenge
to the extant ‘order’ of market-oriented flexibility (see DeFazio, 2002; Lehmann, 2003);
indeed, this environment is presented as the natural habitat of the Creative Class. Florida
is not asking for a blank check  for  new  government  programs,  for  major  concessions
to  be  made  to  the  noncreative  underclasses,  nor  even  for  regulatory  transformation.
His calls for creative empowerment can be met in relatively painless ways — by
manipulating street-level façades, while gently lubricating the gentrification processes.
This, critics justly complain, is cappuccino urban politics, with plenty of froth.

In this sense, Florida’s ideas may have traveled so far, not because they are
revolutionary, but because they are so modest. Kotkin and Siegel (2004: 17) recognize
this in a curious way when they state that, ‘mayors, city councils, and urban development
officials seem ready to embrace any notion of reform that holds out hope without
offending entrenched constituencies that resist real reform’. While Kotkin and Siegel’s
version of ‘entrenched constituencies’ evidently does not extend far beyond public-
sector unions, big bureaucracies, and social-advocacy groups, the shared enemies of
most neoliberals and many third-wayers, the rather more deeply entrenched
constituencies of the business community and mainstream city politicians are in practice
no less positively inclined towards this low-cost, market-friendly urban placebo. Surely,
Florida’s notions would not be ‘sweeping urban America’ (Malanga, 2004: 36) if they
fundamentally ran counter to these latter interests? In truth, establishment constituencies
have little to fear from conspicuous urban consumption, key-worker attraction strategies,
and  gentrification-with-public-art.  For  the  average  mayor,  there  are  few  downsides
to making the city safe  for  the  creative  class  —  a  creativity  strategy  can  quite  easily
be bolted on to business-as-usual urban-development policies. Why not, as Mayor
Bloomberg of New York has asked, have artists step up to the tasks of transforming
‘communities that are down on their heels’ (quoted in Next American City, 2004: 20),
rather than bother elected officials with this niggling and somewhat intractable task?
Where is the harm in Cincinnati’s creativity strategy, which espouses self-organization
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and self-help amongst the nascent creative community, assisted only by a low-cost
rebranding strategy and modest efforts — like putting together nightlife guides and
‘help[ing] young creatives who want to try adventurous food experiences’ (Cincinnati
Tomorrow, 2003: 39)? The reality is that city leaders from San Diego to Baltimore, from
Toronto to Albuquerque, are embracing creativity strategies not as alternatives to extant
market-, consumption- and property-led development strategies, but as low-cost, feel-
good complements to them. Creativity plans do not disrupt these established approaches
to urban entrepreneurialism and consumption-oriented place promotion, they extend
them. Florida (2004b: ii, v) perhaps implicitly concedes as much when pointing out, in
response to his critics’ axe-grinding attacks, that he works with ‘civic leaders from both
sides of the aisle on economic development issues’, disarmingly observing that
‘[w]hatever pundits might say about our findings, business and civic leadership in city
after city has taken them to heart’.

Fast urban policy
More than fifteen years ago, David Harvey (1989) called attention to the rise of
‘entrepreneurial’ urban strategies, pointing to emergent features of the city-political
terrain that have since been, to all intents and purposes, normalized. Describing the
responses of deindustrializing cities in the 1980s, where the accelerating retreat of the
Fordist economy was compounded by diminished urban fiscal capacity and a political
turn against redistributive spending and social programming, Harvey portrayed the rise
of interurban competition as a disciplining and coercive force. Confronted by an
extremely limited repertoire of politically feasible options, cities threw themselves into
a series of zero-sum competitions for mobile public and private investments, thereby
inadvertently facilitating (indeed subsidizing) the very forms of capital circulation and
revenue competition that were major sources of the problem in the first place. In this
climate of beggar-thy-neighbor competition, cities turned to a restrictive suite of supply-
side and promotional strategies, which were serially reproduced and emulated in the
scramble for mobile investment, jobs and discretionary spending. None of this, of
course, increased the aggregate amount of available investment, though it certainly
contributed to its increasing rate of circulation.

Recall, though, that the 1980s imperative was not only to attract jobs and mobile
corporations, both of which were in short supply, but to reposition cities within the
spatial division of consumption. ‘Above all’, Harvey (1989: 9) explained, ‘the city has
to appear as an innovative, exciting, creative and safe place to live or visit, to play and
consume in’, as festivals, spectacle and display, cultural events and the arts were
increasingly appropriated as ‘symbols of [a] dynamic community’. Symptoms of this
intensification of urban competition included the overproduction of certain urban forms,
resulting in their simultaneous devaluation and — hamster-wheel style — even more
aggressive, anxious and ultimately futile competitive behavior. In terms of the built form
of cities, these moves were associated with the abandonment of comprehensive planning
in favor of the selective and piecemeal development of ‘urban fragments’, particularly
those with some kind of market potential, usually with the aid of gentrification and
image makeovers:

[The] urban terrain is opened for display, fashion, and the ‘presentation of self’ in a
surrounding of spectacle and play. If everyone, from punks to rap artists to the ‘yuppies’ and
the haute bourgeoisie can participate in the production of an urban image through their
production of social space, then all can at least feel some sense of belonging to that place
(Harvey, 1989: 14).

From these inauspicious origins, it is but a short hop to one of Florida’s creative
epicenters, where members of the Creative Class today indulge their ‘passionate quest
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for experience’ and expressive consumption amid the throb of ‘indigenous street-level
culture — a teeming blend of cafes, sidewalk musicians, and small galleries and bistros,
where it is hard to draw the line between participant and observer, or between creativity
and its creators’ (Florida, 2002: 166). This is not simply a matter of learning to live with
gentrifying cities, not even merely to accommodate the process; it is to go several steps
further, in asserting the ostensibly productive nature of creative gentrification within
what Florida calls the ‘Eminem economy’. Rapping, he discloses, is a creative act, and
while it might be unwise to suggest that large numbers of young people can realistically
make a living from rapping, ‘conceptually, it’s in the right ballpark’, since the challenges
of tapping talent are a ‘pretty good starting point for a serious debate on how to keep
our economy healthy’ (Florida, 2003c: 29).21 Florida’s idea of the ‘New Deal for the
creative age’ turns out to be a pious call for ‘investment’ in the creativity of all, not just
the high-tech entrepreneur, but the would-be hip-hop poet from a disadvantaged
neighborhood. This philosophy has been compared less than favorably with the previous
New Deal, in which ‘society’s challenge was to improve the lives of everyone in that
disadvantaged neighborhood, not to seek out one individual and tap him (sic) with an
entrepreneurial wand, making him briefly and unimaginably rich’ (Maliszewski, 2004:
78–9).

The ethos of the Creative Age, however, is an anti-entitlement one; it is about
nurturing and rewarding creativity, not compensating the creative have-nots. The hard
news for civic leaders is that while they can, and must, do whatever is in their power to
cultivate creativity, there is no way of knowing where the creative sparks will ignite. As
Florida counsels: ‘We cannot know in advance who the next Andy Warhol, Billie
Holiday, Paul Allen, or Jimi Hendrix will be, or where he or she will come from’ (2005a:
5); yet it would appear to be a racing certainty that these as-yet unborn supercreatives
will want to live in Austin, TX, or somewhere very much like it. And they will likely
ride into town by mountain bike. The duty of civic leaders, in the meantime, is to make
sure that a network of bike paths connects the funky neighborhoods and authentic
entertainment districts, so that the creatives will feel ‘welcomed’. This is another variant
of the Papua New Guinean cargo cults, in which airstrips were laid out in the jungle in
the forlorn hope of luring a passing aircraft to earth.

The creative cargo cults of today are consequently little more than retreads of some
very familiar local strategies. Urban creativity strategies facilitate and extend the ‘third
generation’ forms of gentrification, in which the (local) state assumes an increasingly
active role in ‘[r]etaking the city for the middle classes’ (Smith, 2002: 443). Discourses
of  creative  competition,  moreover,  serve  to  enroll  cities  in  more  far-reaching  forms
of  cultural  commodification  and  artistically  inflected  place  promotion,  targeted  at  a
new audience. Pioneers of some of the early rounds of urban entrepreneurialism, like
Baltimore, quickly discovered that the allure of ‘innovations’ like waterfront
redevelopment schemes and tourist-retail complexes can quickly fade (see Levine, 1987;
Harvey, 1989). The leapfrogging logic of these investments meant that cities could never
stand still, but always had to be on the lookout for the next big thing. No surprise, then,
that we should find the City of Baltimore unveiling its own strategy for the Florida Age,
rather-less-than-creatively entitled Creative Baltimore. In Baltimore, where civic leaders
joke that they ‘should be so lucky to have [the] problem’ of gentrification,22 the scope
for actually delivering on creativity-led urban regeneration may be limited, but the costs
of trying are not especially high. Mayor O’Malley, doing his part by fronting a Celtic
rock band in his spare evenings, clearly has his work cut out — amongst other things,
trying to reduce the murder rate, while dealing with a locally racialized AIDS epidemic

21 Bordering on self-parody, a hip-hop tribute to Florida is featured on the Creative Class web site: ‘The
Rise of the Creative Class/Thirty eight million and growing fast/Building community and having a
blast/When it comes to money rollin’ in cash . . .’ (quoted in Gibson and Klocker, 2004: 430).

22 Tom Wilcox, President of the Baltimore Community Foundation, quoted in Next American City (2004:
21).
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— but even in the face of a protracted budget crisis, he has found some additional
funding  for  a  creativity  strategy.  The  Mayor’s  Plan  involves  the  creative  retasking
of a long list of existing programs (City of Baltimore, 2004a), complemented with a
rather shorter set of ‘new ideas’, including, in addition to the mandatory bike
paths . . . establishing a mentoring scheme for creative wannabes; extending liquor
licensing hours to 4am; ridding Howard Park of its drug dealers and vagrants, so that it
might be made safe for dog-walkers; creating a street performers program; converting
unused industrial buildings to art studios and live-work spaces; setting up a city-wide
music festival and arts parade; memorializing creative locals like Frank Zappa and Billie
Holiday; initiating a duckpin bowling tournament, in which the Mayor’s team would
take on challengers from the business and cultural communities; welcoming newcomers
to the city with a ‘fun networking event’, including three minutes face time with the
Mayor himself; placing chess tables outside City Hall; promoting offbeat and eccentric
events that are unique to Baltimore, including the American Dime Museum, John Waters
and Edgar Allan Poe, and the Night of 100 Elvises; developing ‘stick around stipends’
for creatively inclined college students; overcoming residual ‘squeamishness’, which
apparently stretches to ‘covert bigotry’ in some quarters, around the idea of a strategy
for attracting gays, not least because ‘Florida makes no bones about [this]’ in his advice
to the Mayor (City of Baltimore, 2004b). Just in case creatives might inadvertently stray
into the wrong neighborhoods, possibly encountering the wrong kind of buzz, the
Baltimore plan also proposes an arts shuttle service for secure transit between cultural
attractions. For his part, Mayor O’Malley seems to have completely absorbed the
creative-cities script:

Economist Richard Florida, author of The rise of the creative class, joined us at our arts town
hall this year. His major thesis is that our country’s economy is now fueled by the growing
creative class, a diverse and expanding class of Americans whose economic and social lives
are organized not by employers but by place, by cities . . . Cities that are diverse, cities that
nurture creativity, cities that are culturally alive, and cities that preserve their history are cities
that thrive — because they create a better quality of life . . . they create new businesses . . . they
create living neighborhoods, they retain and they attract members of this growing creative
class . . . We make our city welcoming, not with stadiums or by subsidizing corporate
relocations from other cities, but by having great parks, and walkable neighborhoods, and
authentic buildings, and galleries and music clubs, and restaurants and shops, and by
respecting, indeed, treasuring diversity.23

Creativity strategies, even as they have promptly become clichés in their own right, are
in many ways tragically appropriate for late-entrepreneurial cities like Baltimore, the
cities that have already tried practically everything, including, of course, building
stadiums and offering corporate inducements. Today, hopes are pinned on ‘an
increasingly standardized narrative of “creativity-led urban economic development” ’
(Gibson and Klocker, 2004: 431), one which nevertheless reorganizes the stakes, sites
and scales of urban competition — around creative individuals and their favored
neighborhood habitats.

Rather than ‘civilizing’ urban economic development by ‘bringing in culture’,
creativity strategies do the opposite: they commodify the arts and cultural resources,
even social tolerance itself, suturing them as putative economic assets to evolving
regimes of urban competition. They enlist to this redoubled competitive effort some of
the few remaining pools of untapped resources; they enroll previously-marginalized
actors for this effort, enabling the formation of new governance structures and local
political channels; they constitute new objects of governance and new stakes in
interurban competition; and they enable the script of urban competivity to be performed
— quite literally — in novel and often eye-catching ways. And they do all of this within

23 Mayor Martin O’Malley, State of the city address, Baltimore, MD, 2 February 2004
(www.baltimorecity.gov/mayor/speeches/sp040202.html, accessed 6 January 2005).
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the framework of an inherited complex of new urban ‘realities’, that variously
contextualize, channel and constrain ‘creative’ urban politics — including the material
and social artifacts of gentrification, as a definitionally uneven process of financial and
symbolic valorization; a proclivity for ‘soft’, pliable and task-oriented modes of urban
governance, organized around short-term, concrete projects (like funding competitions
or development schemes), rather than progressive and programmatic goals (such as
poverty alleviation or environmental sustainability); and a substantially neoliberalized
urban policy environment, within which a range of competitive and market-oriented
metrics, techniques and rule regimes are displacing urban-Keynesian systems, like
comprehensive planning, bureaucratic delivery, needs-based approaches, and
progressive socio-spatial redistribution. In the short run at least, the discursively
privileged actors on this stage are not the (distracted and self-absorbed) members of the
Creative Class itself, since these are the ones who must be catered to, but those ‘regional
leaders’ with the vision and the will to adopt ‘aggressive measures’ (Florida, 2005a:
151–2).

Creative-city strategies are predicated on, and designed for, this neoliberalized terrain.
Repackaging urban cultural artifacts as competitive assets, they value them (literally)
not for their own sake, but in terms of their (supposed) economic utility. In order to be
enacted, they presume and work with gentrification, conceived as a positive urban
process, while making a virtue of selective and variable outcomes, unique neighborhood
by unique neighborhood. And with almost breathtaking circularity, it is now being
proposed that these gentrification-friendly strategies should be evaluated, not according
to hackneyed metrics like job creation or poverty alleviation, but according to more
relevant measures like . . . increased house prices! So Robert Sirota, an advocate of the
Creative Baltimore plan, enthuses that many of the city’s newly constructed downtown
housing units ‘are leasing for higher than anticipated rents to what we might call
Creative Class types’ (quoted in Next American City, 2004: 20), while Florida himself
muses that there may be a need to develop alternative measures of economic growth,
like ‘house prices [since these] indicate how the market views the “attractiveness” of
various places — the real demand for place, if you will’ (2004a: 5, original emphasis).
As if this were not circular enough, it is increasingly common for cities to evaluate the
effectiveness of their creativity strategies according to their shifting position in Florida’s
league tables (Duxbury, 2004).

Both the script and the nascent practices of urban creativity are peculiarly well suited
to entrepreneurialized and neoliberalized urban landscapes. They provide a means to
intensify and publicly subsidize urban consumption systems for a circulating class of
gentrifiers, whose lack of commitment to place and whose weak community ties are
perversely celebrated. In an echo of the Creative Class’s reportedly urgent need to
‘validate’ their identities and lifestyles, this amounts to a process of public validation
for favored forms of consumption and for a privileged class of consumers. In fact,
indulging selective forms of elite consumption and social interaction is elevated to the
status of a public-policy objective in the creative-cities script. ‘The challenge before us’,
Cincinnati Tomorrow (2003: 15) for example intones, ‘is to help young creatives develop
ties with each other and connect with the events, places, and experiences they crave’.

Moreover, and no less significantly, the notion of creative cities extends to the urban
domain the principles and practices of creative, flexible autonomy that were so
powerfully articulated in the libertarian business ideologies of the 1990s (see Frank,
2000; Thrift, 2001), for all the knowing distinctions that creativity advocates ritually
draw with their new-economy forebears. As Lehmann (2004; 163–4) notes, ‘the core
values that Florida charts as the key to the “creative ethos” — individuality, meritocracy,
diversity, and openness — are all by now slogans of first resort for the same corporate
economy that [he] claims is being displaced by high-tech innovators in no-collar
workplaces and edgy neighborhoods’. Discourses of urban creativity seek to normalize
flexible labor-market conditions, lionizing a class of workers that can not only cope
with, but positively revel in, this environment of persistent insecurity and intense,
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atomized competition, just as they enforce modes of creative governmentality based on
‘compulsory individualism, compulsory “innovation”, compulsory performativity and
productiveness, compulsory valorization of the putatively new’ (Osborne, 2003: 507).
This is achieved, in part, by the suggestive mobilization of creativity as a distinctly
positive, nebulous-yet-attractive, apple-pie-like phenomenon: like its stepcousin
flexibility, creativity preemptively disarms critics and opponents, whose resistance
implicitly mobilizes creativity’s antonymic others — rigidity, philistinism, narrow
mindedness, intolerance, insensitivity, conservativism, not getting it.

The urban creativity script also enables a subtle reworking of the scalar politics of
the post-Keynesian era. Reflecting on the way in which Florida’s work is being read by
city leaders, it would seem that there is a predisposition to accept the most controversial
steps in his thesis — that creativity is the root cause of growth, and this is borne by a
mobile class of elite workers — in order to jump to the chase on the question of how
to lure the creatives to town. The cities that grow will be those with cool people in them,
and cool people will only go to cool cities. But ‘what makes a city cool?’ Michigan
Governor Granholm rhetorically asks, ‘We understood that the best place to look for the
answer to this question was at the local level’ (quoted in Michigan, 2003: 3). Uncool
cities, it seems, have no-one to blame but themselves, while creative places stand to be
rewarded both with economic growth and targeted public spending. Thus, the creativity
script works seamlessly with the new urban realpolitik, neoliberal-style. Apparently
operating on the presumption of a distant, dysfunctional, largely irrelevant, if not
terminally hollowed-out national state, creativity discourses privilege the local and
bodily scales as the locations both of determinate processes and meaningful social
action. Florida insists that creative ‘environments cannot be planned from above’
(2004b: iii), just as he endows cities with significant degrees of agency: So Austin was
not merely fortunate or well placed, according to Florida’s account, its civic leaders
‘really hustled’, reportedly declaring that, ‘We’re going to make Austin really unique’
(quoted in Dreher, 2002: 6; Gertner, 2004: 90). Meanwhile, the problem with
‘institutionally sclerotic’ cities that have not participated in the creativity explosion, like
Detroit and Pittsburgh, is that they still ‘just don’t get it’, or, worse still, ‘they don’t
want to change’ (quoted in Dreher, 2002: 6). In this respect, the creative-cities script is
a mobilizing discourse: it spells out the nature of the challenge and the necessity for
action, framed as a historic imperative; then it outlines a simple urban formula for
creative turnaround, sternly warning that civic leaders had better take heed, or else. And
increasingly, the threat is a global one: the competition for talented workers is no longer
simply a domestic one, the next threat on the horizon is an international ‘flight of the
creative class’ (Florida, 2005b). As Florida informed the readers of Money magazine,
the talent war is globalizing and cities in Australia, Canada, Ireland, New Zealand and
Sweden will increasingly be the ones to watch:

[A] new global order will not pit Boston against Austin for jobs, but Boston against Dublin.
‘I believe the US has the most amazing transformative capacity’, [Florida] says, and also that
we’re still the leading country. But those places are beginning to become more open. They are
beginning to see that our strength in the US has not been our market size, nor our own intrinsic
genius, but that we’ve been open. We’ve always been the place that has attracted the tired,
hungry and incredibly energetic. And I think these other countries are increasingly pursuing
that (Gertner, 2004: 92).

The insidious ‘scalar narrative’ (Swyngedouw, 1997) of creativity has it that the bodies
— or perhaps more accurately, the souls — of creative individuals have become the
preeminent carriers of economic-development potential, so the pursuit of economic
growth becomes neatly synonymous with the publicly funded seduction of the Creative
Class. This is a uniquely mobile factor of production, a supply-side counterpart to the
footloose corporation, whose locational reach is wide and therefore whose locational
preferences must be accommodated. If the business-oriented strategies of yore involved
building industrial parks and subsidizing corporate activities, this new variant of the
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supply-side catechism has it that creatives will only come to cities that buzz. A premium
is therefore placed on the capacity of cities to make their authentic, funky neighborhoods
welcoming to monied incomers, whose inherent precociousness must be rewarded with
additional gifts like bike paths and street-level entertainment, while the task of the
residualized public sector is underwriting and subsidizing these developments with what
tax dollars it has left. Florida does not pull his punches when advising city leaders:
‘[Y]ou need to have [these amenities] because if you don’t have them, then people won’t
come to your city’, since the question that creatives are asking, itinerant hedonists that
they are, is: ‘What kind of location offers me the full bundle of lifestyle choices with
the diversity of amenities and options that I desire?’ (quoted in Dreher, 2002: 4, 5).

Discursively subjected, in this way, to the soft discipline of creative-capital mobility,
cities must quickly figure out how to act. Fortunately, help is on hand, since there is
now a well-publicized and purposefully circulated repertoire of strategies that (may)
work. Florida’s has been but the most conspicuous contribution to this burgeoning
business of manualizing local creativity strategies (see Kotkin and Devol, 2000; Landry,
2000; Partners for Livable Communities, 2001; Duxbury, 2004). The snake oil cannot
be guaranteed, of course, because the finicky creatives may decide to stay on in Austin.
But the allure of Dr Florida’s prescription has been sufficient to secure robust domestic
sales, and a growing international market. The sobering evidence of this lies in the sheer
number of cities that have willingly entrained themselves to his course of treatment, not
to mention the unmistakable zeal of its many converts. Particularly high doses of the
urban-creativity medicine must be administered if the patient has been suffering from
(institutional) sclerosis, or if earlier courses of (entrepreneurial) treatment have failed.
Even so, some (probably delusional) patients in rustbelt regions may develop the feeling
that they have been slipped another placebo. In a rare moment of reflection, Florida has
pondered whether he may have ‘inadvertently glorified’ some creative urban strategies,
which may not even be sustainable in their places of origin (quoted in Gertner, 2004:
90). Meanwhile, the contagion of urban creativity strategies continues to spread, to
Europe and beyond (see National Economics, 2002; Bradford, 2004a, 2004b; Florida
and Tinagli, 2004; cf. Gibson and Klocker, 2004). Audaciously upscaling his argument,
Florida (2005b: 3) has recently asserted that ‘the new global competition for
talent . . . promises to radically reshape the world in the coming decades’.

The contemporary cult of urban creativity has a clear genealogical history, stretching
back at least as far as the entrepreneurial efforts of deindustrialized cities. The script of
urban creativity reworks and augments the old methods and arguments of urban
entrepreneurialism in politically seductive ways. The emphasis on the mobilization of
new regimes of local governance around the aggressive pursuit of growth-focused
development agendas is a compelling recurring theme (see Leitner, 1990). The tonic of
urban creativity is a remixed version of this cocktail: just pop the same basic ingredients
into your new-urbanist blender, add a slug of Schumpeter lite for some new-economy
fizz, and finish it off with a pink twist.

The flavor, though, is a distinctive one. Cities, and urban policies, remain substantially
constituted by an ideologically amplified deference to ‘external’ competitive forces and
threats, though the struggle to replace working-class jobs is partially superceded by a
nouveau-bourgeois war for talent. The indiscriminate pursuit of growth is superseded
by a new emphasis on rewarding, good-quality jobs, though these are reserved for the
new overclass of interloping creatives. The competitively induced overbuilding of malls
and convention centers morphs into the creatively impelled overbuilding of bike paths
and artistic venues (as if this could grow the aggregate supply of creativity), the
inevitable consequence of which must surely be devaluation, no doubt followed by yet
more rounds of leapfrogging creative ‘innovation’. The subordination of social-welfare
concerns to economic development imperatives (first, secure economic growth, then wait
for the wider social benefits to percolate through) gives way to a form of creative trickle-
down; elite-focused creativity strategies leave only supporting roles for the two-thirds
of the population languishing in the working and service classes, who get nothing apart
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from occasional tickets to the circus. A new generation of entrepreneurializing subjects
is formed, as the disciplines of creative productionism are extended to every aspect of
self and soul, to the spheres of consumption and play, as well as to those of work, while
the circumstances of those outside the favored class are rationalized according to a
deficit model of creativity. And the strategic emphasis shifts from a narrow focus on the
sphere of production to a deeper engagement with the marketizing and commodifying
spheres of consumption and reproduction, positions within which become the primary
markers of distinction in the creative city.

Finally, there is a question of speed. The extraordinary rate of adoption of urban
creativity strategies can in some respects be explained in terms of the enduring legacies
of entrepreneurial urbanism. The rapid diffusion and ultimate exhaustion of
entrepreneurial-city strategies established a massive potential market for their creatively
inflected successors, together with an elaborate infrastructure for cross-jurisdictional
policy transfer (see Wacquant, 1999; Peck 2002). The  Rise  of  the  Creative  Class,  as
a knowingly constructed ‘mutable mobile’, entered this hypertrophied sphere of
circulation at a velocity that revealed less about its intrinsic qualities than it said about,
firstly, the profound policy vacuum that characterized the neoliberalized urban realm,
and secondly, the now-extensive circuitry of the fast-policy regime that has been
constructed around cities. Whatever else it may be, Florida’s creative-city thesis is
perfectly framed for this competitive landscape, across which it has traveled at alarming
speed. Agents and artifacts of fast-policy circulation help realize this process, though in
themselves they surely cannot constitute the demand for creative fixes. The market for
creative policy products is propelled by the endless pursuit of creative urban advantage,
the (generally negative) distributional consequences of which are variously denied,
obfuscated or finessed out of existence in the creativity script and its routinized practices.
The creative cities discourse is both saturated in, and superficially oblivious to, the
prevailing market ideology, such that the mere suggestion that creative advantage
presupposes creative disadvantage, that there must be losers in the Creative Age, borders
on the ‘heretical’ (Bradford, 2004b: 9). Contra the self-evident myth that every person
and every place can be a creative winner, the creativity script represents a culturally
inflected reinscription of these competitive relations.

In the creative economy, regional advantage comes to places that can quickly mobilize the
talent, resources, and capabilities required to turn innovations into new business ideas and
commercial products. Leading regions establish competitive advantage through their
capabilities. They are vehicles for mobilization that can almost instantaneously bring together
the resources required to launch new businesses and turn innovations into successful products.
For these reasons, the nexus of competitive advantage shifts to those regions that can generate,
retain, and attract the best talent. This is particularly true because creative workers are
extremely mobile and the distribution of talent is highly skewed (Florida, 2005a: 49–50).

So packaged, creativity strategies were in a sense preconstituted for this fast policy
market. They empower, though only precariously, unstable networks of elite actors,
whose strategies represent aspirant attempts to realize in concrete form the seductive
‘traveling truths’ of the creativity script; they give license to ostensibly portable
technocratic routines and replicable policy practices that are easily disembedded and
deterritorialized from their centers of production — at least in a shallow, essentialized
form — for all the talk of local ‘authenticity’; they reconstitute urban-elitist,
‘leadership’ models of city governance, despite their ritual invocation of grassroots
efforts; they foster experimental and mutually referential policy development processes,
framed within the tight parameters of urban fiscal capacity, and manifest in the form of
the serial reproduction of an increasingly clichéd repertoire of favored policy
interventions, the value of which is eroded in the very act of their (over)construction;
they legitimate new urban development models and messages, which travel with great
speed through interlocal policy networks, facilitated by a sprawling complex of
conferences, web sites, consultants and advocates, policy intermediaries and centers of
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technocratic translation, the combined function of which is to establish new venues and
lubricate new channels for rapid ‘policy learning’; and they discursively and
institutionally select subnational scales, highlighting in particular gentrifying urban
neighborhoods as the preeminent sites for both privileged forms of creative action and
necessary modes of political proaction, the places that can and must act. As such,
creativity strategies subtly canalize and constrain urban-political agency, even as their
material payoffs remain extraordinarily elusive. The cult of urban creativity is therefore
revealed in its true colors, as a form of soft law/lore for a hypercompetitive age.

Jamie Peck (japeck@wisc.edu), Department of Geography, University of Wisconsin-Madison, 
Madison, WI 53703, USA.
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The profession of city planning was born of a vision of the good city. Its roots lie 

in the 19th century radicalism of Ebenezer Howard and his associates, in Baron 

Haussmann’s conception of creative destruction, and in the more conventional ideas of 

the urban progressives in the United States and their technocratic European counterparts. 

While the three approaches differed in their orientation toward democracy, in their 

content, and in their distributional outcomes, they all had their start in a revulsion at the 

chaotic and unhealthful character of the industrial city. Their common purpose was to 

achieve efficiency, order, and beauty through the imposition of reason (Scott , Seeing like 

a State). 

Today planning is mostly characterized by modesty. Despite some exceptions, 

especially the advocates for the new urbanism, most planners and academic 

commentators argue that visionaries should not impose their views upon the public.1 

Moreover, skepticism reigns over whether it is possible to identify a model of a good 

city. Attacks on the visionary approach have come from across the ideological spectrum. 

The left has attacked planning for its class bias (Harvey 1978, Gans 1968), for its anti-

democratic character (Davidoff and Reiner 1962, Yiftachel 1998), and for its failure to 

take account of difference (Thomas 1996). The right sees planning as denying freedom 

(Hayek 1944) and producing inefficiency (Anderson 1964) and regards markets as the 

appropriate allocators of urban space (Klosterman 1985). Centrists consider 

comprehensive planning inherently undemocratic and unattainable (Altshuler 1965) and 

see the modernists efforts to redesign cities as destructive of the urban fabric and 
                                                

1 Plans for London’s Thames Gateway and Manhattan’s West Side are unusual in the scope of their 
ambition. 
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indifferent to people’s comfort and desires (Hall 2002, Jacobs 1961). And indeed the 

history of planning practice seems to validate the critics: Postwar American urban 

renewal and highway building programs and European social housing development 

produced displacement, the break-up of communities, and unattractive, socially 

homogeneous projects. Now, the emphasis on economic competitiveness that tops every 

city’s list of objectives causes planning to give priority to growth at the expense of all 

other values, providing additional evidence to the critics who see it as serving developer 

interests at the expense of everyone else. 

Still, despite the theoretical critique, practical difficulties of implementation, and 

inequitable outcomes so far, the progressive/leftist ideal of a revitalized, cosmopolitan, 

just, and democratic city remains. Even while this vision seems forever chimerical, it 

remains a latent ideal. Its content tends to be assumed as self-evident, but it is the 

measure against which practice is found wanting. Thus, when particular cases of planning 

are examined, they are usually castigated for deadening the environment, producing 

unjust distributional outcomes, and failing to take into account the views of affected 

citizens. But using this critique implies that planning could do otherwise. 

Thus, while the critical planning literature attacks planning in practice, it assumes 

that we know good and bad when we see it and that we do not need to make elaborate 

arguments justifying our criteria. My own work embodies such an obliviousness. In an 

article entitled “Cities and Diversity” (2005), I defined the just city in terms of 

democracy, equity, diversity, growth, and sustainability (philosophers might argue that 

this is the good city not the just city). These values, however, are problematic in that they 

all have undesirable potentials or risks. Illiberal majorities can make democracy 
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indifferent to minority rights; the high cost of achieving equity through redistribution 

creates resentment among those who must sacrifice, resulting in a legitimation crisis and 

even counter-revolution or civil war; diversity can lead to social breakdown; and growth, 

while making redistribution less of a zero-sum game, benefits most those who already 

have the most. Sustainability may diminish growth thereby producing unemployment and 

sacrificing desired consumption. At any rate, I did not attempt a justification for choosing 

these values but simply assumed agreement on them. The appropriate value criteria for 

urban development, however, require extensive analysis.  

Likewise the question of whether to focus on “the city” or metropolitan area 

needs justification. Why not the region, the nation, the world?  Is Paul Peterson (1981) 

right about city limits? In his book of that name, Peterson argues that while city 

administrations could foster economic growth, they could not engage in redistribution 

without stimulating capital flight and thus unemployment and a decreasing tax base. 

Manuel Castells (1977) conversely asserts that cities are not the sources of production—

that this is a regional function. If this is the case, and if production is key to the formation 

of economic interests, is there any point to restricting analysis to cities or even metro 

areas? 

To be sure cities cannot be viewed in isolation; they are within networks of 

governmental institutions and capital flows. Robert Dahl , in a classic 1967 article, 

referred to the Chinese box problem of participation and power: at the level of the 

neighborhood, there is the greatest opportunity for democracy but the least amount of 

power; as we scale up the amount of decision-making power increases, but the potential 

of people to affect outcomes diminishes. The city level therefore is one layer in the 
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hierarchy of governance. But the variation that exists among cities within the same 

country in relation to values like tolerance, quality of public services, availability of 

affordable housing, segregation/integration, points to a degree of autonomy. Justice is not 

achievable at the urban level without support from other levels, but discussion of urban 

programs requires a concept of justice relevant to what is within city government’s power 

and in terms of the goals of urban movements (Fainstein and Hirst 1995). Moreover, 

there are particular policy areas in which municipalities have considerable discretion and 

thus the power to distribute benefits and cause harm; these include urban redevelopment, 

racial and ethnic relations, open space planning, and service delivery. Castells (1983), 

while minimizing cities’ role in production, regards them as the locus of collective 

consumption—i.e. the place in which citizens can acquire collective goods that make up 

for deficiencies in the returns to their labor. Consequently he contends that urban social 

movements can potentially produce a municipal revolution even though he does not 

believe that they can create social transformation. According to this logic, then, urban 

movements do have transformative potential despite being limited to achieving change 

only at the level in which they are operating. 

In this paper I present an example of urban injustice and ultimately discuss the 

value criteria which should be applied to it. I then examine more generally the issues 

aring from various value criteria and their applicability to urban issues. In order to 

discuss these criteria, I will examine some recent work within philosophy that can be 

usefully employed in the evaluation of urban development. The thoughts presented here 

represent the beginning of a larger project in which I attempt to develop an urban vision 
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that can frame goals for urban development without being vulnerable to charges of moral 

absolutism. 

An example: the Bronx Terminal Market 

 To illustrate my discussion I will tell the story of a recent New York City 

planning decision with which I was peripherally involved as an advocate planner and 

which bears on the first three of the abovementioned policy areas (urban redevelopment, 

racial and ethnic relations, open space planning). It concerns the eviction of the wholesale 

food merchants at the Bronx Terminal Market, who have been forced to leave their 

premises so that the market site can be turned over to a development firm. The firm 

intends to build a million-square-foot, suburban-style retail development on the site 

where the Bronx Terminal Market had operated for nearly eighty years.  

In February 2006 the New York City Council approved the rezoning of a parcel of 

industrially zoned, city-owned land in the South Bronx. Its purpose was to allow the 

Related Companies, New York’s largest speculative developer, to build a complex, to be 

called the Gateway Center at Bronx Terminal Market. It will include a hotel, a big-box 

retailer, and a standard array of chain stores enclosed within a single structure. The eight 

existing market buildings, some of which have been listed on the National Register of 

Historic Places, will be torn down. The wholesale food market, which lies directly 

beneath the Major Deegan Expressway, opened in the 1920s and was renovated and 

reopened with considerable fanfare by Mayor Fiorello LaGuardia in 1935. Several of the 

last remaining firms could trace their origins back to those early days. Reflecting the 

city’s ethnic diversity, the merchants sold their exotic produce, meats, and canned goods 

primarily to bodegas, African food stores, and other specialized retailers. The city leased 
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the market to a private firm, which collected rents and managed the facility. During the 

last few decades, however, its neglect had resulted in decrepit structures, potholed 

roadways, inadequate services, grim interiors, and filthy surroundings. Those merchants 

who hung on to the end had suffered from the failure of the market’s manager to maintain 

the property. Yet as late as 2005, 23 remaining wholesalers (down from an original peak 

of nearly 100) and their 400 employees were still generating hundreds of millions of 

dollars in sales.  

The chairman of the Related Companies, which bought the market lease from the 

previous leaseholder, is a close friend of the city’s deputy mayor for economic 

development. Part of the project’s financing depended on city and state subsidies, the 

plans had to be approved by locally elected public officials, and the site required a 

rezoning for retail use. But no meaningful give and take ever took place between the 

merchants’ association and city officials. The Related Companies’ glowing presentation 

of the project’s putative benefits was never seriously challenged by any public official. 

Although the Bronx borough president, members of the community board, and council 

members expressed sympathy for the plight of the merchants, who had endured decades 

of mistreatment, their sentiments did not move them to stand in the way of the juggernaut 

that was pushing the project. The treatment of the market comprises one more example of 

the priority given to economic development by city officials and the deployment of the  

utilitarian argument that decision rules should be based on the (alleged) greatest good of 

the greatest number. 

The market merchants fought their displacement in court and before various city 

forums, including the local community board, the City Planning Commission, and the 
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City Council. Sadly, however, the merchants lacked sufficient political influence to sway 

these officials either into willingness to integrate them into the Gateway project or to 

supply them with a suitable relocation site. By and large officials accepted the logic that 

the new mall represented necessary modernization and adaptation to the service 

economy. 

Consultants to the market merchants proposed developing an integrated wholesale 

and retail market similar to the successful Pike Place Market in Seattle or New York’s 

own Chelsea Market. Construction of a combined wholesale-retail facility would have 

differentiated the enterprise from cookie-cutter malls around the country, exploited its 

urban setting, and retained existing jobs. Use of a vacant city-owned site to the south of 

the market as well as a northern piece could have increased the area available for 

wholesale uses, but the city wished to reserve these areas for parkland as part of a swap 

for McComb’s Dam Park, which it had designated as the location of a new Yankee 

Stadium. The developer of the shopping mall was pre-selected without solicitation of 

competitive bids or the opportunity for anyone to suggest other development strategies. 

Representatives of the city argued that since the developer bought the lease directly from 

the previous operator of the market, it was a purely private deal and thus required no 

competitive bidding. Thus, even though the city owns the land and the structures on it 

were leased to a manager who had neglected them for years, the leaseholder was 

nevertheless allowed to sell his interest without any requirement of competitive bidding 

or effort by the city to buy back the lease itself. The city excluded affected residents and 

businesses from participating in planning for the area, limiting their input to reacting to 

the already formulated plan. The developer provided the neighborhood with at best minor 
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concessions in the form of a community benefits agreement. Hundreds of well-paying 

jobs, almost all held by adult male immigrants, will be lost, replaced primarily by part-

time, low-paid employment, and a once vital and viable business cluster will be 

destroyed.  

The mall intended for the South Bronx will present long, blank exterior walls, 

offering only a few corridors into the surrounding neighborhood. In addition, the adjacent 

big-box store is strongly opposed by local unions because of the employment practices of 

this type of merchandiser. Much of the site will be dedicated to parking decks, The 

architects’ renderings of the center show urbane visitors sipping cappuccino at outdoor 

sidewalk cafés flanking the mall. Presumably these boulevardiers would ignore the noise, 

soot, exhaust, and bird droppings drifting down from the highway immediately above 

them.  

The justification for the project primarily stems from its economic contribution 

rather than the physical improvements it will contribute to the area. One of the claims of 

the Gateway Center’s developer is that the impoverished residents of the South Bronx 

crave the opportunity to shop at deep-discount stores. This is probably true, as New York 

has seen rising poverty and a declining median income since 1990. Residents are caught 

in a vicious circle: they cannot afford to patronize independent shopkeepers because their 

wages are so low, and their wages are so low because large corporations have been able 

to force down the general wage rate, justifying their stinginess as required by 

competition. The introduction of a big box store into this part of the Bronx will create 

more poorly paid employees who can only manage to patronize businesses that pay 

exploitative wages. 
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A legal process was followed, as determined by judicial decisions, and the deal 

was carried out with approval of the Community Board, the City Planning Commission, 

and the City Council. It was entirely a matter of local decision-making, with no 

involvement of either the state or the federal government.2 One could argue that structural 

forces (a changing economy, the need to compete) constrained decision-making. But the 

cases could have been decided differently and benefits could have been more equitably 

distributed.  

One’s immediate reaction to this story is that injustice was done. The benefits of 

the project accrued to a wealthy developer and nationally owned chain stores. There was 

discrimination against small, independently owned businesses that were based in 

minority ethnic groups. Open space planning was conducted in a way intended to assist 

the New York Yankees rather than local residents. Can we demonstrate that these 

outcomes were unjust, and if so, by what criteria?  

Progressive Values 

For the most part, empirical analysis, policy development, and theoretical formulation 

have proceeded on separate tracks.3 Thus, my story of the Bronx Terminal Market 

resembles numerous other case studies in the urban literature that describe redevelopment 

projects and trace their outcomes to the power of the pro-growth coalition or the urban 

regime (Mollenkopf 1983, Logan and Molotch 1987,  Fainstein and Fainstein 1986). 

They rarely, however, propose alternative policies. On the other hand, theoretical 

                                                

2 Some state tax benefits will accrue to the developer as a consequence of the site’s location in an Empire 
State Development Zone. The state, however, was not an active participant in the decision-making process. 
3 . Some urbanists have started to formulate ethical theories (inter alia, Sayer and Storper, Forester, 
Sennett), and some political theorists and philosophers have directly or indirectly concerned themselves 
with urban issues (inter alia, Fischer, Nussbaum, Young). 
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development of value criteria usually neither deals with specific cases nor spells out 

appropriate policy.4 I can, however, rattle out a list of values that urbanists generally 

regard as goods and bads: 

1. public space 
a. bad: lack of access, homogeneity 
b. good: heterogeneity 

2. quality of built environment 
a. bad: inauthenticity, conformist architecture 
b. good: historical accuracy; cutting edge architecture 

3. planning 
a. bad: rule of experts  
b. good: citizen participation 

4. social control 
a. Bad: order/domination 
b. Resistance/conflict 

5. housing 
a. bad: luxury dwellings 
b. good: affordable units 

6. segregation 
a. bad: exclusion 
b. good : mixing, even if conflictural 

7. mega-projects 
a. bad: large, top-down planned 
b. good: popular, incremental, preservation 

8. social services 
a. bad: privatization, individualization 
b. good: collective consumption 

9. economic development 
a. bad: entrepreneurial state 
b. good: small business, cooperatives 

10. environment 
a. bad:  laissez-faire 
b. good: regulation; green development 
 
Philosophers, in contrast to urban scholars, spend their time developing and 

elaborating their ideas concerning justice, but their scrutiny is rarely directed to urban 

                                                

4 The work of David Harvey (2003,1992) particularly his discussion of Paris and his article analyzing the 
conflict over Tompkins Square Park, is an important exception to this generalization. 
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issues.5 Contemporary discussions of justice within philosophy nevertheless do concern 

themselves with issues that are also of central importance to urbanists and can therefore 

be extended to evaluating urban policy. Foremost are the questions of equality, 

democracy, and difference. 

Philosophical Approaches 

The work of John Rawls (1971) constitutes the usual starting point for discussions 

of equality. As is well known, Rawls begins by positing an original position where 

individuals, behind a veil of ignorance, do not know their status in whatever society to 

which they will belong. Rawls’s first principle is liberty and his second, subsidiary 

principle is “difference,” by which he means equality. His argument is that free 

individuals, acting rationally, will choose a rough equality of primary goods so as to 

assure that they will not end up in an inferior position. Rawls’s approach has been so 

influential because it is able to justify equality without resorting to natural law, theology, 

altruism, Marxist teleology, or a diagnosis of human nature. Rather it presents a logical 

argument within a vocabulary acceptable to proponents of rational choice theory. 

 Feminists, communitarians, and multiculturalists accuse Rawls of paying 

insufficient attention to other values besides primary goods, an obliviousness to social 

differences resulting from nonmaterial causes, and a failure to understand that society 

itself (i.e. community, interpersonal relations) is a good that is excluded by his emphasis 

on the individual. The question of whether Rawls’s definition of primary goods can 

stretch to cover nonmaterial considerations does not concern us here, but, as will be 

discussed below, issues of gender, cultural difference, and individualism do. 
                                                

5 Iris Marion Young is unusual in having concerned herself specifically with urban questions, perhaps as a 
consequence of teaching for years within a planning program at the University of Pittsburgh. 
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Nevertheless, we can take away from Rawls for our purposes his justification of equality 

as a rational approach to organizing a “well-ordered society” or a well-ordered city.  

Sen (1999) and Nussbaum’s (2000) capabilities approach offers a further avenue for 

establishing values appropriate to the just city. Capabilities are what people are able to do 

and be; they do not describe how people actually function (i.e. end state) but rather what 

they have the opportunity to do. One need not exercise one’s capabilities if one chooses 

not to (e.g. one can become a monk), but the opportunity must be available, including a 

consciousness of the value of these capabilities. According to this reasoning, each person 

must be treated as an end, and there is a threshold level of each capability beneath which 

human functioning is not possible. Thus, even if it could be demonstrated that the 

eviction of the Bronx merchants would produce the greatest good for the greatest number, 

the deprivation of their capability to earn a living could not be justified.  

Nussbaum argues that capabilities cannot be traded off against each other. She lists, 

inter alia, life, health, bodily integrity, access to education, control over one’s 

environment (political and material) as necessary capabilities. Translated into a 

communal rather than individualistic ethic, the capabilities approach would protect urban 

residents from having to sacrifice quality of life for financial gain. Hence, for example, 

communities desperate for an economic base should not have to accept toxic waste sites 

because they lack any other form of productive enterprise. In contrast, conservative 

economists who support establishing market systems in pollution controls see such trade-

offs as highly rational and to be desired. 

Nussbaum further argues that false consciousness exists and that preferences are 

shaped, not simply there to be discovered. Thus, the welfare economics criterion of 
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maximizing choice becomes undermined if people are deluded regarding the nature of a 

particular preference. Again, to use the Bronx example, members of the City Planning 

Commission and the Bronx City Council delegation accepted unquestioningly the 

argument presented by the developers and city officials that residents of the Bronx would 

gain employment, amenities and purchasing power through the construction of a 

shopping mall. They never were provided a developed conception of alternative forms of 

development or of a refurbished wholesale food market catering to ethnic cuisines and 

consequently their preferences were insufficiently informed.  

Of philosophers Jürgen Habermas has probably had the most influence on the 

discipline of planning (see Healey 2006, Forester 1993). The ideal speech situation and 

concepts of deliberative democracy have particularly resonated within planning theory. 

Habermas’s thought brings into play concepts of rationality, truth-telling, and democracy; 

its assumption is that through discourse, participants in decision-making will arrive at the 

best decision resulting from the force of the best argument. While offering criteria for 

evaluating the decision-making process, this approach does not, however, as Sen and 

Nussbaum’s capabilities do, provide a metric for evaluating policy outcomes. 

Henri Lefebvre, like Iris Marion Young, is a philosopher who explicitly concerned 

himself with urbanism. His argument for “the right to the city” supports in particular the 

fight against the privatization of public space and the maintenance of heterogeneity 

within metropolitan areas (Lefebvre 1996; Mitchell 2003). As applied to the Bronx, it 

condemns the taking of public parks for a new Yankee Stadium and the takeover of the 

Market by a speculative developer. But, the “right” to the city” lacks specificity, both in 

terms of what is included in that right and what is meant by the city. It is a vague concept 
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that is more useful as a rhetorical device than a policy-making instrument. At the same 

time it is useful to urban theorists because of its explicit concern with space, a variable 

excluded in most philosophical writing. 

These philosophers then offer a route for considering planning actions and identifying 

their contributions to individual self-realization. They do provide criteria for evaluating 

policy. The fairly glaring weakness of their arguments as practical tools is their lack of 

concern for the methods of achieving their ends, their lack of a formula for dealing with 

entrenched power, and their indifference to the costs and trade-offs that might be incurred 

by actually seeking to produce social justice. Nussbaum contends that it is unacceptable 

to trade capabilities against each other; that all must be achieved. This, however, may not 

be possible. Unlike Marx, who criticized the utopians for their failure to identify a means 

to achieving their ends, contemporary political philosophers apparently feel that 

implementation is someone else’s concern. But planners, policy makers, and political 

activists, cannot wipe out history and act as if they start from scratch—they have to be 

contextualists. While utopian ideals provide goals toward which to aspire and inspiration 

by which to mobilize a constituency, they do not offer a strategy for transition within 

given historical circumstances. As Marx reminded us, people make their own history, but 

not under circumstances of their own making. Original positions, desired capabilities, 

ideal speech situations, and rights to the city seem remote from the actualities of the 

Bronx. 

Practicalities 

All these endeavors at providing a normative framework need to be examined in 

relation to practical realities of regime formation, social exclusion, and the bases of 
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conflict, and they ought to take into account the variation among places. Each 

philosophical line of attack presents serious issues. Rawls justifies the value of equality 

by arguing that, in the original position, behind a veil of ignorance, each individual would 

opt for it. We are, however, never in the original position (as is argued by communitarian 

critics). Rawls’s “difference principle” (ironically) evades questions of difference based 

on disability or multiculturalism (see Nussbaum 2006; Young 1990). Equality of primary 

goods does not compensate for physical incapacity or disrespect.6 The Market merchants 

who sold goods to bodega owners did not receive the same deference as the owners of the 

New York Yankees. Not only were they treated unjustly in the sense that they did not 

receive fair compensation for their loss of business, but their outrage and alternative 

proposals were treated with indifference and even contempt.  

Nor does the difference principle deal with the loss of liberty arising from obligations 

arising from family responsibilities and the limitations they place on liberty. Thus, Rawls 

has been criticized as overly materialistic (Young, 1990, p. 16; Nussbaum 2000, chap. 1; 

Hirschmann 1989; Jaggar 1983). Within rational choice theory it is always possible to 

compensate an individual for loss. In law, for instance, this outlook is codified in the 

payment of damages—you lose an arm in an industrial accident, and you receive X 

amount of dollars according to a Workman’s Compensation schedule. But we know that 

an arm is not really equivalent to any amount of money. Likewise one cannot escape the 

obligations of parenthood by paying a babysitter.  

                                                

6 Rawls (1971, p. 440) does state that self-respect is “perhaps the most important primary good.”  One of 
the two components of self-respect is “finding our person and deeds appreciated and confirmed by others.”  
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Starting with the individual leads to a discussion of equality among individuals rather 

than of social relationships among collectivities. Much of philosophical discussion in 

relation to justice thus revolves around the question of the desirability of equality based 

on primary goods—for example, whether or not handicapped individuals should receive 

the same amount of primary goods as everyone else or whether they should receive 

additional, compensatory benefits (Anderson 1999; Nussbaum 2006). A more 

sociological discussion would employ the term equity instead and concern itself with 

redressing disadvantage as its affects groups. 

Equity leads us to include a broad range of considerations that concern us as 

planners—for example, the impacts of environmentally degrading facilities on different 

social groups, or who has access to public space and for what purposes public space can 

be used. It points to the results of public policies rather than to simply the analysis of 

starting points. By examining outcomes in relation to groups we avoid utilitarian cost-

benefit analyses that focus on aggregates and we also have a better handle on power 

relations and social structures.  

Failure to acknowledge the coherence of collectivities and their structural 

relationships to each other evades a fundamental social issue of redistribution—how 

avoid imposing an unacceptable burden on the better-off. How much social conflict is an 

acceptable price to pay for greater justice? What circumstances allow the diminution of 

control (political and material) of those who have a disproportionate amount? The 

starting point of individual liberty also avoids questions that bear on the character of 

collective goods—e.g. a high-quality built environment—if they are not necessary for the 

development of capabilities or remedying inequality. A recent debate on Chicago that has 
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appeared on the urban sociology listserv has concerned whether the creation of a lively 

city with attractive amenities has widespread benefits or whether it is only pertinent to 

bourgeois consumers while low-income groups continue to suffer from social exclusion 

(Gilderbloom 2006). As phrased in this particular discussion, there seems to be an 

underlying assumption that low-income people do not care for amenities. In other words, 

it is implied that city beautification matters only to urban elites and that working class 

people care only for material benefits. Once, when I was teaching in New Brunswick, NJ, 

I asked a local minister, who was lecturing to my class, whether his congregation, which 

mainly resided in public housing, resented the transformation of downtown by brick 

sidewalks and street furniture. Did he feel that their space was being taken away from 

them for the benefit of young urban professionals. “Are you serious?” he replied. “Do 

you think my people don’t like to be somewhere that looks nice?” The right to the city 

ought to refer to more than mere inclusion—it needs to encompass access to an appealing 

city. Reaction against exclusionary practices seems to have devolved into regarding an 

association between low income people and ugly surroundings as desirable.  

The capabilities approach can be usefully applied to urban issues but it is 

undeveloped for urban institutions and programs. In Sen’s (1999 chap. 3)attack on 

utilitarianism he argues against the analysis typically employed in the cost-benefit 

accounting that is used to justify urban capital programs. These analyses typically 

exaggerate benefits and underestimate costs (Flyvbjerg et al. 2003; Altshuler and 

Luberoff 2003), rely on aggregates, and do not concern themselves with distributional 

outcomes. A more sensitive form of analysis asks who benefits and assesses what outputs 

each group in the population receives. Then, applying either the difference principle or 
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the capabilities approach, we should opt for that alternative that benefits the least well 

off. The definition of the least well off, however, is subjective and is usually categorized 

according to social group affiliation. What we do know is that it is the group most lacking 

in political and financial power and thus in the real world least likely to prevail. 

Philosophers have had to take account of the post-modernist/post-structuralist 

emphasis on the situatedness of the speaker and its assault on the existence of a unitary 

ethic. Those like Nussbaum (1999 chap 1) who seek to retain a universalistic ethic agree 

that social concepts of the good differ but still maintain that there is a broad common 

value structure, even if that structure embraces tolerance and difference itself. Rawls 

(1971; 2001) asserts that neither a socialist command economy nor capitalist laissez-faire 

one can achieve justice. Even the welfare state fails in this goal, because it concentrates 

the control of productive resources in one group and produces a disadvantaged class. 

Current developments in the welfare states of Northern Europe, where income support for 

unemployed citizens from mainly immigrant backgrounds does not succeed in quelling 

their anger at their situation, validates Rawls’s argument. But the fact that economic 

disadvantage coincides with ethnic and religious difference means that simply equalizing 

primary goods would not overcome issues arising from lack of what philosophers term 

“recognition” (Fraser and Honneth. 2003). 

Rawls opts for either a “property-owning democracy” (i.e. widely distributed 

ownership of productive assets) or liberal socialism as the basis for a “well-ordered 

society.” The question comes up again: how do we get there? What arguments can make 

people accept redistribution if they already know that they are in an advantaged position? 

It cannot be simply how it would feel to be in the other person’s place if we already know 
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we are not. This is a particularly acute problem if those who are advantaged identify the 

disadvantaged as “other” in terms of ethnicity, religion, or color. There needs to be an 

argument based on collective good—social rationality—rather than simply individual 

rationality (as in Rousseau’s concept of the general will), even though it need not be a 

strictly utilitarian one. And, in practical terms, it must be backed by the force of social 

movement or a supportive elite. 

Is it feasible to move toward this desired state (of property-owning democracy or 

liberal socialism) at the urban level? It would be easier if more goods that are controlled 

at the local level were universally publicly provided. For example, in London the Labour 

government has eliminated entrance and user fees for publicly owned facilities even 

while taxing cars that enter central London; we take the public library for granted—why 

should not other entertainment/and educational providers also offer free or very 

inexpensive services? (New York City is going in the opposite direction and has just 

introduced fees into formerly free recreation centers and during the 1975 fiscal crisis 

ended free tuition at the City University)  The more that the whole society has a stake in 

collective goods, the more reform (“voice”) rather than exit will operate to maintain their 

quality for everyone (Hirschman 1970). 

Under the property-owning democracy formulation, home ownership becomes a 

desirable goal and the “taking” of private homes for economic development purposes is 

wrong.7 Widespread home ownership makes available greater use values in housing for 

people, but it has the drawback of introducing a speculative financial element into the 

                                                

7 The US Supreme Court ruled in the case of Kelo v. New London (June 23, 2005) that municipalities could 
use the power of eminent domain to take private property in order to turn it over to another private party in 
furtherance of the aim of economic development. 
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enjoyment of shelter as well as being inappropriate for households that do not have the 

resources to cope with system breakdowns or even routine maintenance.8 We can, 

however, look to the examples of Amsterdam and Stockholm, where public ownership of 

land does not inhibit private development of structures but retains increases in land value 

for the public and makes renting a good choice for many. Even in New York City the 

World Trade Center and Battery Park City sites are publicly owned and the owners of 

structures pay land rent (although this situation did not save the Bronx Terminal Market 

merchants).  

Growth, Equity, and Diversity 

The most politicized urban issues usually revolve around a conflict between the 

goals of growth and equity. There is a tendency among critics of redevelopment programs 

to regard growth as a negative aim—ecologically damaging, with its benefits going to the 

already affluent. But the benefits of growth would be more widely distributed if 

ownership were less concentrated, as in the property-owning democracy model. 

I.M. Young starts with social institutions rather than individuals in her analyses. 

She deals especially with the relationships between diversity and equality, distinctive 

cultural practice and social exchange, difference and integration. In Inclusion and 

Democracy (2000) she takes the position that more democracy will produce more 

equality, but she considers that the concept of deliberative democracy, as it is usually 

framed, is impractical in mass societies—it is too time consuming and requires face-to-

face interaction. It is not clear, however, as to why her approach, which accepts conflict 

                                                

8 The US government’s emphasis on home ownership and its subsidization through the tax code are 
generally repudiated by progressives. But ownership increases people’s feelings of autonomy and protects 
them from exploitation by landlords. Limits on the size and use of the tax deduction, however, may be 
justified. 
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and irresolution, is more practical in terms of arriving at desirable substantive outcomes. 

And, in fact, it differs little from Habermas’s, who also speaks of decentered democracy. 

Young (2000) argues for “differentiated solidarity” rather than integration—i.e. 

geographical groupings with fuzzy borders. Here she does identify a realistic approach to 

the issue of multiculturalism, which is somewhat at odds with Lefebvre’s right to the city 

and the criterion that public spaces should be highly heterogeneous. Efforts to force 

residential integration have too frequently been counter-productive—not just in terms of 

backlash but also in depriving groups of mechanisms for mutual support. Residential 

differentiation does not necessarily imply lack of mixing elsewhere—in public spaces, at 

work, in recreational areas, and at school. Cities need to be diverse in macro but not 

necessarily in the micro. There is criticism of Battery Park City as being a virtual gated 

community (Kohn 2004), yet anyone can in fact gain access to its open spaces (unlike the 

Bronx Zoo, which charges a steep admission fee despite its location in the heart of New 

York’s poorest borough). A far greater danger than public spaces with iconography that 

seems forbidding to some is homogeneous municipalities of rich, poor, and middle on the 

periphery, not separation within the city itself, as long as internal boundaries are porous. 

Every public space need not be used by a full range of inhabitants, but should also not 

keep people out.  

Conservative values of order and efficiency may clash with those of equality and 

diversity. The left dismisses the former as supportive of privilege and legitimated through 

propaganda. (Sennett, Uses of Disorder; Foucault). But these are values that enjoy wide 

popular support and are essential to the functioning of society. Hobbes’s argument that 

maintenance of personal safety is the first duty of the sovereign cannot be dismissed as 
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simply a rationalization for authoritarian rule. We need to find out how to interpret these 

conservative values in humanitarian ways whereby they do not suppress dissent, produce 

sterile environments or only benefit the rich, but we cannot simply disregard them. 

In past work I have portrayed Amsterdam as providing an actual model of social 

justice.  Recently its success has been questioned as result of decline in the Dutch welfare 

state, ethnic friction, and the tightening of rules for immigration (see Kraamer 2006). 

Still, it continues to support a great deal of social and political equality, diversity and 

integration, planning and economic growth. The Amsterdam case implies democratic 

procedures and just actions flow from situations where rough social justice already exists. 

While the criteria of social justice may transcend particular social contexts, its 

implementation requires that elements of realization be already present. Achievement of 

the just is a circular process, whereby the preexistence of equity begets sentiments in its 

favor, democratic habits produce popular participation, and diversity increases tolerance. 

The sobering lesson of present-day Amsterdam, however, shows that even virtuous 

circles can be destabilized and that disruption, as occurred with the assassination of Theo 

Van Gogh, can precipitate a chain of events that easily breeds intolerance and fear of 

difference. Moreover victims can also be victimizers. 

Process and Outcome 

When we think about planning for cities, we must realize that substance and 

procedure are inseparable. Open processes do not necessarily produce just outcomes. 

Proceeding from a situation lacking in supportive values to a more enlightened state 

presents baffling strategic problems, because mobilizing a force sufficient to overcome 

barriers to change demands a messianism that contravenes undistorted speech and can 
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provoke fierce reaction. But, just as substance and procedure must be contemplated 

simultaneously, so must desirable end states and the forces to achieve them. If 

Amsterdam presents a rough image of a desirable urban model, strategies and normative 

emphases will differ in respect to reaching that goal depending on starting point.  

In the United States distributional issues are especially salient because social 

citizenship has not yet been won (Marshall 1965). Justice requires dampening of 

sentiments based on group identity, greater commitment to common ends, and 

identification of institutions and policies that offer broadly appealing benefits. As is, in 

the US no broad-based media exist to communicate alternative approaches to questions 

raised by urban economic development, metropolitan inequalities, and environmental 

preservation. The inherently divisive character of identity politics cuts against the 

building of such institutions and therefore is largely self-defeating.  

The historically most effective approach to urban political transformation in the 

United States used group identity to bolster unity toward greater ends than symbolic 

recognition. During the 1960s successful movements in the US were based in groups that 

shared racial, territorial, and client statuses (Fainstein and Fainstein 1974). This 

neighborhood base, with community control as its objective, has, however, lost its force 

as a consequence of immigration, gentrification, and racial integration of the civil service 

(Fainstein and Fainstein 1996). In the new century, however, effectiveness probably 

means organizing around work status when it overlaps with racial, immigrant or gender 

situation (living wage movements). Whereas the urban social movements of the past 

centered on collective consumption (Castells 1977), future movements need to address 

the organization of work as well as concerning themselves with the consumption issues 
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of new types of workers. The changing nature of work calls for unions of temporary 

workers, household workers, and the self-employed rather than traditional organizing 

around the workplace. Such unions would have to emphasize their service role: job 

training and placement; establishment of benefit pools and portability of benefits; 

provision of legal services; credit unions and mortgage assistance. This also means 

continued organizing around affordable housing, but to be successful such programs 

would have to recognize the housing needs of the middle class, not simply call for 

assistance to the poorest. Narrowly targeted policies, however efficient, lack a sufficient 

constituency and seem unjust to those not benefiting. 

Citizen participation’s importance also varies with context. In most European 

cities, there is no absolute material need on the American scale. Especially in France and 

Germany, the plea for citizen participation, negotiation, and a less authoritative 

government makes sense. Within this context a more transactional approach represents 

reform. In the US, where most cities are dominated ideologically as well as politically by 

business-led regimes and homeowner groups rather than public bureaucracies, individual 

citizen participation will not provide a path to social transformation even though it can 

block destructive projects. Urban citizen participation mainly involves participants 

demanding marginal changes in the status quo or benefits that respond to their narrowly 

defined interests. 

The movement toward a normative vision of the city requires the development of 

counter-institutions capable of reframing issues in broad terms and of mobilizing 

organizational and financial resources to fight for their aims.  Castells (2000, p. 390) 

doubts the usefulness of abstract conceptions of justice; he fears that visionary projects 
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lead only to grief. But there is a need to persuade people to transcend their own narrow 

self-interest and realize that there are gains to be had from the collective enterprise. Such 

a mobilization depends on a widely felt sense of justice and sufficient threat from the 

bottom to induce redistribution as a rational response. Enough of the upper social strata 

needs to accept a moral code such that they do not resist and will even support, 

redistributional measures. 

Thus, when thinking about just cities, we must think simultaneously about means 

and ends, social movement strategies and goals as well as appropriate public policy. In 

the past moves toward progressive ends have arisen from both popular demands and 

insulated bureaucracies (Flora and Heidenheimer 1987). We cannot know, ex ante, what 

will be the most fruitful source of change, but by continuing to converse about justice, we 

can make it central to the activity of planning. The very act of naming has power. If we 

constantly reiterate the call for a just city (as conservative forces forever refer to 

economic development and the Congress for the New Urbanism talk about smart growth 

and stopping sprawl), we change popular discourse and enlarge the boundaries of action. 

Changing the dialogue, so that demands for equity are no longer marginalized, would 

constitute a first step toward reversing the current tendency that excludes social justice 

form the aims of urban policy. 
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Cassandra 
Hegewald

The Pratt Initiative for Art, Community and Social Change (IASCS) promotes interdisciplinary collaboration 
between communities and organizations, faculty, students and staff from across the institute, and individual 
artists, for projects that raise awareness of the power of the arts as a catalyst for social change.     
Contact us through email:  InitiativeACSC@gmail.com

Urban Artists and the Politics of Visibility: 
A Conversation with Angela Davis is part of the Urban Artists 
and Social Change Speaker Series of the Pratt Initiative for Art, Community and Social Change (IACSC). 
This event is being held in conjunction with the week of activities on campus celebrating SCHOLAR IN  
RESIDENCE: ANGELA DAVIS. 

Angela Davis is known internationally for her ongoing work to combat all forms of 
oppression in the U.S. and abroad. An activist, writer, philosopher, and teacher, she was associated with the 
Black Panther Party (BPP) and the Student Nonviolent Coordinating Committee (SNCC) in the late ’60s and 
early ’70s and ran for U.S. Vice President on the Communist Party ticket in 1980.  In 1997 she helped found 
Critical Resistance, a national organization dedicated to dismantling the prison-industrial complex. Today 
she holds the University of California Presidential Chair in African American and Feminist Studies in the 
History of Consciousness Department at the University of California, Santa Cruz.

Film:
Tuesday, April 22, 5 P.M.

Memorial Hall

Keynote Address:
Tuesday, April 22, 7 P.M.

Memorial Hall

Panel:
Wednesday, April 23, 12:30 P.M.

Memorial Hall 

Talk:
Wednesday, April 23, 5 P.M.

Alumni Reading Room, Library

“The Farm: Angola, USA” 

“Identifying Racism in the Era of
NeoColonialism”,  Angela Davis

Urban Artists and the Politics of Visibility: 
Angela Davis, Hank Willis Thomas, Dread Scott, 
Amy Sananman, KET

“Anchored to the Real”, Gina Dent 

Panelists:
Angela Davis 
Hank Willis Thomas
Dread Scott
Amy Sananman
Alan Ket

Community Participation Welcome! 
Take G train to Clinton/Washington stop 



One of the unequalled 
powers of art has always been its ability to 
speak the unspoken and make visible the 
invisible—and nowhere is this more true than 
in New York City.  On April 23rd, 2008, Pratt will 
host a conversation between Angela Davis and 
a range of New York-based artists exploring 
their shared passion for the “politics of visibil-
ity.”   Like Davis, these artists defy the separa-
tions and silences imposed by institutions like 
prison, the police, and the military; by catego-
ries like race, gender, and class; and by the 
increasing division between public and private 
urban space.   They work across genres  includ-
ing film and photography, graffiti and mural 
painting, theater and spoken word.  And 
whether through creative content or social 
context, their work transcends the confines 
and conventions of the established art world, 
politicizing the collective act of seeing and 
making art, and making visible and audible 
issues and communities long marginalized in 
the contemporary city.  The event will include 
short presentations and/or performances by 
the artists, an open discussion with Angela 
Davis, and Q&A from the audience. DREAD SCOTT makes revolutionary art to 

propel history forward.  He first received national attention 
in 1989 when his art became the center of controversy 
over its use of the American flag.  He works in a range of 
media, including installation, photograph, screen printing, 
video and performance.

 
KET is a Brooklyn native who became an artist while paint-
ing subway trains.  He is an active aerosol artist traveling 
extensively to document the street art movement as well as to 
share his work.   Most recently he faced a year long criminal 
case against the city and lost.  He is now a convicted felon.

AMY SANANMAN is Ground-
swell Community  Mural Project’s founder and 
Executive Director.  Sananman conceived of 
Groundswell in 1996 with the mission to bring 
together professional artists, grassroots organi-
zations and communities to create high quality 
murals in under-represented neighborhood. 

HANK WILLIS THOMAS 
works  reflect on the symbols of commodity culture 
and the impact of violence in African American 
communities.   He is interested in the subject of 
perception of reality as it is manipulated in photog-
raphy and media.



ART/SPACE   
A Conference Exploring the Intersections between  

Art, Culture, and Community Development 
 

November 3, 2006 
Higgins Hall, Pratt Institute, Brooklyn, NY 

 
As interest in the role of arts and culture in the vitality of cities heats up, how can we address 
both the opportunities and challenges posed by this new mode of urban development?  In cities 
around the world, and in our own Brooklyn backyard, the fields of art, design, media, and 
architecture, are seen and used as increasingly powerful development tools.  Cities are host to an 
ever-expanding number of film and theatre festivals, museums and performance spaces, arts 
districts and gallery rows, public art and iconic buildings.  On the one hand such development is 
helping invigorate cities as great civic spaces.  Urban residents are finding that arts and culture 
are unrivaled in their capacity to enhance the life of the community, to open new spaces for 
creative expression and political engagement, and to stimulate dynamic forms of economic 
development.  Yet on the other hand, such development also poses new challenges that can’t be 
ignored. As communities struggle over affordable housing and scarce public space, some 
strategies of “cultural-led growth” may increase the risk of gentrification, displacement, 
privatization, and the exclusion of certain kinds of art and culture altogether.    
 
When and under what circumstances do arts and culture contribute to these divergent paths of 
urban development?  How important is the broader context and coalitions in which arts and 
culture are situated—ie the place of arts in the city’s urban planning vision, the relationship that 
artists create with local communities and arts institutions, and the involvement of the arts in 
urban social movements?  And what impact are ongoing struggles over urban space having on 
the work and creative vision of local and emerging artists? 
 
ART/SPACE 
 
To explore these questions, Pratt Institute will host “ART/SPACE,” a day-long conference on 
November 3, 2006, that will bring artists, designers, community organizers, urban planners, 
urban scholars, and real estate people into dialogue with one another. We will use a comparative 
approach, relating local dynamics in New York City, and Brooklyn in particular, with those in 
other parts of the US and the world. The day’s events will include morning and afternoon panels, 
interwoven performances and film screenings, and an exhibit in the Higgins Hall Gallery entitled 
“Artists in Contested Spaces.”   
 
Our overriding goal is to open a dialogue around the intersections between art, culture and urban 
development so that we at Pratt Institute and around New York can envision new academic 
initiatives and collaborations in this area.  The key themes of this dialogue will include.   

• the increasingly powerful role played by arts and culture in community development 
• the place of artists and the arts in current struggles over urban space  
• the impact of the housing and studio space shortage on contemporary art practice 
• innovative collaborations between artists and social movements addressing issues of 

sustainable urban development 
• funding opportunities in the growing field of arts and community development 



  
Participants  
 
We have invited the following artists , scholars, community organizations, neighborhood-based 
cultural institutions, real estate people, urban planners, and granting organizations.  
“*” = confirmed 
 
• William Aguado, Executive Director, Bronx Council on the Arts * 
• Joe Amrhein, artist and founder of artist-run gallery Pierogi, the first gallery in Williamsburg  
• Caron Atlas, writer and consultant on community arts * 
• Jonathan Bowles, Director, Center for an Urban Future, publisher of “The Creative Engine: 

How Arts & Culture is Fueling Economic Growth in NYC Neighborhoods” * 
• Claudine Brown, Arts Program Director for Nathan Cummings Foundation  
• Jackie Chang, Arts & Special Projects Manager, El Puente, Brooklyn, NY * 
• Paul Chang, artist, New York City 
• Jan Cohen-Cruz, Professor of Arts and Public Policy, NYU, and Action Lab Resident 

Scholar, The Bronx Museum * 
• Tom Finkelpearl, Executive Director, The Queens Museum  
• Juan Flores,  CUNY and Center for Puerto Rican Studies, Hunter College, for his writing on 

the history of casita culture in New York City 
• Miguel Garcia, deputy director of Community and Resource Development, Ford Foundation 
• Jacqueline Leavitt, urban planning professor, UCLA, speaking of her work on the Figueroa 

Corridor Coalition for Economic Justice in East LA * 
• Rick Lowe, Houston-based sculptor and founder of Project Row Houses * 
• Ann Markusen, urban planner University of Minnesota and Director of the Arts Economy 

Initiative * 
• Rosie Perez, actress, filmmaker, and Develop Don’t Destroy Brooklyn board member 
• Reverend Billy, preacher and performance artist 
• Duke Riley, artist and MFA student, Pratt Institute, showing and discussing work from show 

at the White Box Gallery, addressing gentrification in New York City * 
• Maria Torres, President, The Point, The Bronx 
• Vanessa Whang, Program Director, Leveraging Investments in Creativity 

(LINC/Artography), Boston  
• Rosten Woo, designer, writer, policy analyst and principal at the Center for Urban Pedagogy 
• Jawole Willa Jo Zollar Choreographer and Artistic Director, Urban Bush Women, Brooklyn. 
 
 
Planning Committee 
 
The organizing of this conference is led by a committee of faculty, staff, and students from 
across Pratt, as well as an outside consultant.  
 

• Conference organizers: Miriam Greenberg, Social Science and Cultural Studies and Ayse 
Yonder, Graduate Center for Planning and the Environment, and faculty fellow, Pratt 
Center for Community Development 

• Exhibit Curators: Jim Costanzo, Digital Arts, and Brynna Tucker, Student Affairs   
• Outside Consultant: Caron Atlas 
• Graduate Assistant: Cynthia Turner, Graduate Center for Planning and the Environment 



 
Additional assistance from and thanks to: 
 

• Janelle Farris, Pratt Center for Community Development 
• Margaret Fox, Pratt Center for Community Development 
• Brad Lander, Director of the Pratt Center for Community Development 
• Deborah Meehan, Media Arts 
• Uzma Rizvi, Social Science and Cultural Studies and faculty fellow Pratt Center for 

Community Development  
• Monica Shay, Chair, Arts and Cultural Management 
• Kwabena Slaughter, Special Events Coordinator, Multi-Media Services 
• Laura Wolf Powers, Chair, Graduate Center for Planning and the Environment 

 
Sponsors 
 
This conference has been made possible by generous donations from the following divisions at 
Pratt Institute: 
 
The School of Architecture 
The School of Liberal Arts and Sciences 
The Graduate Center for Planning and the Environment 
The Pratt Center for Community Development 
The Department of Design Management 
The Program in Critical and Visual Studies 
The United Federation of College Teachers, Pratt Local  
The Pratt Film Society 



Martha Rosler

Culture Class:

Art, Creativity,

Urbanism

PART ONE: ART AND URBANISM

When Abstract Expressionists explored the

terrain of the canvas and Pollock created

something of a disorientation map by putting his

unstretched canvases on the floor, few observers

and doubtless fewer painters would have

acknowledged a relationship between their

concerns and real estate, let alone transnational

capital flows.

ÊÊÊÊÊÊÊÊÊÊSpace, as many observers have noted, has

displaced time as the operative dimension of

advanced, globalizing (and post-industrial?)

capitalism.

1

 Time itself, under this economic

regime, has been differentiated, spatialized, and

divided into increasingly smaller units.

2

 Even in

virtual regimes, space entails visuality in one

way or another. The connection between

Renaissance perspective and the enclosures of

late medieval Europe, together with the new idea

of terrain as a real-world space to be negotiated,

supplying crossing points for commerce, was

only belatedly apparent. Similarly, the rise of

photography has been traced to such

phenomena as the encoding of earthly space and

the enclosing of land in the interest of ground

rent. For a long time now, art and commerce have

not simply taken place side by side, but have

actively set the terms for one another, creating

and securing worlds and spaces in turn.

Jackson Pollock in his studio.

ÊÊÊÊÊÊÊÊÊÊMy task here is to explore the positioning of

what urban business evangelist Richard Florida

has branded the Òcreative class,Ó and its role,

ascribed and anointed, in reshaping economies
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in cities, regions, and societies. In pursuit of that

aim, I will consider a number of theories Ð some

of them conflicting Ð of the urban and of forms of

subjectivity. In reviewing the history of postwar

urban transformations, I consider the culture of

the art world on the one hand, and, on the other,

the ways in which the shape of experience and

identity under the regime of the urban render

chimerical the search for certain desirable

attributes in the spaces we visit or inhabit.

Considering the creative-class hypothesis of

Richard Florida and others requires us first to

tease apart and then rejoin the urbanist and the

cultural strains of this argument. I would

maintain, along with many observers, that in any

understanding of postwar capitalism, the role of

culture has become pivotal.

ÊÊÊÊÊÊÊÊÊÊI open the discussion with the French

philosopher and sometime Surrealist Henri

Lefebvre, whose theorization of the creation and

capitalization of types of space has been

enormously productive. Lefebvre begins his book

of 1970, The Urban Revolution, as follows:

IÕll begin with the following hypothesis:

Society has been completely urbanized.

This hypothesis implies a definition: An

urban society is a society that results from

a process of complete urbanization. This

urbanization is virtual today, but will

become real in the future.

3

LefebvreÕs book helped usher in a modern version

of political geography, influencing Fredric

Jameson, David Harvey, and Manuel Castells,

among other prominent writers and theorists of

both culture and the urban (Harvey, in turn, is

cited as an influence by Richard Florida). In his

introduction to LefebvreÕs book, geographer Neil

Smith writes that Lefebvre Òput the urban on the

agenda as an explicit locus and target of political

organizing.Ó

4

ÊÊÊÊÊÊÊÊÊÊSuccumbing to neither empiricism nor

positivism, Lefebvre did not hesitate to describe

the urban as a virtual state whose full

instantiation in human societies still lay in the

future. In LefebvreÕs typology, the earliest cities

were political, organized around institutions of

governance. The political city was eventually

supplanted in the Middle Ages by the mercantile

city, organized around the marketplace, and then

by the industrial city, finally entering a critical

zone on the way to a full absorption of the

agrarian by the urban. Even in less developed,

agrarian societies that do not (yet) appear to be

either industrialized or urban, agriculture is

subject to the demands and constraints of

industrialization. In other words, the urban

paradigm has overtaken and subsumed all

others, determining the social relations and the

conduct of daily life within them. (Indeed, the

very concept of Òdaily lifeÓ is itself a product of

industrialism and the urban.)

ÊÊÊÊÊÊÊÊÊÊLefebvreÕs emphasis on the city

contradicted the orderliness of Le Corbusier,

whom he charged with having failed to recognize

that the street is the site of a living disorder, a

place, in his words, to play and learn; it is a site

of Òthe informative function, the symbolic

function, the ludic function.Ó

5

 Lefebvre cites the

observations of the foundational urban observer

Jane Jacobs, and identifies the street itself, with

its bustle and life, as the only security against

violence and criminality. Finally, Lefebvre notes Ð

soon after the events and discourses of May Ô68

in France Ð that revolution takes place in the

street, creating a new order out of disorder.

ÊÊÊÊÊÊÊÊÊÊThe complexity of city life often appears,

from a governmental standpoint, to be a

troublesome Gordian knot to be disentangled or

sliced through. A central task of modernity has

been the amelioration and pacification of the

cities of the industrializing metropolitan core;

the need was already apparent by the middle of

the nineteenth century, when the prime

examples were those at the epicenter of

industrialism, London and Manchester.

6

 Control

of these newly urbanizing populations also

required raising them to subsistence level, which

happened gradually over the succeeding

decades, and not without tremendous struggles

and upheaval. Industrialization also vastly

increased the flow of people to cities, as it

continues to do Ð even in poor countries with

very low-income levels per capita Ð to the extent

that LefebvreÕs prediction regarding full

urbanization is soon to come true; since 2005,

there are more people living in cities than in the

countryside.

7

ÊÊÊÊÊÊÊÊÊÊIn the advanced industrial economies,

twentieth-century urban planning encompassed

not only the engineering of new transportation

modalities but also the creation of new

neighborhoods with improved housing for the

working classes and the poor. For a few brief

decades, the future seemed within the grasp of

the modern. After the Second World War,

bombed-out European cities provided something

of a blank canvas, delighting the likes of W.G.

Witteveen, a Rotterdam civil engineer and

architect who exulted in the possibilities

provided by the near-total destruction of that

port city by Nazi bombing in May 1940. In many

intact or nearly intact cities in the US and

Western Europe, both urban renewal and

postwar reconstruction followed a similar plan:

clear out the old and narrow, divide or replace

the dilapidated neighborhoods with better roads

and public transport.

8

 While small industrial

production continued as the urban economic
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backbone, many cities also invited the

burgeoning corporate and financial services

sectors to locate their headquarters there,

sweetening their appeal through zoning

adjustments and tax breaks. International Style

commercial skyscrapers sprouted around the

world as cities became concentrations, real and

symbolic, of state and corporate administration.

ÊÊÊÊÊÊÊÊÊÊ

Paris.

ÊÊÊÊÊÊÊÊÊÊThe theoretical underpinning for a

renovated cityscape came primarily from the

earlier, utopian ÒmillennialÓ and interwar designs

of forward-looking, albeit totalizing, plans for

remaking the built environment. It was not lost

on the city poor that so-called urban renewal

projects targeted their neighborhoods and the

cultural traditions that enlivened them. Cities

were being remade for the benefit of the middle

and upper classes, and the destruction of the

older neighborhoods Ð whether in the interest of

commercial, civic, or other forces, such as

enhanced mobility for trucks and private cars Ð

extirpated the haunts of those beyond the reach

of law and bourgeois proclivities, adversely

affecting the lives and culture of the poorer

residents.

ÊÊÊÊÊÊÊÊÊÊOne may trace the grounding of the mid-

century European group the Situationist

International in a recognition of the growing role

of the visual Ð and its relation to spatiality Ð in

modern capitalism, and thus the complicit role of

art in systems of exploitation. The core French

group of Situationists Ð LefebvreÕs sometime

students (and, some might say, collaborators and

certainly occasional adversaries) Ð attacked, as

Lefebvre had done, the radiant-city visions of Le

Corbusier (and by implication other utopian

modernists) for designing a carceral city in which

the poor are locked up and thrust into a strangely

narrow utopia of light and space, but removed

from a free social life in the streets. (Le

CorbusierÕs housing projects called ÒUnit�s

dÕHabitation,Ó the most famous of which is in

Marseille, were elevated above their garden

surrounds on pilotis. The floors were called rues,

or streets, and one such ÒstreetÓ was to be

devoted to shops; kindergartens and Ð at least in

the one I visited, in Firminy, near St. Etienne Ð a

low-powered radio station were also located

within the building, together suggesting the

conditions of a walled city.)

We will leave Monsieur Le CorbusierÕs style

to him, a style suitable for factories and

hospitals, and no doubt eventually for

prisons. (DoesnÕt he already build

churches?) Some sort of psychological

repression dominates this individual Ð

whose face is as ugly as his conceptions of

the world Ð such that he wants to squash

people under ignoble masses of reinforced

concrete, a noble material that should

rather be used to enable an aerial

articulation of space that could surpass the

flamboyant Gothic style. His cretinizing

influence is immense. A Le Corbusier model

is the only image that arouses in me the

idea of immediate suicide. He is destroying

the last remnants of joy. And of love,

passion, freedom.

Ð Ivan Chetcheglov

9

 Paul Gavarni,Le Fl�neur, 1842.

Perhaps it is the primacy of the spatial register,

with its emphasis on visuality, but also its turn to
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Photograph by Richard Layman

of poster in the collection of the

Washington, DC, Department of

Transportation.

virtuality, to representation, that also accounts

for architectureÕs return to prominence in the

imaginary of the arts, displacing not only music

but architectureÕs spectral double, the cinema.

This change in the conduct of everyday life, and

the centrality of the city to such changes, were

apparent to the Situationists, and DebordÕs

concept of what he termed Òthe society of the

spectacleÓ is larger than any particular instances

of architecture or real estate, and certainly larger

than questions of cinema or television. DebordÕs

ÒspectacleÓ denotes the all-encompassing,

controlling nature of modern industrial and

Òpost-industrialÓ culture. Thus, Debord defines

the spectacle not in terms of representation

alone but also in terms of the social relations of

capitalism and its ability to subsume all into

representation: ÒThe spectacle is not a collection

of images; rather, it is a social relationship

between people that is mediated by images.Ó

10

Elements of culture were in the forefront, but the

focus was quite properly on the dominant mode

of production.

ÊÊÊÊÊÊÊÊÊÊThe SituationistsÕ engagement with city life

included a practice they called the d�rive. The

d�rive, an exploration of urban neighborhoods, a

version of the nineteenth-century tradition of the

fl�neur, and an inversion of the bourgeois

promenade of the boulevards (concerned as the

latter was with visibility to others, while the

fl�neurÕs was directed toward his own

experience), hinged on the relatively free flow of

organic life in the neighborhoods, a freedom from

bureaucratic control, that dynamic element of

life also powerfully detailed by Lefebvre and Jane

Jacobs. Both Baudelaire and Benjamin gave the

fl�neur prominence, and by the end of the

twentieth century the fl�neur was adopted as a

favored, if minor, figure for architects wishing to

add pedestrian cachet to projects such as

shopping malls that mimic public plazas Ð thus

closing the book on the unadministered spaces

that the Situationists, at least, were concerned

with defending.

ÊÊÊÊÊÊÊÊÊÊThe Western art world has periodically

rediscovered the Situationists, who presently

occupy what a friend has described as a quasi-

religious position, embodying every aspiring

artist/revolutionaryÕs deepest wish Ð to be in

both the political and the artistic vanguard

simultaneously. The ghostly presence of the

Situationists, including Debord, Asger Jorn,

Raoul Vaneigem, and Constant, predictably took

up residence at the moment the very idea of the

artistic vanguard disappeared. The cautionary

dilemma they pose is how to combat the power
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of Òspectacle cultureÓ under advanced

capitalism without following their decision to

abandon the terrain of art (as Duchamp had done

earlier). To address this question, context and

history are required. Let us continue with the

events of the 1960s, in the SituationistsÕ moment

Ð characterized by rising economic expectations

for the postwar generation in the West and

beyond, but also by riot and revolt, both internal

and external.

ÊÊÊÊÊÊÊÊÊÊBy the 1960s, deindustrializa­tion was on

the horizon of many cities in the US and

elsewhere as the flight of manufacturing capital

to nonunion areas and overseas was gathering

steam, often abetted by state policy. In an era of

decline for central cities, thanks to

suburbanization and corporate, as well as

middle-class (white) flight, a new transformation

was required. Dilapidated downtown

neighborhoods became the focus of city

administrations seeking ways to revive them

while simultaneously withdraw­ing city services

from the remaining poor residents, ideally

without fomenting disorder. In Paris, riven by

unrest during the Algerian War, the chosen

solution encompassed pacification through

police mobilization and the evacuation of poor

residents to a new, outer ring of suburbs, or

banlieues, yoking the utopian high-rise scheme

to the postwar banishment of the urban poor and

the dangerous classes.

11

 By 1967, the lack of

economic viability of these banlieues, and the

particular stress that put on housewives, was

widely recognized, becoming the subject of

Jean-Luc GodardÕs brilliant film Two or Three

Things I Know About Her.

ÊÊÊÊÊÊÊÊÊÊIn other countries, conversely, the viability

of Òhousing projectsÓ or Òcouncil housingÓ in

improving the lives of the urban poor has been

increasingly challenged, and it is an article of

neoliberal faith that such projects cannot

succeed Ð a prophecy fulfilled by the covert

racial policies underlying the siting of these

projects and the selection of residents, followed,

in cities that wish to tear them down, by

consistent underfunding of maintenance and

services. In Britain the Thatcherist solution was

to sell the flats to the residents, with the

rationale of making the poor into stakeholders,

with results yet to be determined, (although the

pitfalls seem obvious). With the failure of many

state-initiated postwar housing schemes for the

poor supplying a key exhibit in neoliberal urban

doctrine, postmodern architecture showed itself

willing to jettison humanism in the wake of the

ruin of the grand claims of utopian modernism. In

the US, commentator Charles Jencks famously

identified as Òthe moment of postmodernismÓ

the phased implosion in 1972 Ð in a bemusing

choreography often replayed today Ð of the

Pruitt-Igoe housing project, a 33-building

modernist complex in St. Louis, Missouri. Pruitt-

Igoe, commissioned in 1950 during an era of

postwar optimism, had been built to house those

who had moved to the city for war work Ð

primarily proletarianized African-Americans from

the rural South.

ÊÊÊÊÊÊÊÊÊÊ

Pruitt-Igoe housing project in the 1950s and in the process of

implosion.

ÊÊÊÊÊÊÊÊÊÊ

ÊÊÊÊÊÊÊÊÊÊThe abandonment of the widely held

twentieth-century paradigm of state- and

municipality-sponsored housing thus properly

joined the other retreats from utopianism that

constituted the narratives of postmodernism.

Either blowing up or selling off housing projects

has subsequently been adopted enthusiastically

by many US cities, such as Newark New Jersey,

which happily supplied a mediatized spectacle of

eviction and displacement Ð but so far has not

reached my home city, New York, primarily

because, as a matter of policy, New YorkÕs

housing projects have never occupied the center

of town. In post-Katrina New Orleans, however,

the moment of Schumpeterian creative

destruction allowed for the closure tout court of

the largely undamaged, 1200-home Lafitte

Public Housing Development in the Lower Ninth

Ward. (The project was demolished without

fanfare or fireworks in 2008).

ÊÊÊÊÊÊÊÊÊÊThroughout the 1960s, as former

metropolitan empires schemed, struggled, and

strong-armed to secure alternative ways to

maintain cheap access to productive resources

and raw materials in the post-colonial world, the

Western democracies, because of unrest among

young people and minorities centering on

increasing demands for political agency, were

diagnosed by policy elites as ungovernable. In a

number of cities, as middle-class adults, and

some young Òhippies,Ó were leaving, groups of

other people, including students and working

class families, took part in poor peopleÕs housing

initiatives that included sweat equity (in which

the municipality grants ownership rights to those

who form collectives to rehabilitate decayed

tenement properties, generally the ones in which

they are living) or squatting. In cities that have

not succeeded, as New York and London have
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done, in turning themselves into centers of

capital concentration through finance,

insurance, and real estate, the squatter

movement has had a long tail and still figures in

many European cities. In the US, the urban

homesteading movement, primarily

accomplished through the individual purchase of

distressed homes, quickly became recognized as

a new, more benign way of colonizing

neighborhoods and driving out the poor. Such

new middle-class residents were often referred

to by real-estate interests and their newspaper

flacks Ð not to mention an enthusiastic Mayor Ed

Koch Ð as Òurban pioneers,Ó as though the old

neighborhoods could be understood according to

the model of the Wild West. These developments

surely seemed organic to the individuals moving

in; as threatened communities began to resist,

however, the process of change quickly enough

gained a name: gentrification.

ÊÊÊÊÊÊÊÊÊÊIn some major cities, some of the colonizers

were artists, writers, actors, dancers, and poets.

Many lived in old tenements; but artists did not

so much want apartments as places to work and

live, and the ideal spaces were disused factories

or manufacturing lofts. In New York, while poets,

actors, dancers, and writers were moving to such

old working-class residential areas as the Lower

East Side, many artists took up residence in

nearby manufacturing-loft neighborhoods.

Artists had been living in lofts since at least the

1950s, and while the city winked at such

residents, it still considered their situation to be

both temporary and illegal. But loft-dwelling

artists continued agitating for city recognition

and protection, which appeared increasingly

likely to be granted as the 1960s advanced.

ÊÊÊÊÊÊÊÊÊÊA canny observer of this process was New

York City-based urban sociologist Sharon Zukin.

In her book Loft Living: Culture and Capital in

Urban Change, published in 1982, Zukin writes

about the role of artists in making Òloft livingÓ

comprehensible, even desirable. She focuses on

the transformation, beginning in the mid-1960s,

of New YorkÕs cast-iron district into an Òartist

districtÓ that was eventually dubbed Soho. In this

remarkable book, Zukin lays out a theory of

urban change in which artists and the entire

visual art sector Ð especially commercial

galleries, artist-run spaces, and museums Ð are

a main engine for the repurposing of the post-

industrial city and the renegotiation of real

estate for the benefit of elites. She writes:

Looking at loft living in terms of terrain and

markets rather than ÒlifestyleÓ links

changes in the built environment with the

collective appropriation of public goods. É

studying the formation of markets É

directs attention to investors rather than

consumers as the source of change.

12

Zukin demonstrates how this policy change was

carried forward by city officials, art supporters,

and well-placed art patrons serving on land-use

commissions and occupying other seats of

power.

The creation of constituencies for historic

preservation and the arts carried over a

fascination with old buildings and artistsÕ

studios into a collective appropriation of
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these spaces for modern residential and

commercial use. In the grand scheme of

things, loft living gave the coup de gr�ce to

the old manufacturing base of cities like

New York and brought on the final stage of

their transformation into service-sector

capitals.

13

Reminding us that Òby the 1970s, art suggested a

new platform to politicians who were tired of

dealing with urban poverty,Ó Zukin quotes an

artist looking back ruefully at the creation of

Soho as a district that addressed the needs of

artists rather than those of the poor:

At the final hearing where the Board of

Estimate voted to approve SoHo as an

artistsÕ district, there were lots of other

groups giving testimony on other matters.

Poor people from the South Bronx and Bed-

Stuy complaining about rats, rent control,

and things like that. The board just shelved

those matters and moved right along. They

didnÕt know how to proceed. Then they

came to us. All the press secretaries were

there, and the journalists. The klieg lights

went on, and the cameras started to roll.

And all these guys started making

speeches about the importance of art to

New York City.

14

One of ZukinÕs many exhibits is this published

remark by Dick Netzer, a prominent member of

New YorkÕs Municipal Assistance Corporation,

the rescue agency set up during New York CityÕs

fiscal near-default:

The arts may be small in economic terms

even in this region, but the arts ÒindustryÓ

is one of our few growth industries É The

concentration of the arts in New York is one

of the attributes that makes it distinctive,

and distinctive in a positive sense: the arts

in New York are a magnet for the rest of the

world.

15

Many cities, especially those lacking significant

cultural sectors, established other revitalization

strategies. Efforts to attract desirable

corporations to post-industrial cities soon

provoked the realization that it was the human

capital in the persons of the managerial elites

were the ones whose needs and desires should

be addressed. The provision of so-called quality-

of-life enhancements to attract these high

earners became urban doctrine, a formula

consisting of providing delights for the male

managers in the form of convention centers and

sports stadia, and for the wives, museums,

dance, and the symphony. An early, high-profile

example of the edifice complex as proposed

urban enhancement is provided by the John

PortmanÐdesigned Detroit Renaissance Center

of 1977 Ð a seven-skyscraper riverfront complex

owned by General Motors and housing its world

headquarters, and including the tallest building

in Michigan Ð meant as a revitalizing engine in

the car city that has more recently been cast as

the poster child for deindustrialization. But

eventually, despite all the bond-funded tax

breaks paradoxically given to these edifices, and

all the money devoted to support of the arts,

cities were failing to build an adequate corporate

tax base, even after the trend toward flight from

city living had long been reversed. This strategy

has continued to be instituted despite its

failures, but a better way had to be found. The

search for more and better revitalization, and

more and better magnets for high earners and

tourists, eventually took a cultural turn, building

on the success of artistsÕ districts in post-

industrial economies.

 Detroit Renaissance Center.

ÊÊÊÊÊÊÊÊÊÊDuring the turbulent 1960s, the rising

middle-class members of the postwar Òbaby

boomÓ constituted a huge cohort of young

people. Whereas the older generation lived lives

that seemed primarily to revolve around family

and work, the upcoming generation seemed to

center theirs primarily on other, more personal

and consumerist sources, including the

counterculture: music, newspapers, cheap

fashion, and the like, coupled with rejection of

the corporate Òrat race,Ó majoritarian rule,

repressive behavioral codes, and Òdeath culture,Ó

or militarism (nuclear war and Vietnam) Ð and

often rejection of urbanism itself. This highly

visible group was closely watched for its tastes.

Advertising and marketing, already at what

seemed like saturation levels, could segment the

market, aiming one set of messages at

traditionalist consumers and the other at young
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 Advertisement for a Roy

Lichtenstein exhibition at the

Walters Art Museum, Baltimore,

in late 2006.

people, and ÒcultureÓ was transformed into an

assemblage of purchases. The youth theme was

ÒrevolutionÓ Ð political Òrevolution,Ó whether

real, imaginary, or, as it gradually became, one

centered on consumerism.

ÊÊÊÊÊÊÊÊÊÊConstellations of consumer choice were

studied by research institutes such as the

Stanford Research Institute (SRI) based at

Stanford, an elite private California university.

Founded by Stanford trustees in 1946 to support

economic development in the region, SRI

International, as it is now officially known,

currently describes its mission as Òdiscovery and

the application of science and technology for

knowledge, commerce, prosperity, and peace.Ó It

was forced off the university campus into stand-

alone status in 1970 by students protesting

against its military research.

ÊÊÊÊÊÊÊÊÊÊÒLifestyle,Ó an index to the changes in the

terrain of consumerism, was a neologism of the

1960s that quickly became comfortable in

everyoneÕs mouth. In 1978, SRI announced a

lifestyle metric, the Values and Lifestyles (VALS)

Òpsychographic,Ó dubbed by Advertising Age as

Òone of the ten top market research

breakthroughs of the 1980s.Ó

16

 VALS today seeks

Òto find out about a personÕs product ownership,

media preferences, hobbies, additional

demographics, or attitudes (for example, about

global warming).Ó

17

 (Its categories are innovators,

thinkers, achievers, experiencers, believers,

strivers, makers, and survivors, which articulate

in primary and secondary dimensions.) The VALS

website establishes its connection to other

survey vehicles that provide in-depth

information, among other preferences, about

how each of the eight VALS types uses, invests,

and saves money. Such detailed data helped

marketers early on to determine how to tailor

their pitches Ð even for matters that should be

subjects of debate in the public square.

ÊÊÊÊÊÊÊÊÊÊThus, the concept of taste, one of the key

markers of social class Ð understood here as

determined by oneÕs economic relation to the

means of production Ð became transformed into

something apparently lacking in hierarchical

importance or relationship to power. Rather than

representing membership in an economic or even

a social group, taste aligns a person with other

consumer affinities. In the 1960s, the

Greenbergian paradigm based in a Kantian

schema of faculties in which taste is the key

operator for people of sensibility, also fell. While

it would be absurd to conflate the Kantian

faculty of taste with consumer taste, there

remains a case to be made that the ideas
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energizing vanguard art shift along with shifts in

the social worldview. In a pre-postmodern

moment, so to speak, when artists were

exhibiting a certain panic over the relentlessly

ascending tide of consumerism and mass

culture, and Pop art was bidding for a mass

audience, the terms of culture shifted.

18

Moratorium to End the War in Vietnam, 1969.

ÊÊÊÊÊÊÊÊÊÊA great deal has been asked of artists, in

every modern age. In previous eras artists were

asked to edify society by showing forth the good,

the true, and the beautiful. But such

expectations have increasingly come to seem

quaint as art has lost its firm connections to the

powers of church and state. Especially since the

romantics, artists have routinely harbored

messianic desires, the longing to take a high

position in social matters, to play a

transformative role in political affairs; this may

be finally understood as a necessary Ð though

perhaps only imaginary Ð corrective to their

roles, both uncomfortable and insecure, as

handmaidens to wealth and power. Artists

working under patronage conditions had

produced according to command, which left

them to express their personal dimension

primarily through the formal elements of the

chosen themes. By the nineteenth century,

artists, now no longer supported by patronage,

were free to devise and follow many different

approaches both to form and to content,

including realism and direct social

commentary.

19

 Still, the new middle-class

customers, as well as the state, had their own

preferences and demands, even if a certain

degree of transgression was both anticipated

and accepted, however provisionally (the Salon

des Refus�s was, after all, established by

Napol�on III). The fin de si�cle refuge in formalist

arguments, in aestheticism, or Òart for artÕs

sake,Ó has been called by such scholars as John

Fekete a defensive maneuver on the part of the

eraÕs advanced artists, establishing a

professional distance from the social and

honoring the preferences of their high-bourgeois

market following a century marked by European

revolutions and in the midst of industrial-labor

militancy.

20

 In the US, the lionization of art by

social and political elites in the new centuryÕs

first fifty years had been effective in the

acculturation of immigrants, and of the native

working class to some degree. Especially in the

postwar period, the ramping up of advanced,

formalist art provided a secular approach to the

transcendent. The mid-twentieth-century

rhetorics of artistic autonomy, in the US at least,

reassured the knowing public that formalism,

and, all the more so, abstraction, would

constitute a bulwark against totalitarian

leanings. This tacit understanding had been

especially persuasive in keeping prudent artists

away from political engagement during the Cold

War in the 1950s. Under those conditions, only

autonomous art could claim to be an art of

critique, but advanced, let alone abstract, art

could hardly expect to address large numbers of

people. Thus, the ÒprofessionalizationÓ of art

also doomed it to be a highly restricted

discourse.

21

ÊÊÊÊÊÊÊÊÊÊLet us look at taste not as a decision

reflecting the well-formedness or virtue of an

artistic utterance but through the wider popular

meaning of the exercise of choice among a range

of goods, tangible and intangible (but mostly the

former) Ð that is, as an expression of Òlifestyle.Ó

Taste has expressed class membership and

social status in every modern industrial society.

In 1983, the American cultural historian and

English professor Paul Fussell, author of the

acclaimed book The Great War and Modern

Memory (1975), published a slim, acerbically

acute book called Class: A Guide Through the

American Status System.

22

 There were earlier

treatises on ruling elites, such as American
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sociologist C. Wright MillsÕs Power Elite or British

linguist Alan RossÕs 1954 article on distinctions

between U and non-U speech patterns, in which

U refers to the Òupper classÓ (a discussion that

caused an Anglo-American stir when picked up

by Nancy Mitford) and Arthur MarwickÕs Class:

Image and Reality (1980), cited by Fussell.

23

Fussell meant his book as a popular expos� that

taste is not a personal attribute so much as an

expression of a definable ÒsocioeconomicÓ

grouping, and in his preface he gleefully

describes the horrified, even explosive, reactions

middle-class people displayed to the mere

mention of class. His scathing description of the

missteps of the non-elite are well situated in

economic class categories; it is only when he

arrives at a class of taste he calls Class X Ð of

which he considers himself a member Ð that he

loses his bearings, besotted by this motley group

of self-actualizing people who are mostly

university-based and float free of the demands

of social codes of dress and behavior, pleasing

only themselves. We should recognize in this

group not just the expression of the

counterculture, now grown up and college

educated, but also of the gold mine that had just

begun to be intensively lobbied by niche

marketers, the Òcreative classÓ Ð a social

formation and process that seems to have

escaped FussellÕs notice.

ÊÊÊÊÊÊÊÊÊÊA couple of decades later in 2000, the

conservative ideologue and US media figure

David Brooks, in his best-selling book Bobos in

Paradise: The New Upper Class and How They Got

There, quipped that Òcounter-cultural values

have infused the business world Ð the one

sphere of US life where people still talk about

fomenting ÔrevolutionÕ and are taken seriously.Ó

24

His thesis is that in this new information age,

members of the highly educated elite Òhave one

foot in the bohemian world of creativity and

another foot in the bourgeois realm of ambition

and worldly success.Ó

25

 BrooksÕs barbed

witticisms claim the triumph of capital over any

possible other political world that young people

different from him, in the Western democracies

and particularly the US, had hoped to create:

WeÕre by now all familiar with modern-day

executives who have moved from SDS to

CEO, from LSD to IPO. Indeed, sometimes

you get the impression the Free Speech

movement produced more corporate

executives than Harvard Business School.

26

To decode a bit: ÒSDSÓ denotes the emblematic

1960s radical group Students for a Democratic

Society; ÒIPOÓ stands for a corporationÕs initial

public offering; and the Free Speech movement

was the student movement at the elite (though

public) University of California, Berkeley, that

agitated on several fronts, sparking the

worldwide student movements of the 1960s.

ÊÊÊÊÊÊÊÊÊÊThe French intelligentsia have derisively

extracted BrooksÕs neologism ÒBobosÓ from his

celebratory analysis, and the book is worth

dwelling on here only because of its

concentration on taste classes and their

relationship to power and influence, and, less

centrally, their relevance to literature and

criticism.

27

 Brooks traces his own intellectual

forebears to Òthe world and ideas of the mid-

1950s,Ó remarking regressively:

ÊÊÊÊÊÊÊÊÊÊ

[W]hile the fever and froth of the 1960s

have largely burned away, the ideas of

these 1950s intellectuals [William Whyte,

Jane Jacobs, J. K. Galbraith, Vance

Packard, E. Digby Baltzell] continue to

resonate.

28

Lowering expectations of rigor, Brooks refers to

his work as Òcomic sociology.Ó He compliments

his readers on their quirky tastes while ignoring

those who do not fit his consumer taste class.

The Òconspicuous consumptionÓ pattern first

described by Thorstein Veblen in The Theory of

the Leisure Class, published in 1899 during the

robber baron era, seemingly does not fit the

preferences of the Bobos, who unlike the gilded-

age business (but not, it should be noted,

technical) class, prefer to spend lots of money on

things that appear to be useful and ÒvirtuousÓ Ð

an adjective often employed ironically in Bobos.

ÊÊÊÊÊÊÊÊÊÊA decade later, the laid-back, tolerant

wisdom of the benign ÒBoboÓ class-in-

ascendancy now appears ephemeral, since in the

interim the ostentatious rich have led us into

crushingly expensive wars, destroyed the

financial markets, restored nepotism, and

mobilized the old working class and rural

dwellers using a dangerous breed of hater-

malarkey to grab and keep political control, all

the while becoming vastly richer. Reviewing

Brooks, Russell Mokhiber writes,

Most people in the United States (let alone

the world) do not share [the BobosÕ]

expanding wealth and may have markedly

different views on important issues,

including concepts of Òdeservedness,Ó

fairness, government regulation, and

equitable distribution of wealth. For this

majority of the population, more

confrontation, not less, could be just what

is in order.

29
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Richard Florida on TV.

Soon after the collapse of the millennial New

Economy that was supposed to raise all boats,

Richard Florida, in his best-selling book The Rise

of the Creative Class (2002), instituted a way of

talking about the effects of the needs and

choices of Sharon ZukinÕs, as well as, more

broadly, BrooksÕs and FussellÕs, target group that

framed the positioning of the Òcreative classÓ Ð

that cooperative group Ð as a living blueprint for

urban planners.

30

ÊÊÊÊÊÊÊÊÊÊTurn-of-the-century changes in the

composition of the productive classes in the

United States and Western Europe as a result of

ÒglobalizationÓ Ð in which mass industrial work

shifted East and South and white-collar

technical labor in the developed industries rose

to ascendancy during the dot-com boom Ð led to

further speculation on the nature of these

workers, but seemingly these were more solidly

empirical efforts than BrooksÕs mischievous

rendition. Enter Richard Florida, professor at

postindustrial PittsburghÕs Carnegie Mellon

University, with theories catering to the

continuing desire of municipalities such as

Pittsburgh to attract those middle-class high-

wage earners.

ÊÊÊÊÊÊÊÊÊÊThe next installment of this article will

address FloridaÕs hypotheses and prescriptions.

ÊÊÊÊÊÊÊÊÊÊ×

To be continued in Culture Class: Art, Creativity, Urbanism,

Part Two: Creativity and Its Discontents.

This essay is an expanded version of a talk given at the third

Hermes Lecture at Provinciehuis Den Bosch on November 14,

2010, arising from a suggestion by Camiel van Winkel to

consider the work of Richard Florida. I thank Stephen Squibb

for his invaluable assistance during the research and editing

process. Thanks also to Alexander Alberro and Stephen

Wright for their helpful responses.

Martha Rosler is an artist who works with multiple

media, including photography, sculpture, video, and

installation. Her interests are centered on the public

sphere and landscapes of everyday life Ð actual and

virtual Ð especially as they affect women. Related

projects focus on housing, on the one hand, and

systems of transportation, on the other. She has long

produced works on war and the Ònational security

climate,Ó connecting everyday experiences at home

with the conduct of war abroad. Other works, from bus

tours to sculptural recreations of architectural details,

are excavations of history.
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ÊÊÊÊÊÊ1

See, for example, Henri

Lefebvre, The Production of

Space, trans. Donald Nicholson-

Smith (Oxford: Blackwell, 1991),

passim. See also Georg Luk�cs,

History and Class

Consciousness: Studies in

Marxist Dialectics, trans. Rodney

Livingstone (London: Merlin

Press, 1971); Luk�cs,

interpreting Marx on the

development of abstract labor

under capitalism, writes that

Òtime sheds its qualitative,

variable, flowing nature; it

freezes into an exactly

delimited, quantifiable

continuum filled with

quantifiable ÔthingsÕ ... in short,

it becomes space,Ó 90.

ÊÊÊÊÊÊ2

A more substantial discussion

would need to take account of

how the space-time continuum

privileges one or the other

dimension and how the primacy

of each changes with economic

regimes.

ÊÊÊÊÊÊ3

Henri Lefebvre, The Urban

Revolution (Minneapolis:

University of Minnesota Press,

2003), 1.

ÊÊÊÊÊÊ4

Ibid., vii.

ÊÊÊÊÊÊ5

Ibid., 18.

ÊÊÊÊÊÊ6

Consider such basic matters as

the management of violent

crime, prostitution, sanitation,

and disease.

ÊÊÊÊÊÊ7

See Mike Davis, ÒPlanet of

Slums,Ó New Left Review 26

(MarchÐApril 2004): 6. ÒThe

present urban population (3.2

billion) is larger than the total

population of the world in 1960.

The global countryside,

meanwhile, has reached its

maximum population (3.2 billion)

and will begin to shrink after

2020. As a result, cities will

account for all future world

population growth, which is

expected to peak at about 10

billion in 2050.Ó (See also DavisÕs

subsequent book, Planet of

Slums [London: Verso, 2006] for

further data crunching.)

Concomitantly, urban poverty is

also increasing faster than rural

poverty.

ÊÊÊÊÊÊ8

I leave out of consideration here

the reconstruction of cities and

countrysides that served Ð

primarily or secondarily Ð

military and police functions,

whether local ones on the order

of Baron Haussmann's mid-

nineteenth-century

reconfiguring of Paris, among

other things securing it against

insurrections, or more ambitious

national ones such as the

construction, under President

Eisenhower, of the USÕs Cold

War-oriented interstate highway

system.

ÊÊÊÊÊÊ9

Ivan Chtcheglov, ÒFormulary for

a New Urbanism,Ó trans. Kenn

Knabb, Internationale

Situationnis te, no. 1 (June

1958). See

http://www.cddc.vt.edu/sionl

ine/presitu/formulary.html.

ÊÊÊÊÊÊ10

Guy Debord, The Society of the

Spectacle, trans. Donald

Nicholson-Smith (New York:

Zone Books, 1994), 12.

ÊÊÊÊÊÊ11

Today, a few generations on, the

dystopian effects of the

relegation of the poor and the

immigrant to these high-rise

ghettos, are there for all to see,

if not understood by French

xenophobes, in the regular

eruptions of fire and revolt

among unemployed young men

with no future. (Today, however,

the young of France and

elsewhere recognize in this only

a more extreme version of their

own condition of economic

Òprecarity.Ó)

ÊÊÊÊÊÊ12

Sharon Zukin, Loft Living:

Culture and Capital in Urban

Change (New Brunswick, NJ:

Rutgers University Press, 1989),

190Ð191.

ÊÊÊÊÊÊ13

Ibid., 190.

ÊÊÊÊÊÊ14

Ibid., 117Ð118.

ÊÊÊÊÊÊ15

ÒThe Arts: New YorkÕs Best

Export Industry,Ó New York

Affairs 5, no. 2 (1978): 51. Quoted

in Zukin, Loft Living, 112.

ÊÊÊÊÊÊ16

See

http://www.strategicbusiness

insights.com/vals/about.shtm l.

ÊÊÊÊÊÊ17

See

http://www.strategicbusiness

insights.com/vals/presurvey.

shtml.

ÊÊÊÊÊÊ18

See Alvin Gouldner, The Dialectic

of Ideology and Technology: The

Origins, Grammar, and Future of

Ideology (New York: Seabury

Press, 1976).

ÊÊÊÊÊÊ19

See Caroline A. JonesÕs

interesting study, Eyesight

Alone: Clement GreenbergÕs

Modernism and the

Bureaucratization of the Senses

(Chicago: University of Chicago

Press, 2006).

ÊÊÊÊÊÊ20

John Fekete, The Critical

Twilight: Explorations in the

Ideology of Anglo-American

Literary Theory from Eliot to

McLuhan (Boston: Routledge &

Kegan Paul, 1977).

ÊÊÊÊÊÊ21

See the analyses of Pierre

Bourdieu in many works,

including Distinction: A Social

Critique of the Judgement of

Taste and ÒThe Market of

Symbolic Goods,Ó Part One,

Chapter One, of The Field of

Cultural Production: Essays on

Art and Literature (New York:

Columbia University Press,

1984); as well as, following him,

J�rgen Habermas, ÒModernity,

An Incomplete Project,Ó in Hal

Foster, ed., The Anti-Aesthetic.

Essays on Postmodern Culture

(Port Townsend, WA: Bay Press,

1983).

ÊÊÊÊÊÊ22

Paul Fussell, Class (New York:

Ballantine, 1983). The cover of

the firstpaper back edition says

ÒClass: A Painfully Accurate

Guide Through the American

Status System.Ó

ÊÊÊÊÊÊ23

Alan S. C. Ross, ÒLinguistic

class-indicator s in present-day

English,Ó Neuphilologische

Mitteilung en (Helsinki) 55

(1954), 113Ð149; Nancy Mitford,

ed. Noblesse Oblige (London:

Hamish Hamilton, 1956); Arthur

Marwick: Class: Image and

Reality in Britain, France and the

U.S.A. Since 1930 (New York:

Oxford University Press, 1980).

ÊÊÊÊÊÊ24

David Brooks, Bobos in Paradise:

The New Upper Class and How

They Got There (New York: Simon

and Schuster, 2000). The

quotation is taken from a review

by Russell Mokhiber, YES!

magazine, posted Oct 27, 2000,

at http://www.yesmagazine.org/i

ssues/a-new-culture-emerges/

review-bobos-in-paradise-by-

david-brooks.

ÊÊÊÊÊÊ25

Brooks, Bobos, 11.

ÊÊÊÊÊÊ26

Ibid., 39.

ÊÊÊÊÊÊ27

Éand art. In the section ÒHow to

Be an Intellectual GiantÓ Brooks

points out that rather than

writing, say, War and Peace, it is

better to seek success by

presenting Òa catchy new idea in

a lively format and casting light

on what it all means,Ó a formula

dominating art reviewing and

infesting art production, the arts

section of periodicals, and much

else.

ÊÊÊÊÊÊ28

ÒBooks like The Organization

Man, The Death and Life of Great

American Cities, The Affluent

Society, The Status Seekers, and

The Protestant Establishment

were the first expressions of the

new educated class ethos, and

while the fever and froth of the

1960s have largely burned away,

the ideas of these 1950s

intellectuals continue to

resonate.Ó Brooks, Bobos,

Introduction, 11Ð12. Brooks is

selective in those whom he

cites; several reviews have

suggested his indebtedness to

the work of C�sar Gra�a, a

professor at UC San Diego,

especially Bohemian vs.

Bourgeois (New York: Basic

Books, 1964); Gra�a, who had

studied sociology, anthropology,

and urban planning, published

several other works centering on

bohemianism and authenticity

but died in a car accident in

1986.

ÊÊÊÊÊÊ29

Russell Mokhiber, YES!

magazine, posted Oct 27, 2000,

at http://www.yesmagazine.org/i

ssues/a-new-culture-emerges/

review-bobos-in-paradise-by-

david-brooks.

ÊÊÊÊÊÊ30

Richard Florida, The Rise of the

Creative Class: And How It's

Transforming Work, Leisure,

Community and Everyday Life

(New York: Basic Books, 2002).

e
-

f
l
u

x
 
j
o

u
r
n

a
l
 
#

2
1

 
Ñ

 
d

e
c

e
m

b
e

r
 
2

0
1

0
 
Ê
 
M

a
r
t
h

a
 
R

o
s

l
e

r

C
u

l
t
u

r
e

 
C

l
a

s
s

:
 
A

r
t
,
 
C

r
e

a
t
i
v

i
t
y

,
 
U

r
b

a
n

i
s

m

1
4

/
1

4

03.06.11 / 22:35:07 EST



Martha Rosler

Culture Class:

Art, Creativity,

Urbanism, Part

II

→ Continued from ÒCulture Class: Art, Creativity,

UrbanismÓ in issue 21.

ÊÊÊÊÊÊÊÊÊÊ

ÊÊÊÊÊÊÊÊÊÊPART TWO: CREATIVITY AND ITS

DISCONTENTS

Culture is the commodity that sells all the

others.

Ð Situationist slogan

Soon after the collapse of the millennial New

Economy that was supposed to raise all boats,

Richard Florida, in his best-selling book The Rise

of the Creative Class (2002), instituted a way of

talking about the Òcreative classÓ Ð the same

class put center stage by Sharon Zukin, David

Brooks, and Paul Fussell Ð in a way that framed

it as a target group and a living blueprint for

urban planners

ÊÊÊÊÊÊÊÊÊÊFlorida may see this class, and its needs

and choices, as the savior of cities, but he

harbors no apparent interest in its potential for

human liberation. When Robert Bruininks, the
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Judith Butler

president of the University of Minnesota, asked

him in an onstage interview, ÒWhat do you see as

the political role of the creative class Ð will they

help lead society in a better, fairer direction?Ó

Florida was, according to faculty member Ann

Markusen, completely at a loss for a reply.

1

 Some

who frame the notion of a powerful class of

creative people Ð a class dubbed the Òcultural

creativesÓ by Paul H. Ray and Sherry Ruth

Anderson in their book of that name published in

2000 Ð see this group as progressive, socially

engaged, and spiritual, if generally without

religious affiliation, and thus as active in

movements for political and social change. In

general, however, most observers of ÒcreativesÓ

concentrate on taste classes and lifestyle

matters, and are evasive with respect to the

creativesÕ relation to social organization and

control.

ÊÊÊÊÊÊÊÊÊÊRichard Lloyd, in Neo-Bohemia: Art and

Commerce in the Postindustrial City, in contrast

to Ray and Anderson, finds not only that artists

and hipsters

2

 are complicit with capital in the

realm of consumption but, further, that in their

role as casual labor (Òuseful labor,Ó in LloydÕs

terms), whether as service workers or as

freelance designers, they also serve capital quite

well.

3

 The Situationists, of course, were insistent

on tying cultural regimes to urban change and

the organization and regulation of labor. Sharon

Zukin, in her ground-breaking book Loft Living,

provided a sociological analysis of the role of

artists in urban settings, their customary

habitat.

4

 But urban affairs, sociological and

cultural analysis, and the frameworks of

judgment have changed and expanded since

ZukinÕs work of 1982. In his book The Expediency

of Culture (2001), George Y�dice leads us to

consider the broad issue of the ÒculturalizationÓ

of politics and the uses and counter-uses of

culture.

5

 Concentrating especially on the United

States and Latin America, Y�diceÕs His concern is

with explicating how culture has been

transformed into a resource, available both to

governmental entities and to population groups.

He cites Fredric JamesonÕs work on Òthe cultural

turnÓ from the early 1990s, which claims that the

cultural has exploded Òthroughout the social

realm, to the point at which everything in our

social life Ð from economic value and state

power to social and political practices and the

very structure of the psyche itself Ð can be said

to have become Ôcultural.ÕÓ

6

 Y�dice invokes

Michel FoucaultÕs concept of governmentality,

namely, the management of populations, or Òthe

conduct of conduct,Ó as the matrix for the shift of
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services under neoliberalism from state to

cultural sectors. FoucaultÕs theories of

internalization of authority (as well as those of

Lefebvre and Freud) are surely useful in

discussing the apparent passivity of knowledge

workers and the educated classes in general.

Y�dice privileges theories of performativity,

particularly those of Judith Butler and Eve

Kosovsky Sedgwick, over the SituationistsÕ

Òsociety of the spectacle,Ó describing how

identities, including identities of Òdifference,Ó are

performed on the stage set by various mediating

institutions.

7

 Indeed, he positions the postwar

marketing model Ð Òthe engineering of consent,Ó

in Edward BernaysÕs potent, widely quoted

phrase Ð at the heart of contemporary politics

and invokes the aestheticization of politics

(shades of Walter Benjamin!) that has been fully

apparent in the US since the Reagan

administration.

8

 As I have suggested, this

channels much political contestation in

advanced societies to consumer realms, from

buying appropriate items from firms that

advance political activism and send money to

NGOs,

9

 to the corporate tactic of appealing to

identity-based markets, such as gay, female, or

Latino publics; but also to the corporate need to

foster such identities in hiring practices in the

name of social responsibility.

ÊÊÊÊÊÊÊÊÊÊIn considering the role of culture in

contemporary societies, it may be helpful to look

at the lineage and derivation of the creative-

class concept, beginning with observations

about the growing economic and social

importance of information production and

manipulation. The importance of the group of

workers variously known as knowledge workers,

symbolic analysts, or, latterly, creatives, was

recognized by the late 1950s or early 1960s.

Peter Drucker, the much-lionized management

Òguru,Ó is credited with coining the term

Òknowledge workerÓ in 1959, while the later term

Òsymbolic analystsÓ comes from economist

Robert Reich.

10

 

ÊÊÊÊÊÊÊÊÊÊClark Kerr, a former labor lawyer, became

president of the University of California, in the

mid-1960s. This state university system, which

had a masterplan for aggressive growth

stretching to the turn of the twenty-first century

and beyond, was the flagship of US public

universities and established the benchmarks for

public educational institutions in the US and

elsewhere; it was intended as the incubator of

the rank-and file middle class and the elites of a

modern superpower among nations in a

politically divided world. KerrÕs transformative
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educational vision was based on the production

of knowledge workers. Kerr Ð the man against

whom was directed much of the energy of

BerkeleyÕs Free Speech Movement, derisively

invoked by David Brooks Ð coined the term the

ÒmultiversityÓ in a series of lectures he gave at

Harvard in 1963.

11

 It was KerrÕs belief that the

university was a Òprime instrument of national

purpose.Ó In his influential book The Uses of the

University,Kerr wrote,

What the railroads did for the second half

of the last century and the automobile for

the first half of this century may be done for

the second half of this century by the

knowledge industry.

12

 

Sociologist Daniel Bell, in his books The Coming

of Post-Industrial Society (1973), and Cultural

Contradictions of Capitalism (1976), set the

terms of the discourse on the organization of

productive labor (although the visionary

educational reformer Ivan Illich apparently used

the term Òpost-industrialÓ earlier); Richard

Florida claims Bell as a powerful influence.

13

 The

term post-Fordism, which primarily describes

changes in command and control in the

organization of the production process, is a

preferred term of art for the present organization

of labor in advanced economies, retaining the

sense of continuity with earlier phases of

capitalist organization rather than suggesting a

radical break resulting from the rise of

information economies and changes in the mode

of conducting and managing the labor process.

14

 

ÊÊÊÊÊÊÊÊÊÊTheories of post-Fordism fall into different

schools, which I cannot explore here, but they

generally include an emphasis on the rise of

knowledge industries, on the one hand, and

service industries on the other; on consumption

and consumers as well as on productive workers;

on the fragmentation of mass production and the

mass market into production aimed at more

specialized consumer groups, especially those

with higher-level demands; and on a decline in

the role of the state and the rise of global

corporations and markets. Work performed

under post-Fordist conditions in the so-called

knowledge industries and creative fields has

been characterized as Òimmaterial labor,Ó a

(somewhat contested) term put forward by

Italian autonomist philosopher Maurizio

Lazzarato. Within or overlapping with the broad

category of immaterial labor are types of labor

deemed Òaffective laborÓ (Hardt and Negri);

these include not only advertising and public

relations Ð and, many artists would argue, art Ð

but all levels of labor in which the worker faces

the public, which include many service

industries, and eventually permeates society at

large.

15

 In ÒStrategies of the Political

Entrepreneur,Ó Lazzarato writes: 

If the factory can no longer be seen, this is

not because it has disappeared but

because it has been socialized, and in this

sense it has become immaterial: an

immateriality that nevertheless continues

to produce social relations, values, and

profits.

16

 

These categories look very different from

FloridaÕs.

ÊÊÊÊÊÊÊÊÊÊAndrew Ross writes that the creative-class

concept derives from Prime Minister Paul

KeatingÕs Australia in early 1990s, under the

rubric Òcultural industries.Ó

17

 Tony BlairÕs New

Labour government used the term Òcreative

industriesÓ in 1997 in the rebranding of the UK as

Cool Britannia. The Department of National

Heritage was renamed the Department for

Culture, Media and Sport (DCMS) and promoted

technological optimism, a youth cult, and, in

RossÕs words, Òself-directed innovation in the
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arts and knowledge sectors.Ó Both Ross and the

social psychologist Alan Blum refer to the

centrality of the idea of constant reinvention Ð of

the firm and of the person Ð as a hallmark of the

ideal conditions of the creative class. Ross

points to the allure of the Òcreative industriesÓ

idea for a wide array of nations, large and small,

of which he names Canada, the US, and Russia

and China Ð we should add the Netherlands to

this list Ð long before FloridaÕs particular

configuration shifted emphasis away from the

industries and to the very person of their

denizens, and to biopolitics.

ÊÊÊÊÊÊÊÊÊÊIn describing the Òcreative class,Ó Florida

credits Paul Fussell and gives David Brooks a

brief nod.

18

 Despite building on writers like David

Harvey and perhaps other, unnamed theorists on

the left, Florida offers the prospect of a category

of Òhuman resourcesÓ who will, all unbidden, and

at virtually no cost to anyone but themselves,

remake your city quite to your liking. Rather than

portraying the right to the city, as Harvey had

termed it, as the outcome of struggle, FloridaÕs

path to action is predicated on the inevitability of

social change, in which the working class and the

poor have already lost. I will say more about that

a bit later, but first, IÕll consider the creative

class itself.

ÊÊÊÊÊÊÊÊÊÊWhat Florida has called the rise of the

creative class Sharon Zukin called, in Loft Living,

the artistic mode of production.

19

 Zukin, who

never quite explains her phrase, describes the

production of value and of space itself,

interpretable in LefebvreÕs terms. Whereas Zukin

traced the entire process from its inception to its

present outcome, teasing out the structural

elements necessary to bring about urban change

and demonstrating how such change affects

residents and interested classes, in FloridaÕs

account the process disappears in a welter of

statistical number-crunching and empirical

markers by which to index the success of the

creative class. Crucial to ZukinÕs analysis is the

eventual displacement of artists, a development

not addressed by Florida, whose creative class

encompasses high earners in industries

extending far beyond artists, the vast number of

whom do not command big incomes.

ÊÊÊÊÊÊÊÊÊÊZukin had already shown that integral to the

artistic mode of production is the gradual

expansion of the Òartistic class,Ó suggesting how

the definition of ÒartistÓ expanded and how the

epistemology of art changed to fit the

sensibilities of the rising middle class. Zukin Ð

writing in 1982 Ð asserts:

The new view of art as Òa way of doingÓ

rather than a distinctive Òway of seeingÓ

also affects the way art is taught. On the

one hand, the Òtremendous production

emphasisÓ that [modernist critic] Harold

Rosenberg decries gave rise to a generation

of practitioners rather than visionaries, of

imitators instead of innovators. As

professional artists became facile in

pulling out visual techniques from their

aesthetic and social context, they glibly

defended themselves with talk of concepts

and methodology. On the other hand, the

teaching of art as ÒdoingÓ made art seem

less elitist.É Anyone, anywhere can

legitimately expect to be an artist É making

art both more ÒprofessionalizedÓ and more

Òdemocratized.ÓÉ This opened art as a

career.

20

 

Zukin offers a sour observation made in 1979 by

Ronald Berman, former chairman of the US

National Endowment for the Humanities:

Art is anything with creative intentions,

where the word ÒcreativeÓ has É been

removed from the realm of achievement

and applied to another realm entirely. What

it means now is an attitude toward the self;

and it belongs not to aesthetics but to pop

psychology.

21

 

I cannot address the changes in the

understanding of art here, or the way its models

of teaching changed through the postwar period

Ð a subject of perpetual scrutiny and

contestation both within the academy and

outside it. A central point, however, is that the

numbers of people calling themselves artists has

vastly increased since the 1960s as the

parameters of this identity have changed.

ÊÊÊÊÊÊÊÊÊÊFlorida enters at a pivot point in this

process, where what is essential for cities is no

longer art, or the people who make it, but the

appearance of its being made somewhere

nearby. As a policy academic, Florida repeatedly

pays lip service to the economic, not lifestyle,

grounding of class groupings, as he must, since

his definition of Òcreative classÓ is based on

modes of economically productive activity.

Economic data, however, turn out not to be

particularly integral to his analyses, while the

use to which he puts this category depends

heavily on lifestyle and consumer choices, and

Florida includes in the creative class the

subcategory of gay people as well as categories

of Òdifference,Ó which are both racial/ethnic and

include other identity-related groupings

independent of employment or economic activity.

This does not contradict the fact that we are

talking about class and income. Although the

tolerance of ÒdifferenceÓ that figures in FloridaÕs

scenario must certainly include of people of

color working in low-level service categories who
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appear in significant concentrations in urban

locales (even if they go home to some other

locale), the creative class are not low-wage, low-

level service-sector employees, and artists,

certainly, are still disproportionately white.

ÊÊÊÊÊÊÊÊÊÊFloridaÕs schema is influenced by basic

American economic and sociological texts Ð

including Erik Olin WrightÕs powerful description

of the new professional-managerial class

(sometimes called the new petite bourgeoisie to

differentiate it from the Òold petite bourgeoisie,Ó

a class of small shopkeepers and the like whose

declining fortunes and traditionalist world view

have left them disaffected or enraged).

22

 But

FloridaÕs categories are more directly derived

from the US governmentÕs Standard

Occupational Classification, or SOC, codes. His

creative-class grouping includes Òa broad group

of creative professionals in business and

finance, law, health care and related fields,Ó who

Òengage in complex problem solving that involves

a great deal of independent judgment and

requires high levels of education or human

capital.Ó

23

 Within it is a Òsuper-creative core [of]

people in science and engineering, architecture

and design, education, arts, music, and

entertainment É [whose] job is to create new

ideas, new technology and/or new creative

content.Ó

ÊÊÊÊÊÊÊÊÊÊDoug Henwood, in a critique from the left,

notes that FloridaÕs creative class constitutes

about 30 percent of the workforce, and the

Òsuper creative coreÓ about 12 percent.

Examining one category of super-creatives,

Òthose in all computer and mathematical

occupations,Ó Henwood remarks that some of

these jobs Òcan only be tendentiously classed as

super creative.Ó

24

 SOC categories put both call-

center tech-support workers and computer

programmers in the IT category, but call-center

workers would surely not experience their jobs

as creative but Òmore likely as monotonous and

even deskilled.Ó What is striking in FloridaÕs

picture is, first, not just the insistence on

winners and losers, on the creatives and the

uncreatives Ð recalling the social divisions within

Aldous HuxleyÕs dystopian novel Brave New World

Ð but on the implicit conviction that job

categories finally do provide the only source of

real agency regardless of their content. Second,

the value of the noncreatives is that they are

nature to the creativesÕ culture, female to their

male, operating as backdrop and raw material,

and finally as necessary support, as service

workers. Stressing the utility of random

conversations in the street, � la Jane Jacobs,

Florida treats the little people of the streets as a

potent source of ideas, a touchingly modern[ist]

point of view.

ÊÊÊÊÊÊÊÊÊÊIn an online consideration of FloridaÕs

thesis, Harvard Economist Edward Glaeser, a

right-leaning mainstream critic, expresses

admiration for FloridaÕs book as an engagingly

written popularization of the generally accepted

urbanist maxim that human capital drives

growth, but he fails to find any value added from

looking at creative capital as a separate

category. Glaeser writes:

[T]he presence of skills in the metropolitan

area may increase new idea production and

the growth rate of city-specific productivity

levels, but if Florida wants to argue that

there is an [effect] of bohemian, creative

types, over and above the effect of human

capital, then presumably that should show

up in the data.

25

 

Glaeser ran statistical regressions on the

population-growth data on four measures: (1) the

share of local workers in the Òsuper creative

coreÓ; (2) patents per capita in 1990; (3) the Gay

Index, or the number of coupled gay people in the
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area relative to the total population; and (4) the

Bohemian Index Ð the number of artistic types

relative to the overall population.

ÊÊÊÊÊÊÊÊÊÊGlaeser concludes that in all the

regressions the primary effects on city growth

result from education level rather than any of

FloridaÕs measures and that in fact in all but two

cities, Òthe gay population has a negative

impact.Ó He concludes:

I would certainly not interpret this as

suggesting that gays are bad for growth,

but I would be awfully suspicious of

suggesting to mayors that the right way to

fuel economic development is to attract a

larger gay population. There are many good

reasons to be tolerant, without spinning an

unfounded story about how Bohemianism

helps urban development.

26

 

Further:

There is no evidence to suggest that there

is anything to this diversity or

Bohemianism, once you control for human

capital. As such, mayors are better served

by focusing on the basic commodities

desired by those with skills, than by

thinking that there is a quick fix involved in

creating a funky, hip, Bohemian

downtown.

27

 

Max Nathan, an English urbanist at the Centre

for Cities, an independent research institute in

London, observes that ÒthereÕs not much

evidence for a single creative class in the US or

the UK. And although knowledge, creativity, and

human capital are becoming more important in

todayÕs economy, more than 20 years of

endogenous growth theory already tells us this.Ó

He concludes, ÒCreativity and cool are the icing,

not the cake.Ó 

28

 

ÊÊÊÊÊÊÊÊÊÊAmerican sociologist Ann Markusen, left-

leaning but agreeing with Glaeser, further

cautions that Òhuman creativity cannot be

conflated with years of schooling.Ó

29

 Some of the

occupations included in FloridaÕs sample do not

call upon creative thinking, while many manual

tasks do just that; furthermore, it hardly needs to

be noted that human qualities and attributes are

not themselves merely produced by schooling.

ÊÊÊÊÊÊÊÊÊÊFloridaÕs use of the US governmentÕs SOC

categories, lumping together artists and

bohemians with all kinds of IT workers and

others not remotely interested in art or bohemia,

has been identified by many other observers Ð

perhaps especially those involved in the art

world Ð as a glaring fault. Florida fails to note the

divergent interests of employees and managers,

or younger and older workers, in choices about

where to live: it seems, for example, that the

young move into the city while somewhat older

workers move out to the suburbs, where

managers tend to cluster. But FloridaÕs book

found its ready audience not among political

economists but in some subset of municipal

policy makers and rainmakers for government

grants, and in business groups.

ÊÊÊÊÊÊÊÊÊÊAs Alan Blum suggests, FloridaÕs work is

directed at Òsecond tierÓ cities pursuing Òan

ÔidentityÕ (as if merchandise) that is to be

fashioned from the materials of the present.Ó

30

Second tier cities tend to glorify the

accumulation of amenities as a means of

salvation from an undistinguished history, a

chance to develop and establish flexibility.

BlumÕs critique emphasizes the platitudinous

banality of FloridaÕs city vision, its undialectical

quality and its erasure of difference in favor of

tranquility and predictability as it instantiates as

policy the infantile dream of perpetually creating

oneself anew. In my estimation, Scandinavian

societies seem to have faced the postwar world

by effacing history and re-presenting themselves

as factories of design; visiting CopenhagenÕs

design museum, I was amazed that a large wall

inscription in the exhibition of the great designer

Arne Jacobsen emphasized both his complete

lack of Òinterest in UtopiaÓ and his fondness for

white tennis flannels. One can think of many

cities, regions, and nations that would prefer to

transcend an earlier mode of economic

organization, whether agricultural or Fordist, in

favor of a bright new picture of postindustrial

viability. The collective failure of imagination can

be extended to entire peoples, through the

selective re-creation, or frank erasure, of

historical memory. The entire cast of the

creative-class thesis is centered on the implicit

management of populations, through

internalized controls: in essence, FoucaultÕs

governmentality.

ÊÊÊÊÊÊÊÊÊÊFlorida was teaching at Carnegie Mellon in

the Rust Belt city of Pittsburgh when he

formulated his thesis, but subsequently moved

to the University of Toronto, where he now heads

the Martin Prosperity Institute at the Rotman

School of Management, and is Professor of

Business and Creativity. His website tags him as

Òauthor and thought-leader.Ó Florida has

developed a robust career as a pundit and as a

management consultant to entities more

inclusive than individual firms or industries.

Management consulting is a highly lucrative field

that centers on the identification of structures of

work organization and methods of organizing

workers in a manner persuasive to management.

Management theory, however, even in the

industrializing 1920s, has often claimed that

creativity and interpersonal relations would
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transform management, leading to an end to

top-down hierarchies and a harmonizing of

interests of workers and management.

ÊÊÊÊÊÊÊÊÊÊSpeaking personally, in the early 1970s I

worked in a small, Peter DruckerÐadvised

publishing company in Southern California to

which Drucker, the management idol then riding

the crest of his fame, made regular visits. We

were schooled to regard the management tool

called Group Y, widely used by Japanese

companies, as the new gospel of employee-

management relations. As a concept, Group Y is

traceable to Douglas McGregor, a professor at

MITÕs school of management. Influenced by the

social psychologist Abraham MaslowÕs then

widely popular theories of human self-

actualization, McGregor promoted the idea of

employees and workers as human resources. In

The Human Side of Enterprise (1960), McGregor

developed his highly influential paradigm of

employee management and motivation in which

management is characterized by one of two

opposed models, Theory X and Theory Y.

31

 In

Theory X, people are seen as work-averse and

risk-averse, uninterested in organizational goals,

and requiring strong leadership and monetary

incentives. Theory Y, in contrast, sees work as

enjoyable and people as naturally creative and

self-directed if committed to work objectives.

(McGregor, unrealistically, hoped his book would

be used as a self-diagnostic tool for managers

rather than as a rigid prescription.) Building on

McGregorÕs theory, and long after I left my bliss-

seeking editorial shop, William G. Ouchi invoked

Theory Z to call attention to Japanese

management style.

32

 

Quotation from Frederick Taylor's Principles of Scientific Management.

ÊÊÊÊÊÊÊÊÊÊStarting in the early 1960s, Japanese

management made extensive use of Òquality

circles,Ó which were inspired by the postwar

lectures of American statisticians W. Edwards

Deming and J. M. Juran, who recommended

inverting the US proportion of responsibility for

quality control given to line managers and

engineers, which stood at 85 percent for

managers and 15 percent for workers.

33

 As the

Business Encyclopedia explains, Japanese

quality circles meet weekly, often on the workersÕ

own time and often led by foremen. ÒQuality

circles provide a means for workers to

participate in company affairs and for

management to benefit from worker suggestions.

É [E]mployee suggestions reportedly create

billions of dollarsÕ worth of benefits for

companies.Ó Now, however, according to The New

York Times, Japanese business organization is

fast approaching the norms and practices

prevailing in the US.

34

 

ÊÊÊÊÊÊÊÊÊÊManagement is always looking for a new

edge; after all, managersÕ advancement and

compensation depend on the appearance of

innovation. A few years ago, in an amusing

Òexpos�Ó in the Atlantic magazine, Matthew

Stewart, a former partner in a consulting firm,

characterized management theory as a jumped-

up and highly profitable philosophy of human

society rather than an informed scientific view of

the social relations of productive activities,

which is how it advertises itself.

35

 Stewart

compares the dominant theory of production

known as Taylorism with that of Elton Mayo.

36

Taylorism, named for the turn-of-the-twentieth-

century consultant Frederick Taylor, was a

method (that of motion study, which was soon

married to the marginally more humanistic time

study of Frank and Lillian Gilbreth) for analyzing

the labor process so as to get more work out of

workers.

37

 MayoÕs management theory,

formulated somewhat later, is based on fostering

workersÕ cooperation. Characterizing the first as

the rationalist and the second as the humanist

strain of management philosophy, Stewart

claims that they simply continue in these two

age-old camps. Anthropologist David Graeber

writes that fields like politics, religion, and art

depend not on externally derived values and data

but upon group consensus.

38

 Like many bold

ideas in economics and politics, empirical

inadequacy and faulty predictive power are no

barriers to success. A new narrative is always a

powerful means of stirring things up; as the

twentieth-century Austrian psychologist Hans

Vaihinger termed it in his book Philosophie des

Als Ob (ÒPhilosophy of As IfÓ), a person needs a

ruling story, regardless of its relationship to

reality, and so, it seems, does any other entity or

organization, especially when it requires

persuasive power to obtain resources from

others.

39

 Since the advent of neoliberalism in the

1980s, for example, those newly hired corporate

heads who immediately fire about 20 percent of
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Guy Debord, Naked City, 1957.

the workforce have been shown to do best for

themselves regardless of outcome, despite the

fact that this strategy has long been proven to

damage a distressed companyÕs profitability,

since it destroys corporate knowledge and

working culture, if nothing else. Psychological

studies are constantly being adduced to prove

that many consumers are uninterested in the

disproof of claims, whether for miracle cures,

better material goods, political nostrums, and so

on; sociologists from Merton to Adorno long ago

commented in some frustration about peopleÕs

belief in luck (as in the lottery) or astrology in the

face of reason. Ideology offers a powerful sieve

through which to strain truth claims.

ÊÊÊÊÊÊÊÊÊÊWhat matters, then, is not whether FloridaÕs

bohemian index is good or bad for urban growth

but that the gospel of creativity offers something

for mayors and urban planners to hang onto Ð a

new episteme, if you will. But FloridaÕs thesis

also finds enthusiastic support in management

sectors in the art world that seek support from

municipal and foundation sources while

pretending that the creative class refers to the

arts.

ÊÊÊÊÊÊÊÊÊÊEuropean art critics and theorists, however,

were far more likely to be reading Boltanski and

ChiapelloÕs New Spirit of Capitalism, which

provides an exhaustive analysis of the new

knowledge-based classes (or class fractions)

and the way in which the language of liberation,

as well as the new insistence on less

authoritarian and hierarchical working

conditions, has been repurposed.

40

 Here is a

pr�cis, by Chantal Mouffe, addressing an

American art audience in the pages of Artforum:

As Luc Boltanski and éve Chiapello

persuasively demonstrated in The New

Spirit of Capitalism (1999/2005), the

managerial class successfully co-opted the

various demands for autonomy of social

movements that arose in the 1960s,

harnessing them only to secure the

conditions required by the new,

postindustrial mode of capitalist

regulation. Capital was able, they showed,

to neutralize the subversive potential of the

aesthetic strategies and ethos of the

counterculture Ð the search for

authenticity, the ideal of self-management,

and the antihierarchical imperative Ð

transforming them from instruments of

liberation into new forms of control that

would ultimately replace the disciplinary

framework of the Fordist period.

41
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Installation view of Thomas Hirschhorn exhibition Stand-alone at Museo Tamayo, Mexico City, 2008.

This brings us to the question of authenticity and

the creative class. 

ÊÊÊÊÊÊÊÊÊÊIn the words of the American vaudevillian

turned radio personality and actor, George Burns,

ÒThe secret of acting is sincerity. If you can fake

that, you've got it made.Ó

ÊÊÊÊÊÊÊÊÊÊIn Loft Living, Sharon Zukin had already put

her finger on an unanswerable paradox, namely,

the simulacral effect of neatening everything up,

of the desired pacification of the city, which, as I

have explained, will conveniently replace

difficult, unruly populations with artists, who can

generally (though not uniformly) be counted on to

be relatively docile. 

ÊÊÊÊÊÊÊÊÊÊZukin writes:

Seeking inspiration in loft living, the new

strategy of urban revitalization aims for a

less problematic sort of integration than

cities have recently known. It aspires to a

synthesis of art and industry, or culture and

capital, in which diversity is acknowledged,

controlled, and even harnessed. [But] first,

the apparent reconquest of the urban core

for the middle class actually reconquers it

for upper-class users. Second, the

downtowns become simulacra, through

gussied up preservation venues. É Third,

the revitalization projects that claim

distinctiveness Ð because of specific

historic or aesthetic traits Ð become a

parody of the unique.

42

 

The search among artists, creatives, and so

forth, for a way of life that does not pave over

older neighborhoods but infiltrates them with

coffee shops, hipster bars, and clothing shops

catering to their tastes, is a sad echo of the

tourist paradigm centering on the indigenous

authenticity of the place they have colonized.

The authenticity of these urban neighborhoods,

with their largely working-class populations, is

characterized not by bars and bodegas so much

as by what the press calls grit, signifying the lack

of bourgeois polish, and a kind of remainder of

incommensurable nature in the midst of the

cityÕs unnatural state. The arrival in numbers of

artists, hipsters, and those who follow Ð no

surprise here! Ð brings about the eradication of

this initial appeal. And, as detailed in Loft Living,

the artists and hipsters are in due course driven

out by wealthier folk, by the abundant vacant

lofts converted to luxury dwellings or the new

construction in the evacuated manufacturing

zones. Unfortunately, many artists who see
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themselves evicted in this process fail to see, or

persist in ignoring, the role that artists have

played in occupying these formerly ÒalienÓ

precincts.

ÊÊÊÊÊÊÊÊÊÊZukinÕs recent book, The Naked City: The

Death and Life of Authentic Urban Places (2010),

is aimed squarely at the lifestyle arguments

typified by FloridaÕs work. It traces the trajectory

of the idea and content of urban cool, with their

repeated emphasis on those two terms,

authenticity and grit.

43

 As she has done

throughout her career, Zukin addresses the

efforts of the powers-that-be to hang onto

working-class cachet while simultaneously

benefiting from its erasure. ZukinÕs book focuses

on three New York neighborhoods Ð the Lower

East Side, or East Village; Harlem; and BrooklynÕs

Williamsburg, the present epicenter of cool,

walking us painfully through regional history and

transformation.

ÊÊÊÊÊÊÊÊÊÊZukin also considers ManhattanÕs venerable

Union Square, which Ð with its history of

parades, marches, soap-box oratory, and

expressions of urban unrest and decay Ð has

been the focus of twenty years of efforts to tame

it. Zukin quotes the promotional slogan of the

Union Square Partnership, a Òpublic-private

partnershipÓ: ÒEat. Shop. Visit. Union Square.Ó

44

 

ÊÊÊÊÊÊÊÊÊÊThe Square is part of the Òarchipelago of

enclavesÓ described by Dutch urbanists Maarten

Hajer and Arnold Reijdorp

45

 as typical of new

public spaces, providing, in ZukinÕs words, 

Special events in pleasant surroundings É

re-creating urban life as a civilized ideal É

[with] both explicit and subtle strategies to

encourage docility of a public that by now is

used to paying for a quality experience.

46

 

Furthermore, 

[T]hese places break with the past not just

by passively relying on city dwellersÕ civic

inattention when they calmly ignore the

stranger sitting on the next bench, but by

actively enabling them to avoid strangers

whom they think of as ÓaliensÓ: the

homeless, psychologically disoriented,

borderline criminal, and merely loud and

annoying .

47

 

I note in passing that Zukin persistently faults

Jane Jacobs, otherwise treated in the field as the

Mother Teresa of the Neighborhood, for her own

inattention to the needs and preferences of

people other than the middle classes.

ÊÊÊÊÊÊÊÊÊÊThe disenfranchisement of those outside

the groups who benefit from life in the newly

renovated city is replicated in the split between

the developed and less developed world; just as

the paradigm of urbanism has subsumed all

others, so has the globalized knowledge

economy done so, and those who are not part of

it are nevertheless forced to take a position in

relation to it.

ÊÊÊÊÊÊÊÊÊÊThe postindustrial shift in Western

economies from a welfare-state model to a

neoliberal one has resulted in the erosion of the

classical working-class base that had provided a

political counterpoint during the so-called

golden age of capital (1945Ð1970). The resulting

Òcultural turn,Ó in which conflicting claims are

played out in the cultural arena Ð mediated

through institutions that include the state, the

media, and the market Ð represents a relocation

of political antagonism to the only realm that

remains mutually recognizable. In less developed

economies, the global reach of aggressive

consumer capitalism and the

internationalization of (neo-imperialist)

corporate control have provided significant

challenges to the efforts of grassroots

movements to secure first-world rights through

political contestation. George Y�dice describes
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local organizing efforts of poor youth, such as Rio

Funk, begun in Brazil in the 90s, and others; but

he cites Brazilian commentator Antonio Muniz

Sodr� and Nestor Garc�a Canclini in noting that

reliance on grassroots self-empowerment

movements to bring about change absolves the

states of responsibility and puts the burdens on

the subordinated themselves.

48

 

ÊÊÊÊÊÊÊÊÊÊIn considering the social presence of

creative-class members in general and artists in

particular, I have focused on the tendency toward

passivity and complicity in questions of the

differential power of others. But a significant

number of artists do not fit this categorization.

There is a divide, perhaps, between those whose

practices are well-recognized by the art world

and those whose efforts are treated as beyond

the pale. I want to focus my attention here on the

former group. Y�dice, concerned with the

power/wealth divide, assembles an array of

critical arguments, drawing on Grant KesterÕs

critique of the artist as service provider, always

positioned from a higher to a lower cultural level,

as well as Hal FosterÕs 1990s critique of the

artist as ethnographer.

49

 The problems of artistsÕ

working in poor urban neighborhoods lie partly in

the possibility, however undesired, of

exploitation, and partly in a divergence in the art

world audienceÕs understanding of the project

and that of the local community, as a result of

the different life worlds each inhabit. A number

of artists he quotes insist that they are not

Òsocial workersÓ but rather seek to expand the

frame of art. This suggests that intended

readings must occur at least partly in terms of an

aesthetic and symbolic dimension. This sits well

with commentators such as Claire Bishop, who in

a much-noted article winds up favoring the

rather vicious projects of Santiago Sierra and

those of Thomas Hirschhorn above more benign

and perhaps socially useful, ÒserviceÓ efforts.

50

Suspicious of the possible use and meaning of

socially invested works, Bishop seems to regard

positively the fact that the lack of social effect in

SierraÕs heavily symbolic works, and the appeal

to philosophical and other models in

HirschhornÕs, make them legible primarily to

their ÒproperÓ art world observers. As relational

aesthetics seems to be carried out on the terrain

of service, it is worth noting that these works

remove judgment from universal categories or

the individually located faculty of taste to the

uncertain and presumably unrepeatable

reception by a particular audience or group

(shades of Allan Kaprow!).

ÊÊÊÊÊÊÊÊÊÊY�dice joins other commentators in pointing

out that art-as-service is the end of the avant-

garde, removing as it does the artistsÕ actions

from the realm of critique to melioration. In a

section that has garnered some comment,

Y�dice outlines how artists, even those who have

looked beyond institutions and markets, have

been placed in a position to perform as agents of

the state. This reinterpretation of the

vanguardist desire for Òblurring of the

boundaries of art and everyday life,Ó for ÒrealityÓ

over critique, exposes the conversion of art into a

funnel or regulator for governmentalized

Òmanaged diversity.Ó Worse, an imperative to

effectiveness has derived from arts

administrators. A 1997 report for the US National

Endowment for the Arts titled American Canvas

insists that for the arts to survive (presumably,

after the assaults of the then-newly instigated,

now newly revived, right-wing driven assault on

US art and culture known as the Òculture warsÓ)

they must take a new pragmatic approach,

Òtranslating the value of the arts into more

general civic, social, and educational termsÓ that

would be convincing to the public and elected

officials alike:

...suffused throughout the civic structure Ð

finding a home in a variety of community

service and economic development

activities Ð from youth programs and crime

prevention to job training and race relations

Ð far afield from the traditional aesthetic

functions of the arts. This extended role for

culture can also be seen in the many new

partners that arts organizations have taken

on in recent years, with school districts,

parks and recreation departments,

convention and visitor bureaus, chambers

of commerce, and a host of social welfare

agencies all serving to highlight the

utilitarian aspects of the arts in

contemporary society.

51

 

Combine this with the aim of funding museums

specifically to end elitism. In the 1990s, the

federal funding agency the National Endowment

for the Arts increased its commitment to

ÒdiversityÓ while museums, pressed by such

powerful funders as the Rockefeller, Carnegie,

and Ford foundations and the ReaderÕs Digest

Fund, tried to achieve wider public Òaccess.Ó

52

The operative term was ÒcommunityÓ; art was to

serve the interests of ÒcommunitiesÓ Ð by which

we must understand poor, excluded, and non-

elite, non-creative-class communities Ð rather

than promote the universalist values of

modernist doctrine, which many thought simply

supported the elite-driven status quo. This

leaves artists interested in audiences beyond the

gallery with something of a dilemma: serve

instrumental needs of states and governments or

eschew art-world visibility entirely. 

ÊÊÊÊÊÊÊÊÊÊTo close this section of Culture Class, let me

put into play two further quotations. From the
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introduction to American Canvas:

The closing years of the 20th century

present an opportunity ... for speculation

on the formation of a new support system

[of the nonprofit arts]: one based less on

traditional charitable practices and more on

the exchange of goods and services.

American artists and arts organizations can

make valuable contributions Ð from

addressing social issues to enhancing

education to providing ÒcontentÓ for the

new information superhighway Ð to

American society.

53

 

And from Ann Markusen:

Artists may enjoy limited and direct

patronage from elites, but as a group, they

are far more progressive than most other

occupational groups Florida labels as

creative. While elites tend to be

conservative politically, artists are the

polar opposite. Artists vote in high numbers

and heavily for left and democratic

candidates. They are often active in

political campaigns, using their visual,

performance, and writing talents to carry

the banner. Many sociologists and social

theorists argue that artists serve as the

conscience of the society, the most likely

source of merciless critique and support for

unpopular issues like peace, the

environment, tolerance and freedom of

expression.

54

 

×

ÊÊÊÊÊÊÊÊÊÊTo be continued in Culture Class: Art,

Creativity, Urbanism, Part Three: The Urban as

Art.

This essay is an expanded version of a talk given at the third

Hermes Lecture at Provinciehuis Den Bosch on November 14,

2010, arising from a suggestion by Camiel van Winkel to

consider the work of Richard Florida. I thank Stephen Squibb

for his invaluable assistance during the research and editing

process. Thanks also to Alexander Alberro and Stephen

Wright for their helpful responses.

Martha Rosler is an artist who works with multiple

media, including photography, sculpture, video, and

installation. Her interests are centered on the public

sphere and landscapes of everyday life Ð actual and

virtual Ð especially as they affect women. Related

projects focus on housing, on the one hand, and

systems of transportation, on the other. She has long

produced works on war and the Ònational security

climate,Ó connecting everyday experiences at home

with the conduct of war abroad. Other works, from bus

tours to sculptural recreations of architectural details,

are excavations of history.

e
-

f
l
u

x
 
j
o

u
r
n

a
l
 
#

2
3

 
Ñ

 
m

a
r
c

h
 
2

0
1

1
 
Ê
 
M

a
r
t
h

a
 
R

o
s

l
e

r

C
u

l
t
u

r
e

 
C

l
a

s
s

:
 
A

r
t
,
 
C

r
e

a
t
i
v

i
t
y

,
 
U

r
b

a
n

i
s

m
,
 
P

a
r
t
 
I
I

1
5

/
1

6

03.06.11 / 22:07:26 EST



ÊÊÊÊÊÊ1

Markusen had in fact been

asked to frame such a question

by the university president

himself. Markusen's paper is

centered on a critique of

Florida's creative-class thesis;

see Ann Markusen, ÒUrban

Development and the Politics of

a Creative Class: Evidence from

the Study of Artists,Ó

Environment and Planning A, Vol.

38, Issue 10, 1922. See

http://www.hhh.umn.edu/proje

cts/prie/pdf/266_creativity_

class_politics.pdf.

ÊÊÊÊÊÊ2

I use this term here to signify

ironical posers and lifestyle,

particularly sartorial, devotees.

ÊÊÊÊÊÊ3

Lloyd, Neo-Bohemia: Art and

Commerce in the Postindustrial

City (New York: Routledge, 2006).

LloydÕs estimation of the work

role of the creatives is counter to

the generally benign role

accorded them not only by Ray

and Anderson but also by such

varied commentators as

Markusen and all the centrist

and right-wing observers.

ÊÊÊÊÊÊ4

Zukin, Loft Living: Culture and

Capital in Urban Change (New

Brunswick, NJ: Rutgers

University Press, 1982).

ÊÊÊÊÊÊ5

George Y�dice, The Expediency

of Culture: Uses of Culture in the

Global Era (Durham, NC: Duke

University Press, 2001).

ÊÊÊÊÊÊ6

Fredric Jameson,
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Martha Rosler

Culture Class:

Art, Creativity,

Urbanism, Part

III

→ Continued from ÒCulture Class: Art, Creativity,

Urbanism, Part II: Creativity and Its DiscontentsÓ

in issue 23 and ÒCulture Class: Art, Creativity,

Urbanism, Part I: Art and UrbanismÓ in issue 21.

PART THREE: IN THE SERVICE OF

EXPERIENCE(S)

1. Jungle into Garden

In the not-so-distant New York past, tenement

roofs, and even those of lower-middle-class

apartment buildings Ð ones without doormen,

say Ð were where women went with their

washing and their children, in good or just

tolerable weather, to hang the damp laundry on

the line, thus joining a larger community of

women in performing the necessary and normal,

good and useful, labor of reproduction and

maintenance of family life. (The clothes

themselves, and the hanging of the laundry, were

signals easily interpretable by other women as to

wealth, status, moral character, and even marital

harmony.) For men, many an apartment roof held

the lofts of racing pigeons, the raising of which is

an intergenerational hobby. Before air

conditioning, you went to the roof for solitude,

and for some prized Òfresh air,Ó and if you were

lucky you could catch sight of the nearest body

of water. The roofs of loft buildings, of course,

served no familial functions. Roofs with gardens

were pleasant idylls for luxury penthouse

spaces, absent of the gloss of use value attached

to urban farming or green roofs.

Sketch of the proposed new Whitney Museum at the High Line

terminus, in the gallery district of Chelsea, New York City.

ÊÊÊÊÊÊÊÊÊÊThe new, and newly relaxed, attitude to the

(apparently) natural world in New York Ð in

contradistinction to a city like Helsinki, where

wildness is not appreciated

1

 Ð is reflected in the

resurrection of the cityÕs High Line, a disused

elevated industrial rail line in lower ManhattanÕs

far-west former industrial zone.

2

 Its salvage and

0
1

/
2

4

05.12.11 / 15:24:48 EDT



John Sloan, Sun and Wind on the Roof, 1915. Oil on canvas.

05.12.11 / 15:24:48 EDT



Camilo Jos� Vergara, Detroit Skyline, View South Along Park Avenue, 1989.

conversion into a Chelsea park, with its

(re)importation of frank wild(er)ness into the city,

began as a quixotic effort by a couple of

architects but soon became a patrician project,

and then a municipal one.

3

 It marks a further

step in the long transformation of urban

waterfronts, formerly the filthy and perilous

haunts of poor, often transient and foreign-born,

workers servicing the ports into recreational and

residential zones beckoning the mostly young

and decidedly upper middle class. The waterÕs

edge, which once figured as the dangerous divide

between this-world and underworld, between

safety and the unknown, now promises

pleasurable adventures in travel or beach-going. 

ÊÊÊÊÊÊÊÊÊÊIn another register, the city has now decided

to embrace neighborhood community gardens,

especially in places where the working class has

been effectively priced out, a contrast to the

1990s when hard-line suburbanite mayor Rudy

Giuliani tried to destroy many of these oases

(which he considered ÒsocialisticÓ), often

painstakingly reclaimed from trash-strewn

wastelands that had fallen off the cityÕs tax rolls

and into public receivership, by selling off the

plots to developers at bargain rates. The city now

also permits the formerly banned keeping of

chickens (but never roosters) and bees anywhere

in the city.

4

 In my neighborhood, the still-

slightly-gritty-but-on-the-way-to-becoming-

hipsterland Greenpoint, in Brooklyn, some

enterprising young women have started a well-

publicized commercial rooftop Òfarm.Ó

5

 Other

incipient hipster neighborhoods are poised to

copy. Please try not to think of Marie AntoinetteÕs

Petite Hameau, her little farm on the grounds of

Versailles, for creatives are not aristocrats, and

poor people too are finally allowed to keep such

animals and grow cash mini-crops.

ÊÊÊÊÊÊÊÊÊÊThough they may not be aristocrats,

accustomed to hereditary rank and privilege,

creatives belong to the first generation to have

0
3

/
2

4

05.12.11 / 15:24:48 EDT



grown up within an almost entirely suburbanized

America.

6

 US political scientist J. Eric Oliver, in

Democracy in Suburbia, spells out the links

between the suburban retreat to Òprivate lifeÓ

and the removal of conflict and competition over

resources among urban groups:

When municipal zoning authority and other

advantages of smaller size are used to

create pockets of economic homogeneity

and affluence, the civic benefits of smaller

size are undermined. The racial bifurcation

of cities and suburbs also has civic costs,

partly through concentrating the problems

of urban areas in racially mixed settings. By

taking much of the competition for

resources and much of the political conflict

that naturally exists among members of an

interdependent metropolitan community

and separating them with municipal

boundaries, suburbanization also

eliminates many of the incentives that draw

citizens into the public realm.

7

 

Thus we should read the Òbecoming creativeÓ of

the post-industrial urban core as the formation

of a homogenous space drained of the incentives

for political engagement. Philosopher and

political scientist Seyla Benhabib has

characterized, and criticized, Hannah Arendt for

the limitations in considering the public in terms

of agonistic and associational spheres. The

former, Benhabib maintains, is out of step with

the Òsociological reality of modernity, as well as

with modern political struggles for justice,Ó

through its preference for theatricality, for

politics as action undertaken at least partially

for its own sake and distinct from considerations

of instrumental reason. Even without taking

sides, it is possible to read the decline of both

models of politics, of association and agonism, in

the new Òcreative sphereÓ of the upper-middle-

class urban elite. The public stage of civic action

is increasingly coterminous with the preferences

of a specific class, preventing both association

and agonism Ð at least to the extent that either

of those would be worthy of the term Òpolitics.Ó It

is in this sense that we must consider the

newfound municipal enthusiasm for parks and

park-like experiences, and the sanctioning of

Òneo-hippieÓ chicken-keeping and urban and

rooftop farming, along with many of the

examples to follow, as bound up with the shift in

the class composition of the urban fabric.

ÊÊÊÊÊÊÊÊÊÊThe greenmarkets sited around New York

City, the bicycle lanes, and the outdoor patios

built in the middle of busy streets, express the

conviction that the city is no longer a concrete

jungle but a cultivated garden enclosing a well-

managed zoo or kindergarten, in which everyone

and his or her neighbor is placed on display, in

the act of self-creation, whether you choose to

look or not. The gardens, urban and rooftop

farms, water slides, and climbable sculptures

that have replaced the modernist model of public

art works (which had itself displaced the state-

sanctioned monumentalism of previous eras)

must be understood as of a piece with the

increasingly suburban character of creative-

class politics.

ÊÊÊÊÊÊÊÊÊÊIf we consider the issue in terms of the role

of art sited in public spaces, it would seem

indisputable that the Òpublic artÓ (or Òart in

publicÓ) sector in the US has turned to a

service/experience model. The modernist model

of public art, which relied heavily on what we

might call abstractionist inspirationalism or on

architectural or social critique, had elicited

increasing incomprehension and annoyance from

the wider public; its ship finally foundered with

the removal in 1989 of Richard SerraÕs abstract,

minimalist, site-specific Tilted Arc (1981),

describable perhaps as an artful but rusty wall of

COR-TEN steel, from its position in front of a

lower Manhattan federal courthouse.

8

 In

contrast, The Gates, Christo and Jean ClaudeÕs

2005 project for New YorkÕs Central Park,

underlined the role of public art as a frame for

narcissistic self-appreciation on the part of

bourgeois park-goers and city fathers, who may

see themselves perambulating through a proud

and cohesive body politic. Further, watching

others pace through The Gates permitted a

grandiose self-recognition, in which participants

see each other and acknowledge the (rightful)

presence of each on the grand stage with the

figure of Nature hovering oÕer.

9

 This role of

forming and framing the New York polis was

already played by public gardens, like BrooklynÕs

Prospect Park and ManhattanÕs Central Park, in

the nineteenth century; the modern history of

the walk through a scenic landscape begins

much earlier, in the eighteenth century in

Western Europe at least, but the process now
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Aeron Bergman and Alejandra Salinas, Wildflowers, projected video loop, Henie Onstad Art Center, Oslo, 2009.
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relies more prominently on presenting the civic

world as remade, however ephemerally, by art,

and as art Ð but with that Kodak smile. Creative

adulthood means reimagining ourselves as

children looking to have fun in our free time; the

city no longer embodies the formal relations of

the adult polis but is viewed by many as a series

of overlapping fantasies of safety and adventure,

as Sharon Zukin has suggested.

10

ÊÊÊÊÊÊÊÊÊÊThe appeal to Nature, to that which appears

as an ÒoutsideÓ to a society organized so that

there is no outside, is part of the simulacral

effect that attests to the loss of distinction

between public and private spheres, and to the

atomization of publics into individuals in

Brownian motion, often conveniently invisible to

one another, or, more properly, no more

consequent than street furniture (which is why

Christo and Jean ClaudeÕs project was seized

upon as municipally appropriate in allowing,

temporarily and symbolically, the polity to come

into view, pacing in orderly ranks through the

crown-jewel park).

11

 This is a step beyond the

anonymity long remarked on as a simultaneously

liberatory and alienating effect of city life,

theorized by Georg Simmel in ÒMetropolis and

Mental Life,Ó an article of 1903 whose

acceptance came only much later.

12

 A further

sign of a breakdown in urban codes and of

urban/suburban boundary policing is

represented by the casualization, even

infantilization, of middle-class dress within city

limits that has gone hand in hand with the

computer-creative nerdsÕ habit, starting in the IT

shops and cultivated by management, of

dressing as though they were at the gym, at

summer camp, or on a hike.

13

 If the world of

ÒnatureÓ is fetishized, you can be sure a version

of the �bermensch is lurking somewhere in the

bushes.

ÊÊÊÊÊÊÊÊÊÊAs Giorgio Agamben reminds us,

Arendt had already analyzed the process

that brings homo laborans Ð and with it,

biological life as such Ð gradually to occupy

the very center of the political scene of

modernity. É Arendt attributes the

transformation and decadence of the

political realm in modern societies to this

very primacy of natural life over political

action.

14

 

We see this substitution at work in the highly

evolved politics of contemporary consumer

consciousness. The selection of consumer

products increasingly demands to be taken

seriously as a political act, asking us to produce

a political self-portrait as we feed, clothe, and

clean ourselves.

ÊÊÊÊÊÊÊÊÊÊThere is also something fundamental about

the relation between gardening and this

emerging biopolitics, between gardening and

metaphors of rootedness and the uncomfortable

displacements of modernity, the tearing away of

deep, even unconscious connections to

community and place. The urban farming

movement, a corner of the artisanal fever that

periodically grips artistsÕ communities, potently

expresses a desire to return to a mythic,

prelapsarian Eden of community and stability, of

preindustrial, premediatic life, without the grit of

urban disconnection but with the authenticity of

Gemeinschaft restored. This appealing dream is

expressed in the immortal refrain of Joni

MitchellÕs song Woodstock of 1969, written about

a historic event which career demands had

prevented her from attending:

We are stardust.

We are golden.

And weÕve got to get ourselves back to the

garden.

Here the garden is the part of the post-suburban

Imaginary that governed the transition of the

urban economy from industrial manufacturing to

a high-end residential and commercial base. If

we can imagine each of the distinctive urban

spaces Ð industrial, residential, commercial Ð as

manifesting a certain politics, we can

understand not only the cultural trends that have

followed in their wake but also the wider

characterization of neoliberal consumer

capitalism as an Òexperience economy.Ó 

ÊÊÊÊÊÊÊÊÊÊAs the vibrancy of interclass contention has

been quelled by the damping off of working-

class politics, a sanitized version of an industrial

urban experience (or some image of one) can be

marketed to the incoming middle class, who

have the means and the willingness to pay for

what was formerly a set of indigenous strategies

of survival, of a way of life. The rooftop evacuated

by the laundry lines and the pigeon loft becomes

an urban farm, trailing clouds of glory.

ÊÊÊÊÊÊÊÊÊÊThe new Imaginary of New York City, like so

many othersÕ, is no longer a concrete jungle but a

cultivated garden, a place in which a gardener

controls the noxious weeds and plants and

directs growth in marvelous and pious ways. Lest

I be taken for a romantic crank Ð or just an old

bohemian like Samuel Delany memorializing the

days when Times Square was simply The Deuce Ð

I want to remind the reader that, if nothing else,

as a female city-dweller I appreciate the

newfound feeling of probable safety in the

streets, especially after dark; but it is important

to discern (as Delany would wish us to) the terms

of this exchange.

ÊÊÊÊÊÊÊÊÊÊ
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Image from Paul Elliman & Nicole Macdonald's project on the Detroit Zoo, Future Park I: Teach me to disappear, presented at Casco Office for Art, Design and

Theory, Utrecht, 2010.
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2. In the Service of Experiences

George Y�dice cites Jeremy RifkinÕs article from

2000, ÒAge of Access: The New Culture of

Hypercapitalism Where All of Life Is a Paid-for

Experience,Ó describing the Òselling and buying

of human experiencesÓ in Òthemed cities,

common-interest developments, entertainment

destination centers, shopping malls, global

tourism, fashion, cuisine, professional sports

and games, film, television, virtual world and

[other] simulated experiences.Ó

15

 Rifkin

observes: 

If the industrial era nourished our physical

being, the Age of Access feeds our mental,

emotional, and spiritual being. While

controlling the exchange of goods

characterized the age just passing,

controlling the exchange of concepts

characterizes the new age coming. In the

twenty-first century, institutions

increasingly trade in ideas, and people, in

turn, increasingly buy access to those ideas

and the physical embodiments in which

they are contained.

16

One effect of this search for meaningful Ð or

authentic Ð experience is the highlighting of

authenticity as nothing more nor less than the

currency of the experience economy. We should

not be surprised to find a business/motivational

book entitled Authenticity, with the subtitle

ÒWhat Consumers Really Want.Ó Written by

Joseph Pine II and James H. Gilmore, consultants

living in the small city of Aurora, Ohio, the book is

the successor to their previous book, The

Experience Economy: Work Is Theatre & Every

Business a Stage, of 1999.

17

 These and similar

books are guides not just to the creation of

spectacles but for rethinking all business activity

as gerundive, providing those fantastic, perhaps

transformative, experiences we all supposedly

seek, on the Disneyland model. Urbanism itself

becomes fertile ground for precisely these

transformations. (ZukinÕs Naked City: The Death

and Life of Authentic Urban Places illustrates this

thesis through considering three signal New York

neighborhoods.)

ÊÊÊÊÊÊÊÊÊÊThe fraying of traditional ties evident in the

preferences and behaviors of the creative class

also points to the tendency to form

identifications based on consumerist, often

ephemeral, choices. Taste in lifestyle choices

with no political commitment has hollowed out

the meaningfulness of taste Ð in art, music,

furniture, clothing, food, schools,

neighborhoods, vacation spots, leisure activities,

friends Ð as a clear-cut indicator of the

individualÕs moral worth (of the individualÕs

Òcultivation,Ó to use an old-fashioned construct,

drawn from gardening). (This is one more reason

why it is impossible to base a serious

contemporary aesthetics on those of Kant, for

whom the faculty of taste could not be more

clearly separated from the Òpossessive

individualismÓ that marks contemporary

consumer choices. Kant, you may recall, in The

Critique of Aesthetic Judgment, developed a

tripartite system in which taste is clearly

demarcated from both reason and the urge to

possess, or the Òpornographic.Ó) Taste now

seems to be a sign of group membership with

little resonance as a personal choice beyond a

certain compass of selecting which token of the

requisite type to acquire; perhaps that is why

David Brooks (ever a keen observer of telling

details while remaining completely incapable of

seeing the big picture), recognized that for the

creative class, choices must be understood as

virtuous. (That individual choices are made on

the basis of preferences already exhibited by a

group is not completely new, since members of

every group and tribe are instantly identifiable

from the top of the head to the bottom of the

feet, but the present context seems different,

centering more on consumer acuity than on

quality.) But virtue is not to be exhibited as

virtuousness but rather as dictated by some

external force other than religion, such as

ecological awareness or putative health effects.

Public institutions, and even royalty, have tried to

become one with the people, exhibiting the same

sentimentality through the public display of

grief, joy, and family pride. Websites follow the

example of Facebook, with portrait photos of

even distinguished professors and public

officials; smaller art institutions show us their

staff members (mostly the women) proudly

hugging their offspring or (mostly the men) their

dogs.

ÊÊÊÊÊÊÊÊÊÊIn general, art institutions, particularly

those smaller ones that used to form part of the

alternative movement, have furthermore married

the provision of experiences to the culture of

celebration by turning up their noses at
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Keith Piacezny, Demolished by

Neglect, Detroit, late 1980s.

Image: Center for Urban

Photography.

 One of the houses included in the Heidelberg Project, Detroit. Photo DetroitDerek Photography.
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seriousness and critique, as reviewers, if not

critics, have as well.

18

 We can see the rhetoric,

often vividly expressed, of service, on the one

hand, and fun experiences, on the other, among

smaller art institutions and initiatives. I offer a

few excerpted examples, mostly from email

announcements. They span the spectrum of

contemporary exhibition venues from small,

artist-run spaces, to larger, more established

organizations to the self-branding of cities.

There are several core concepts that provide the

rhetorical touchstones in these self-

descriptions. On the fun side, these range from

cross-fertilization in disparate ÒcreativeÓ user-

friendly fields to an array of anti-puritanical

hooks that touch on energetic pleasure in love,

dancing, or whatever, and, on the service side, to

bringing culture to the lower classes, helping

heal the traumas of deindustrialization, and

covering over the catastrophes of war.

ÊÊÊÊÊÊÊÊÊÊMy first example is an outlier: a public

relations and events management company for

Òcultural projectsÓ in New York and Milan, called

Contaminate NYC, announcing a solo cartoon and

manga show at a place called ContestaRockHair,

described as:

a brand created in 1996 by a group of

hairstylists who shared the passion for

fashion characterized by a rock soul that

links music and art with the creation of hair

styles, fostering innovation and

experimentation. Today ContestaRockHair

counts 11 salons in Rome, Florence, New

York, Miami, and Shanghai.

19

One venerable New York artist-run institution,

now positioning itself as a discursive space as

well as an exhibition venue, has ÒpartneredÓ with

a boutique hotel in strange ways and touts the

ÒPeace, Love & Room Service Package,Ó from

which it receives a small percentage. Another

1970s New York nonprofit (listing a hotel and six

other public and private funders), expresses its

Òpassionate belief in the power of art to create

inspiring personal experiences as well as foster

social progress.Ó In the economically depressed

1970s, its earliest programs Òinvigorated vacant

storefronts.Ó This strategy, in which property

developers rely on artists to render the empty

less so, has today become formulaic and

ubiquitous in the US and beyond, making the

connection between artÕs appearance on the

scene and the revaluing of real estate

embarrassingly obvious.

ÊÊÊÊÊÊÊÊÊÊTwo further representatives of this trend

strike a more sober note. The first is also from

New York: this relatively new groupÕs Òcore

mission is to revitalize É areas É by bringing

thoughtful, high-caliber art installations É to the

publicÉ.Ó A recent show in the formerly industrial

zone, now ÒartistsÕ district,Ó of Dumbo uses

construction materials crafted into Òvisual

oxymorons that shift function and meaning in

highly poetic ways.Ó

ÊÊÊÊÊÊÊÊÊÊThe second, a dockside location in southern

Europe, listing a dozen corporate and municipal

partners and sponsors, Òtargets the need to

rehabilitate and revitalize urban spaces, without

losing their identity or altering their natureÉ.Ó By

Òtaking into consideration the location of the

projectÓ in the docks, the art space 

aims to expand art into non-traditional

spaces and promote the use of places that

previously lacked museum-like

characteristics. É Without culture,

societies cannot have a true civic

consciousness.

Berlin is experienced in the framing discourses

of creative-industry gentrification, especially

after a 2007 report in Der Spiegel rated it as

GermanyÕs top Òcreative class city,Ó based on

Richard FloridaÕs Ò3TÓ indices: Talent,

Technology, and Tolerance.

20

 So far, Berlin has

been slow to embrace becoming Òthe hippest

down-to-earth booming urban spot for the

creative industries,Ó as described by the Berlin

MEA Brand Building, advertising itself as

Òdedicated to luxury, fashion, art, cosmetics and

accessoires [sic].Ó A Wall Street Journal article of

2010 mocks artistsÕ and bohemiansÕ unhappiness

over the arrival of Soho House, one of a string of

Òultra-hip private social clubsÓ because many

Berliners, Òproud and protective of their

anarchic, gritty brand of cool,Ó are Òstubbornly

wary of gentrification symbols.Ó BerlinÕs Soho

House is in a former Jewish-owned department

store turned Hitler Youth headquarters turned

East German Communist Party building, a history

that fuels peopleÕs indignation over the arrival in

town of a members-only club.

21

ÊÊÊÊÊÊÊÊÊÊAs it once did in the repurposing of German

real estate contaminated by recent world history,

the transformation of cities newer to the

conquest of urban space can raise the eyebrows

of those to whom such things may matter. The

New York Times, writing of the Podgorze district

in Krakow, Poland, an infamous Jewish ghetto

under the Nazis that was subsequently

commercially orphaned in the postwar years,

gushes about new restaurants springing up

alongside Òan ambitious history museum in the

renovated [Oskar] Schindler FactoryÓ and other

promised museums nearby. ÒThe award for

prettiest real estate goes to Galeria Starmach,

one of the most celebrated contemporary art

galleries in Poland É an airy white space in a red

brick former synagogue.Ó

22
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Historical information panel from the Soho House Club.

ÊÊÊÊÊÊÊÊÊÊBut keep smiling! Mourning is consigned to

new art-like spaces, such as complex architect-

or artist-designed sculptural memorials and

other secular pilgrimage shrines, such as

museums of remembrance. In other words, those

who wish to engage in mourning are directed

there rather than to actual religious structures or

to more general-purpose museums. Meanwhile,

those established museums wish to make

themselves seem less like mausoleums and

grand palaces and more like parks and gardens,

going beyond the typical decor of the past, of

vast floral lobby vases and discreet landscaping,

toward pavilions and bamboo structures

produced by a host of artists or journeyman

architects in museum backyards and on their

roofs. This happy-face effort is but a short step

beyond their efforts to justify their right to funds

from skeptical municipalities and donors by

attracting, through various programs

administered by education departments, visitors

from outside their normal ambit, thereby

assuming not only the role of service provider but

that of a pedagogical institution (often one

pitched to lower grade levels).

23

 No longer

permitted to take the old-fashioned view and to

see themselves as a locus of individualized

contemplation of worthy aesthetic objects,

museums have increasingly taken responsibility

for the entirety of visitorsÕ experiences,

shepherding them from the shop to the art

works, with their enfolding printed and recorded

and virtual texts, to the caf�, while also

beckoning to those formerly excluded population

groups and informing them about the manifold

rewards that museum-going might offer them.

3. Detroit: I Do Mind Dying

Detroit is a city imagined by some as an urban

wasteland reverting back to prairie. Over the past

twenty-plus years, many projects have tried to

engage with DetroitÕs long slide from an iconic

metropolitan vanguard of the eponymous Fordist

assembly-line production to a severely

distressed relic. As the fastest-shrinking

metropolis in the US (it is at its lowest point in

100 years, having dropped from the fourth

largest in 1950 to the eleventh in 2009 and losing

a quarter of its population in the interim) and

long past hoping for salvation from its

Renaissance Center, postindustrial Detroit is

presently trying to school its residents on how to

grow small gracefully.

24

 The city has been

shrinking for a long time, as suburban, mostly

white, flight took hold from the 1950s onward

and as the auto industry ceased to be the mighty

backbone of the US economy, dispersing its

production to low-wage locales in the US and

elsewhere and greatly reducing its employee

ranks.

25

 DetroitÕs history as the quintessentially

Fordist industrial city (Ford is the carmaker that

pioneered the moving assembly line) is worth

considering. Not only is its history of worker

organizing and union struggles long and

distinguished, the city government also had a

number of socialists for a good amount of time,

until their support base disappeared and city

government was beset by corrupt politicians. The

infamous Detroit riot (some would say uprising)

of 1967, while rooted in the inequalities of race,

nevertheless included some racial solidarity.

26

 

Lowell Boileau, panorama of part of the ruins of Packard Motors,

Detroit, n.d.

ÊÊÊÊÊÊÊÊÊÊDetroit has a long and distinguished cultural

history as well, most prominently in music Ð jazz,

classical music performance, R&B, and more

recently, the Motown sound, hip-hop, and Detroit

Techno.

27

 But the elite, publicly supported

mainstream institutions, including the venerable

Detroit Institute of the Arts, the Detroit Opera

House (home of the Michigan Opera Theatre),

and the world-famous Detroit Symphony, are

struggling for audiences and support; this year,

the SymphonyÕs musicians, after a contentious

six-month strike and the cancellation of 75

percent of the season, accepted a 23 percent pay
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cut, and the Opera House now holds a

megachurch service every Sunday. 

ÊÊÊÊÊÊÊÊÊÊAs the locale of a new television cop show,

Detroit is the very image of post-Fordist urban

abjection.

28

 Written off the register of civilized

America, suffering from dreadful crime

statistics, inadequate policing, and municipal

corruption, the city has recently called forth

unbidden an extravaganza of projects attempting

to establish the authentic street cred of both

parachuting artists and local activists. As in the

case of New Orleans, some cool people are

presently moving in Ð people who fit under the

rubric Òcreative class.Ó Some of the renewed

interest in Detroit stems from an analysis of the

city as both the model failure of (urban)

capitalism and a fertile ground for the seeds of

the future. Some other observers seem to revel in

the opportunity to pick over the ruins in a kind of

extended rubbernecking, but with the

sometimes-unspecified hope that the outcome

takes place in the vicinity of the art world.

29

Others still seem interested in pedagogical

opportunities, whether for themselves or others.

As is the case everywhere, many new arrivals are

looking for cheap rent, for places to live and work

comfortably, as Richard Florida has noticed; as

Florida also tells us, where hipsters go,

restaurants are sure to follow. The New York

Times asks, ÒHow much good can a restaurant

do?Ó and reassures us that 

in this city, a much-heralded emblem of

industrial-age decline, and home to a

cripplingly bad economy, a troubled school

system, racial segregation and sometimes

unheeded crime, there is one place where

most everyone Ð black, white, poor, rich,

urban, not Ð will invariably recommend you

eat: Slows Bar B Q.

30

Opened in 2005, the restaurant has, according to

its owner, artist and real estate scion Phillip

Coller, Òvalidated the idea that people will come

into the city.Ó The reporter comments, ÒAnywhere

but Detroit, the notion that people will show up

and pay money for barbecue and beer would not

be seen as revolutionary.Ó

31

 

ÊÊÊÊÊÊÊÊÊÊDetroit is home to many worthwhile public

and community projects off the art world radar,

such as the long-standing urban farming

movement partly spearheaded by beloved radical

activist Grace Lee Boggs, now ninety-six years

old.

32

 Boggs works with established

communities of various income groups, using the

collective growing, planting, and harvesting of

crops and flowers as a basis for unity and civic

mobilization, and as a way to draw in children;

planting and harvesting remain a potent

metaphor for self-application, communal effort,

and the likelihood of a future. In a city like

Detroit, neighborhood groups proliferate. 

Cadillac Motor & Fleetwood workers' strike, Detroit, 1937.

ÊÊÊÊÊÊÊÊÊÊPeople have been making art about DetroitÕs

troubles for a long time, especially through the

media of photography and film: see for example,

NewsreelÕs Finally Got the News (1970) and

Michael MooreÕs Roger and Me (1989).

33

 Camilo

Jos� Vergara, sociologist, photographer, and

cogent chronicler of the ills of US cities from the

1980s on, photographed and wrote about

Detroit.

34

 In the 1980s, the local group Urban

Center for Photography outraged officials and

city boosters by turning a grant they had received

into a public project called Demolished by

Neglect, which included posting enlarged photos

of burned-out homes and decrepit theaters and

other grand spaces on outdoor sites.

35

 

ÊÊÊÊÊÊÊÊÊÊDetroit is the site of artist-NGO do-gooder

projects in the sphere of urban relations, some

worthy, some hardly so. In the past few months I

have met artists from around the world who have

made the sad precincts of Detroit and environs

their subject. Some of the projects rest

comfortably within the tradition of salvage

anthropology, such as the Canadian artist
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Union Square, New York City,

2010.

Monika BerenyiÕs project archiving the poetry of

the 1960s and 1970s Detroit through the Detroit

City Poetry Project: An Oral History.

36

 Several

Detroit projects have taken place in New York or

have been instituted by New YorkÐbased artists.

In 2009 a small nonprofit on New YorkÕs Lower

East Side held a show called ÒArt of the Crash:

Art Created from the Detritus of Detroit.Ó

37

Another project, Ice House Detroit, by an

architect and a photographer based in Brooklyn

(though the photographer was born in Detroit),

consisted of laboriously (and expensively, it turns

out) spraying one of DetroitÕs countless

abandoned houses with water in the dead of

winter to make it visible and undeniably

aesthetic.

38

 Back in New York, a young artist

having a solo show at the Museum of Modern Art

last year showed her symbolic set of photo

panels entitled Detroit. ÒThe thing you have to

understand about Detroit is that ruin is

pervasive. ItÕs not like itÕs relegated to one part of

town... ItÕs everywhere.Ó The artist (who has also

visited New Orleans) Òinternalized all that decay,

but she also uncovered hopeful signs of

reinvention, like a group of artists turning an

abandoned auto plant into studio spaces,Ó writes

the New York Times.

ÊÊÊÊÊÊÊÊÊÊAlejandra Salinas and Aeron Bergman,

artists based in Oslo, have been doing projects in

Detroit (BergmanÕs home town) for a decade in

collaboration with institutions in Detroit and

Oslo. They will be running an

Òartist/poet/scholarÓ residency called INCA:

Institute for Neo-Connotative Action, out of a

center-city apartment they own. Salinas and

Bergman have made animated-text films based

on audio recordings of local community and

political activists (including Grace Lee Boggs)

and on the history of DRUM, the Detroit chapter

of the League of Revolutionary Black Workers,

centered on the Newsreel film Finally Got the

News.

39

 

ÊÊÊÊÊÊÊÊÊÊThe Netherlands also sends art students to

Detroit, but in much larger numbers and through

regularized institutional channels, under the

auspices of the Dutch Art Institute, in

collaboration with the University of Michigan, an

elite public university.

40

 The university has set up

a Detroit center, accessible only to Ann

ArborÐbased students with swipe cards. Back in

Ann Arbor, about an hourÕs drive from Detroit,

artist Danielle Abrams teaches a course called

ÒWhy Does Everyone in Ann Arbor Want to Make

Work in Detroit?Ó During the 2010 Open

Engagement conference sponsored by the Art

and Social Practice program at Portland State
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University in Oregon, AbramsÕs students

explained that they didnÕt go to Detroit to Òfix itÓ

but rather Òto get to know the community: its

history, its people, and movementsÓ: ÒThe city

will teach you what you need to know.Ó

41

AbramsÕs students did not produce art projects

but rather Òresearch and community

engagement.Ó 

ÊÊÊÊÊÊÊÊÊÊA pair of young Australian artists received

funding from an Australia Council residency in

Chicago to do a month-long project in Gary,

Indiana, an industrial satellite of Detroit and

similarly in ruins. In conjunction with the

neighborhood activist group Central District

Organizing Project they planted a community

garden and painted an all-but-abandoned house

with an absentee owner. They also recorded local

interviews for a planned film interspersing the

interviews with clips from the 1980s Hollywood

movie The Wiz.

42

ÊÊÊÊÊÊÊÊÊÊThe imperative toward a manifestation of

social concern and respect, if not engagement,

pervades most of the projects I have learned

about. If some of this sounds like missionary

social work in a third world city that is part of a

first world nation Ð much like the Ninth Ward in

post-Katrina New Orleans Ð other projects are,

like the MoMA artistÕs, framed in romantic, and

sometimes futuristic terms (and what is futurism

if not predicated on loss?). Let me invoke the

motif of melancholy. Only through the act of

mourning something as having been lost can the

melancholic possess that which he or she may

never have had; the contours of absence provide

a kind of echo or relief of what is imagined lost,

allowing it to be held. In this respect, most art-

world projects centering on decaying places like

Detroit are melancholic monuments to capital, in

the sense of depicting both the devastation left

in its absence but also the politics it provoked.

Detroit was home not only to one of the great

triumphs of capitalist manufacturing but also to

one of the great compromises between capital

and labor. To be upper middle class and

melancholic about Detroit is to firmly fix oneÕs

political responsibilities to a now absent past;

mourning Detroit is a gesture that

simultaneously evidences oneÕs social

conscience and testifies to its absolute

impotence. (Looking at Detroit also helpfully

eases the vexed question of oneÕs effect on oneÕs

own neighborhood in another city somewhere

else.)

ÊÊÊÊÊÊÊÊÊÊSuch melancholia has nourished a post-

apocalyptic futurism. A recent exhibition at

Casco, the public design space in Utrecht, by a

London-based graphic designer and a Detroit

filmmaker, seeks Òto imagine a post-capitalist

city,Ó focusing on DetroitÕs abandoned zoo, Ònot

simply to witness the failure of a civilization in its

state of ruin, but to encounter an abundant eco-

system of flora and fauna that has since evolved

there.Ó

43

 An associated lecture by a Scottish-

born, Detroit-based professor of urban studies

argued that Detroit is a place Òwhere a model of

open spaces or, to use a term that comes up a lot

here in Detroit, the urban prairie, starts to come

into play.Ó

44

 (The architect of the Ice House

project had similarly told Dwell magazine that

ÒDetroit is a place with a lot of potential at the

moment, and there are a lot of individuals there

working on innovative projects, such as the re-

prairie-ization of inner city Detroit, urban

farming, materials reuse and redistribution,

densification of certain areas, and widespread

architectural reuse.Ó

45

) 

ÊÊÊÊÊÊÊÊÊÊThe decidedly local Heidelberg Project,

Tyree GuytonÕs 25-year effort of decorating house

exteriors in an impoverished neighborhood

centering on DetroitÕs Heidelberg Street, fits into

the Òoutsider artÓ category. Unlike, say, the

initiative of artist-mayor Edi Rama of Tirana to

paint the downtown buildings of this destitute

city in bright colors, captured by the Albanian-

born artist Anri Sala in Dammi i colori, GuytonÕs

project has not had a high level of art-world or

municipal traction.

46

 A group of Detroit-based

artists going by the name Object Orange,

however, achieved a brief moment of attention in

2006/2007 when they painted abandoned

buildings in DisneyÕs ÒTiggerific OrangeÓ color,

hoping, they finally decided, to have the city tear

them down and reduce the blight and danger

they posed.

47

 

ÊÊÊÊÊÊÊÊÊÊI mention these projects on Detroit not to

praise or to criticize them in particular but

because they represent a movement within art,

and architecture, to institute projects in the

larger community, in the built environment or in

reference to it, surely as part of the Ògo social,Ó

community-oriented imperative. Is it

troublesome that such works stand in

contradistinction, implicit or explicit, to

Òpolitical art,Ó to work directly concerned with

access to power? Here it is helpful to invoke New

York urban theorist Marshall BermanÕs phrase,

the Òcollision between abstract capitalist space

and concrete human place.Ó Community groups,

and community artists, are tied to a concrete

locale and thus cannot stand up to those in

command of capital, which is defined by its

mobility. But even more, community groups are

composed of members tied to each other,

whereas itinerant artists remain always on the

outside, functioning as participant observers,

anthropology style. Some, like Harrell Fletcher

(or, earlier, filmmakers Nettie Wild and Beni

Matias), have found communities where they

expected only to do a project and leave, but have

instead moved in.

48
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Comptoir des Cotonniers storefront, Soho district, New York.

ÊÊÊÊÊÊÊÊÊÊIn other cities, such as Barcelona, generally

presented as a model of humanistic

redevelopment, driven by the relentless push of

municipal Òrenewal,Ó but also notable for its

Òpush backÓ of local housing initiatives, young

activist students work on resistance and

reformation campaigns within working-class

communities under pressure of gentrification,

adding some visibility and perhaps

organizational strength to local neighborhood

groups. Detroit has no such worries.

4. Public Practice, Social Practice

I do not know whether to be more pleased or

apprehensive about art-world artists engaging

in, as the sign on the door says, Òsocial practice.Ó

Certainly these essays into the world beyond the

art world, which can include any of a spate of

pedagogical projects in ordinary communities,

feed the instincts of a sector of artists, a sector

constantly reborn, to do something Òreal.Ó It is

worth noting, following Mierle Ukeles, the

replacement of the term public art by social

practice.

49

 The emphasis on personal qualities

and social networks will most likely give rise to

projects that center on the affective. I have

rehearsed some of the difficulties of these

efforts. I have also alluded, throughout this

essay, to the relatively easy co-optation of artists

as an urban group in cities that simply allow us

to live and work in ways we find conducive to our

concerns Ð a pacification made easier by the

expansion of the definition of the artist and the

advancing professionalization of the field. Baby

steps in the formation of community initiatives

are treated as deserving of the moral (and

professional) equivalent of merit badges, for a

generation raised on images and virtual

communication and lacking a sufficient grasp of

the sustained commitment required for

community immersion. These projects can

capture the attention of journalists and

municipal authorities, all speaking the same

language and operating against a backdrop of

shared class understandings. (This is precisely

the situation Sharon Zukin described in Loft

Living, which, we should recall, is a case study,

using ManhattanÕs Soho neighborhood, of the

transformation of undervalued urban space into

highly valuable real estate, a condition revisited

in the more recent Naked City, in order to address

the process at a far more advanced stage along

that course.

50

) But it renders invisible the patient

organizing and agitating, often decades long, by

members of the local communities (a process I

witnessed first-hand in Greenpoint, Brooklyn). 
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Work for creatives. Williamsburg, Brooklyn.

ÊÊÊÊÊÊÊÊÊÊMy concerns start here but extend a bit

further, to the desire of young artists, now quite

apparent in the US, to Òsucceed.Ó Success is

measured not especially in terms of the

assessments of the communities Òserved,Ó

though that may be integral to the works, but

through the effects within the professional art

world to which these projects are reported.

Success, to those whom IÕve asked, seems to

mean both fame and fortune in the professional

ambit. I am not alone in my disquiet over the fact

that this particular rabbit seems to be sliding

inside the boa, as Òpublic practiceÓ is

increasingly smiled upon by the art world,

particularly in those demonstration

extravaganzas called biennials, which appear to

reside in cities but whose globalized projects can

in fact be easily disclaimed as one-off

experiments.

51

ÊÊÊÊÊÊÊÊÊÊOne problem with my critique of Richard

FloridaÕs thesis stems from the insufficiency of

simply pointing out the obfuscatory conflation of

the category ÒartistÓ with the larger economic

group he has called Òthe creative class,Ó for

artists increasingly have come to adopt the

latterÕs entrepreneurial strategies. Witness only

the increasingly common tactic of raising project

money through social media and related sites

such as Kickstarter or PitchEngine, in which the

appeal to an audience beyond the professional is

often couched in the language of promotion. Like

resume writing, now strongly infused with a

public-relations mentality, the offerings are

larded with inflated claims and the heavy use of

superlatives.

52

 One should refer here to the

manifold and repeated discussions of the artist

as flexible personality in the post-Fordist world,

forced to ÒsellÓ oneself in numerous protean

discourses; a literature that encompasses such

writers as Brian Holmes and Paolo Virno (I have

briefly cited this literature in an earlier essay, in

relation to the questions of the political and

critical art

53

). Paolo Virno writes:

ÊÊÊÊÊÊÊÊÊÊ

The pianist and the dancer stand

precariously balanced on a watershed that

divides two antithetical destinies: on the

one hand, they may become examples of

Òwage-labour that is not at the same time

productive labourÓ; on the other, they have

a quality that is suggestive of political

action. Their nature is essentially

amphibian. So far, however, each of the

potential developments inherent in the

figure of the performing artist Ð poiesis or
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praxis, Work or Action Ð seems to exclude

its opposite.

54

The alienation this creates is so all-pervasive

that although the alienation of labor was a

much-studied topic in mid twentieth century, the

condition has settled like a miasma over all of us

and has disappeared as a topic. At the same

time, while some artists are once again occupied

with the nature of labor and the role of artists in

social transformation, Continental theorists have

for most of the past century looked at social

transformation through the prism of art and

culture. The focus on culture itself as a means of

critiquing and perhaps superseding class rule

has a long lineage. Perry Anderson has pointed

out that Marxism on the whole was inhibited

from dealing with economic and political

problems from the 1920s on, and when

questions concerning the surmounting of

capitalism turned to superstructural matters,

theorists did not, as might be expected,

concentrate on questions of the state or on law,

but on culture.

55

 

Poster for the Festival of New Ideas found on the New York subway.

ÊÊÊÊÊÊÊÊÊÊWhile public practices are entered into the

roster of practices legible within the art world,

they are entered as well into the creative-class

thesis, in which they will, along with the much

larger group of knowledge-industry workers,

transform cities, not by entering into

transformative political struggle but rather to

serve as unwitting assistants to upper-class

rule. 

ÊÊÊÊÊÊÊÊÊÊTwo near-simultaneous New York City

initiatives, occurring as I write, provide insight on

the way this plays out, the first from the artistsÕ

vantage point, the second from the point of view

of the powers-that-be. An ambitious conference,

at a not-for-profit Brooklyn gallery describing

itself as Òcommitted to organizing shows that are

critically, socially, and aesthetically aware,Ó is

announced as follows: ÒIn recent years many

artists have begun to work in non-art contexts,

pushing the limits of their creative practice to

help solve social problems.Ó Offerings range from

presentations on Òartists embedded in the

government, industries, and electoral politicsÓ to

those operating beyond the cash economy. The

announcement further elucidates:

[W]e hope to further the possibilities for

artists to participate in the development of

social policy. Artists, art historians,

museum professionals, academics, policy

experts and government officials will

consider how the art making process can

contribute to social change as well as

encourage elected officials, community

leaders and the general public to think of

artists as potential partners in a variety of

circumstances.

In direct counterpoint is the Festival of Ideas for

the New City, in Manhattan, initiated by the New

Museum and sponsored by Goldman Sachs,

American Express, Audi, The Rockefeller

Foundation, and New York magazine, among

others, and with thanks to local businesses,

socialites, and a clutch of New York City

commissioners: 

[This festival], a major new collaborative

initiative ... involving scores of Downtown

organizations, from universities to arts

institutions and community groups,

working together to effect change ... will

harness the power of the creative

community to imagine the future city ... .

The Festival will serve as a platform for

artists, writers, architects, engineers,

designers, urban farmers, planners, and

thought leaders to exchange ideas, propose

solutions, and invite the public to

participate.

It comprises a conference, the inevitable street

festival, and Òover one hundred independent

projects and public events.Ó

56

 The conference

proper is described (in the inflated vocabulary

that we have seen some smaller institutions also

adopt) as including:

visionaries and leaders Ð including

exemplary mayors, forecasters, architects,

artists, economists, and technology

experts Ð addressing the Festival themes:

The Heterogeneous City; The Networked

City; The Reconfigured City; and The

Sustainable City. 
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These two events suggest the two registers of

public projects, of the creatives remaking the

urban world, which only appear to be following

the same script. While artists look for the

messianic or the merely helpful moment, aiming

for Òsocial change,Ó the institutional production

is centered on various trendy formulas for the

Òfuture city.Ó (Yet the institutional event has

secured the participation of most of lower

Manhattan and BrooklynÕs project and nonprofit

spaces Ð including some of those whose press

releases figured in the present essay Ð no doubt

figuring that they can hardly afford to take a

pass.) 

ÊÊÊÊÊÊÊÊÊÊFor the business and urban planning

communities, culture is not a social good but an

instrumentalized Òstrategic cultural asset.Ó

Consultant and former UK professor of urban

policy Colin Mercer writes of the Òstrategic

significance of intellectual property-based

cultural and creative (content) industries in

urban business communitiesÓ that can Òwork in

partnership and synergy with existing/traditional

businesses to enhance footfall, offer, branding

and opportunity for consumption and diversity of

experience.Ó

57

 Mercer notes that the

characteristics of urban life that formerly drove

people to the suburbs Ð such as diversity and

density, on the one hand, and, on the other,

vacant old factories and warehouses considered

Ònegative location factors in the old economyÓ Ð

are Òpotentially positive factors in the new

economy because they are attractive to those

[the Òknowledge-based workers of the new

economyÓ] who bring with them the potential for

economic growth.Ó

58

ÊÊÊÊÊÊÊÊÊÊMercerÕs paper is, of course, a reading of

FloridaÕs thesis; he writes:

This is not an Òarts advocateÓ making the

argument. It is an urban and regional

economist from Carnegie Mellon University

whose work has become very influential for

urban and regional policy and planning in

North America, Europe and Asia ... because

he has recognised something distinctive

about the contemporary make up of

successful, innovative and creative cities

which ... take account of ... what he calls

the Òcreative class.Ó

59

Indeed. FloridaÕs paradigm is useful for cities Ð

especially Òsecond tierÓ cities, if Alan Blum is

correct Ð looking to create a brand and publicity

for the purposes of attracting both capital and

labor (the right kind of labor, for service workers

will come of their own accord). As I suggested in

an earlier installment, it is of little importance

whether the theory pans out empirically, since it

serves as a ticket of entry to renewed discourses

of urban transformation. If and when it has

outlived its use, another promotional package,

complete with facts and figures, will succeed it,

much as FloridaÕs urban conversation has largely

replaced the more ominous Òzero toleranceÓ and

Òbroken windowsÓ theories of the problematics

of urban governance Ð a replacement that has

been necessitated by lower crime statistics and

perhaps from the success of evacuating or

depoliticizing poor and working class residents. I

am more concerned with the point of view of the

broadly defined creative classes, especially of

artists and other Òcultural workers,Ó although I

remind myself that immaterial and flexible labor

link the creatives and those implicitly deemed

uncreatives, which in the US seems to have led to

a wholesale standing down from organization

and militancy. 

ÊÊÊÊÊÊÊÊÊÊBut, from a policy point of view, as UK

urbanist Max Nathan remarks,

Everywhere, culture and creativity improve

the quality of life; iconic buildings and good

public spaces can help places reposition

and rebrand. But most cities Ð large and
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small Ð would be better off starting

elsewhere: growing the economic base;

sharpening skills, connectivity and access

to markets; ensuring local people can

access new opportunities, and improving

key public services... .

60

Let me, briefly, take this discussion back to Henri

Lefebvre. Lefebvre, as I noted at the start of this

essay, in Part I, had posited that the urban

represented a qualitatively new stage in the

evolution of society, from agrarian, to industrial,

to urban. Thus, he reasoned, future mobilizations

against capitalism would have an urban

character. This troubled Manuel Castells, who,

writing as a structuralist following Althusser,

preferred to focus on the ideological function of

the city Ð its role in securing the reproduction of

relations of production Ð rather than

approaching the city as an essentially new

space, one, moreover, that might be construed as

endowed with quasi-metaphysical features for

the production of both alienation and

emancipation. As urban theorist Andy Merrifield

writes:

While the city, in LefebvreÕs dialectic,

functioned for capitalism, it actually

threatened capitalism more; now, in

CastellsÕs dialectic, while the city

threatened capitalism, it somehow had

become more functional for capitalism.

Indeed, the city, Castells writes, had

become the Òspatial specificity of the

processes of reproduction of labor-power

and of the processes of reproduction of the

means of production.Ó

61

The relative clarity of European class politics

could allow Castells to write that Gaullist

attempts at urban renewal were 

aimed at left-wing and in particular

Communist sectors of the electorate. ...

Changing this population means changing

the political tendency of the sector ... .

Urban renewal is strong where the electoral

tradition of the parliamentary ÒmajorityÓ is

weak.

62

 

ZukinÕs interpretation of urban events is similar

but tailored to American conditions. The weak

and often antagonistic relation of the US student

movement, through the 1960s and 70s, to

working class life and culture helped produce a

politics of cultural resistance in the newly

developing Òcreative classÓ that was cut off,

culturally, physically, and existentially, from

traditional forms of urban working class

organization. Although artists, flexible service

workers, and ÒcreativesÓ more generally may not

be the source of capital accumulation, it is

inarguable that the rising value of the built

environment depends on their pacification of the

city, while the severing of relations to class

history Ð even of oneÕs own family in many

instances Ð has produced at best a blindness,

and at worst an objectively antagonistic relation,

to the actual character of urban traditions of life

and of struggle. What often remains is a

nostalgic and romanticized version of city life in

which labor is misperceived as little more than a

covert service function, for the production of

ÒartisanalÓ goods, for example, and the creation

of spaces of production and consumption alike

(manufacturing lofts, workshops, bars, taverns,

greasy spoons, barbershops) obscured by a

nostalgic haze.

5. Artists Seeking Inspiration Ð Or

Consolation

Anthropologist David Graeber writes with some

bemusement on a conference of several central

figures in Italian Òpost-workeristÓ theory Ð

Maurizio Lazzarato, Toni Negri, Bifo Berardi, and

Judith Revel Ð held at the Tate Modern in London

in January 2008. Graeber professes to be

astonished that neither the speakers nor the

organizers have any relation to art, or even much

to say about it (except for a few historical

references), although the event was sponsored

by a museum and the hall was packed. He calls

his review ÒThe Sadness of Post-Workerism, or

Art and Immaterial Labour Conference,Ó because

of what he describes as a general feeling of

gloom on the part of speakers, traceable

primarily to Bifo, who at that moment had

decided that Òall was lost.Ó

63

 Graeber seems to

find a certain congruence with the perpetual

crisis of the art world and the difficulties of post-

Fordist theorizing, especially since he finds

LazzaratoÕs concept of immaterial labor to be

risible. He decides that the artists present have

invited the speakers to perform as prophets, to

tell them where they are in this undoubted

historical rupture Ð which Graeber finds to be the
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perpetual state of the art world. However, he

diagnoses the speakers as having, for that

moment at least, decided that they too have lost

the future.

ÊÊÊÊÊÊÊÊÊÊI am far from prepared to take this to mean

that artists have lost the future. It is not of minor

consequence that this sort of conference is a

staple of the art world (Graeber probably knows

this too). Philosophy fills in for previous sources

of inspiration, from theology and patronsÕ

preferences to the varieties of scientific

theorization or political revolution. A recent

Swedish conference asks, ÒIs the artist a role-

model for the contemporary, Ôpost-FordianÕ

worker Ð flexible, creative, adaptable and cheap

Ð a creative entrepreneur? Or the other way

around Ð a professionalized function within an

advanced service economy?Ó

64

 A question

perhaps worth asking, and which many,

particularly European, critics and theorists,

along with some artists, are inclined to ask. Here

is something to consider: the cultural sphere,

despite relentless co-optation by marketing, is a

perpetual site of resistance and critique.

Bohemian/romantic rejectionism, withdrawal

into exile, utopianism, and ideals of reform are

endemic to middle-class students, forming the

basis of anti-bourgeois commitments Ð and not

everyone grows out of it, despite the rise of

fashion-driven (i.e. taste-driven) hipsterism.

Sociologist Ann Markusen, in a kind of balance of

LloydÕs critique of the docile utility of bohemians

as workers, reminds us that artists are

overwhelmingly to the left on the political

spectrum and engage at least sporadically in

political agitation and participation.

65

ÊÊÊÊÊÊÊÊÊÊI am also not inclined to follow Debord or

Duchamp and give up the terrain of art and

culture. Certainly, celebration and lifestyle mania

forestall critique; a primary emphasis on

enjoyment, fun, or experience precludes the

formation of a robust and exigent public

discourse. But even ruckuses have their place as

disruption and intervention; some may see them

as being less self-interested than social projects

but as full collective projects, while fun remains

a term that refers to private experience. There is

no reasonable prescription for how, and in what

register, to engage with the present conditions of

servitude and freedom.

ÊÊÊÊÊÊÊÊÊÊBrian Holmes has likened the dance

between institutions and artists to a game of

LiarÕs Poker.

66

 If the art world thinks the artist

might be holding aces, they let him or her in, but

if she turns out actually to have them Ð that is, to

have living political content in the work Ð the

artist is ejected. Although Chantal Mouffe

exhorts artists (rightly, I suppose) not to abandon

the museum Ð which I take to mean the art world

proper Ð there is nothing to suggest we should

not simultaneously occupy the terrain of the

urban.

ÊÊÊÊÊÊÊÊÊÊ× 

This essay is an expanded version of a talk given at the third

Hermes Lecture at Provinciehuis Den Bosch on November 14,

2010, arising from a suggestion by Camiel van Winkel to

consider the work of Richard Florida. I thank Stephen Squibb

for his invaluable and edifying assistance during the research

and editing process and Brian Kuan Wood for his editing help

and infinite patience. Thanks also to Alexander Alberro and

Stephen Wright for their helpful responses to earlier drafts.
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Martha Rosler is an artist who works with multiple

media, including photography, sculpture, video, and

installation. Her interests are centered on the public

sphere and landscapes of everyday life Ð actual and

virtual Ð especially as they affect women. Related

projects focus on housing, on the one hand, and

systems of transportation, on the other. She has long

produced works on war and the Ònational security

climate,Ó connecting everyday experiences at home

with the conduct of war abroad. Other works, from bus

tours to sculptural recreations of architectural details,

are excavations of history.

ÊÊÊÊÊÊ1

In the course of designing a city

garden in Helsinki, I learned that

city planners worried I would fail

to distinguish the urban from the

rural via the forms and types of

planting. Finland has too much

countryside for their liking, it

appears.

ÊÊÊÊÊÊ2

Advanced societies in the

twentieth century saw the

apparent conquest of diseases

associated with dirt and soil

through improved sanitation and

germ-fighting technologies.

Fresh air movements against

disease were important

elements of urban reform,

opening the way for renewed

efforts to enlarge the playground

already provided to the middle

class and extended to the

working class in the early part of

the century. 

ÊÊÊÊÊÊ3

Paris already had such a

repurposed industrial rail line,

the Promenade Plant�e, whose

transformation into a park began

in the late 1980s.

ÊÊÊÊÊÊ4

Poultry keeping was banned in

New York City in an effort to

extirpate the remnants of the

farms and farm-like practices

that survived in far-flung

corners of the city, such as

Gravesend, Brooklyn, or Staten

Island. New York City, like

virtually every municipality, has

detailed laws on the keeping of

animals, whether classed as

pets, companions, or livestock,

including those held for

slaughter. Pets were a matter of

contention, banned from

middle- and working-class

apartment buildings, until the

1960s. Animals classified as

wild are banned Ð the category

Òwild animalsÓ defines the

uncivilized zošsphere; ergo,

people who keep them are not

ÒvirtuousÓ but decadent or

Òsick.Ó New Yorkers may recall

the incident a decade ago in

which Mayor Giuliani, a

suburbanite longing to join the

ranks of the cosmopolitan,

hurled personal insults

(prominently and repeatedly,

mentioning Òan excessive

concern with little weaselsÓ) at a

caller to his weekly radio

program who wanted ferrets to

be legalized as household pets.

The call, from David Guthartz of

the New York FerretsÕ Rights

Advocacy, prompted a famous

three-minute tirade in which

Giuliani opined, ÒThereÕs

something deranged about you.

The excessive concern that you

have for ferrets is something you

should examine with a therapist,

not with me.Ó See

http://www.concordmonitor.co

m/article/from-giuliani-come s-

revealing-rant and

http://www.youtube.com/watch

?v=hqmbbPRDyXY&feature=related.

ÊÊÊÊÊÊ5

See http://rooftopfarms.org /.

ÊÊÊÊÊÊ6

Here one is tempted to offer a

footnote to LefebvreÕs mid-

century observations on the

urban frame (see Martha Rosler,

ÒCulture Class: Art, Creativity,

Urbanism, Part I: Art and

Urbanism, e-flux journal, Issue

21, http://e-flux.com/journal/vi

ew/190), to take account of the

blowback onto the urban

paradigm of the neoliberal

attributes of exurbia that we

have classed under the rubric of

suburbanization. As

neoliberalism takes hold, even

long-standing democratic

processes of public decision-

making, such as town meetings

that obtained in small towns,

succumb. As to the question of

aristocracy, the figure of the

aristocrat Ð especially the one in

ratty old furs and drafty

mansions Ð has haunted

discussions of the art world, for

artists are still disproportionally

influential for the culture at

large, while some reap

handsome financial gain from

this excursion and others simply

stand around.

ÊÊÊÊÊÊ7

J. Eric Oliver, Democracy in

Suburbia (Princeton: Princeton

University Press, 2001). Rather

than town meetings, one more

typically finds the retreat to the

backyard and the country club.

ÊÊÊÊÊÊ8

The work was installed in 1981,

having been commissioned by

the Art-in-Architecture Percent

for Art Program, under the

auspices of the federal General

Services Administration, which

also oversaw its removal. The

event is interesting because it

called upon a probably

manufactured split between

Òthe ordinary publicÓ (the

victims of the art) and the

pitiless elite sectors of the art

world Ð manufactured because

the campaign for the removal of

the work was in fact spurred by

an aggrieved judge, Edward Re,

of the arcane United States

Customs Court. The following

literature on Tilted Arc may be

useful: Janet Zweig, Notes and

Comments column, New Yorker

(Mar. 27, 1989); Harriet F. Senie,

Tilted Arc Controversy:

Dangerous Precedent?

(Minneapolis: University of

Minnesota Press, 2001); Gregg

M. Horowitz, ÒPublic Art/Public

Space: The Spectacle of the

Tilted Arc Controversy,Ó The

Journal of Aesthetics and Art

Criticism 54, 1 (Winter 1996) (Òan

early version of the strategy of

censorship-as-liberation us ed

by regressive political forces in

other antidemocratic projects,Ó

8); and, by SerraÕs wife, The

Destruction of Tilted Arc:

Documents, eds. Martha Buskirk

and Clara Weyergraf-

Serra,(Cambridge, MA: The MIT

Press, 1990). For an immediate,

partisan view, see the film The

Trial of Tilted Arc (1986),

centering on the hearings

relating to the removal of the

sculpture.

ÊÊÊÊÊÊ9

ÒThe Gates is the largest artwork
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since the Sphinx,Ó begins a

promo siteÕs appreciative article,

see

http://wirednewyork.com/park

s/central_park/christo_gates /.

Mayor Bloomberg, a man known

to tout the arts for their

economic potential, inaugurated

the work by dropping the first

curtain. The artists call the

fabric color Òsaffron,Ó a colorful

and exotic food spice but not the

orange of the work. A lovely

article on childrenÕs responses

to the work Ð upper-middle

class, upper class, and working

class Ð includes the following:

ÒSubsequent visits have

somewhat altered her view. ÔI

don't like the look of them but I

like the way everybody is at the

park and happy,Õ she said,

making her the ideal experiencer

of the work.Ó Julie Salomon,

ÒYoung Critics See ÔThe GatesÕ

and Offer Their Reviews: Mixed,Ó

New York Times, February 17,

2005. See

http://www.nytimes.com/2005/

02/17/arts/design/17kids.htm l. 

ÊÊÊÊÊÊ10

See Sharon Zukin, Naked City:

The Death and Life of Authentic

Urban Places (New York: Oxford

University Press, 2010).,

discussed in part II of this essay.

ÊÊÊÊÊÊ11

A further consideration of this

project and its municipally

sanctioned follow-up, Olafur

EliassonÕs Waterfalls (2008),

would have to point to the

insistence of these projects on

the power of the artist, and his

grant-getting, fund-raising , and

bureaucracy-besting prowess,

with urbanized nature as the

ground. In other words, the

intellectual labor of the artist is

disclosed to cognoscenti but the

spectacle suffices for the

masses. This problem was partly

addressed by Eliasson in a radio

interview describing the

scaffolding of the Waterfalls as

an homage to (manual) labor, a

theme not otherwise much

noted in his work.

ÊÊÊÊÊÊ12

Georg Simmel, ÒThe Metropolis

and Mental Life,Ó in The

Sociology of Georg Simmel ed.

Kurt Wolff (Glencoe, Il: Free

Press of Glencoe, 1950).

Originally published as Die

Gro§stadt und das Geistesleben

(Dresden: Petermann, 1903).

ÊÊÊÊÊÊ13

Here consider the relationship

between street fashion, working

class attire, and middle-class

envy of these. In addition, before

youth-culture demands in the

1960s loosened most dress

codes (prompting outraged

businesses to post notices

announcing ÒNo Shoes, No Shirt,

No ServiceÓ), it was illegal to

wear Òshort shortsÓ and other

forms of skimpy dress on New

York City streets.

ÊÊÊÊÊÊ14

Giorgio Agamben, Homo Sacer:

Sovereign Power and Bare Life

(Stanford: Stanford University

Press, 1998), 3Ð4.

ÊÊÊÊÊÊ15

Quoted in Y�dice, The

Expediency of Culture: Uses of

Culture in the Global Era

(Durham: Duke University Press,

2003), 196. (See Part II of the

present article.) Jeremy Rifkin

subsequently published a book

with the same title as his article.

See Jeremy Rifkin, Age of

Access: The New Culture of

Hypercapitalism Where All of Life

Is a Paid-for Experience (New

York: Tarcher, 2000). 

ÊÊÊÊÊÊ16

Rifkin, Age of Access, 54.

ÊÊÊÊÊÊ17

Joseph Pine II and James H.

Gilmore, Authenticity: What

Consumers Really Want (Boston:

Harvard Business School Press,

2007) and The Experience

Economy: Work Is Theatre &

Every Business a Stage (Boston:

Harvard Business School Press,

1999). Aurora is a tiny town of

about 13,000 residents, in

Northeastern Ohio, near Akron.

Do visit Pine and GilmoreÕs fun-

loving website,

http://www.strategichorizons

.com/index.html. Rifkin cites

their first book: ÒManagement

consultants B. Joseph Pine and

James Gilmore advise their

corporate clients that Ôin the

emerging Experience Economy,

companies must realize they

make memories, not goods,ÕÓ

Age of Access, 145.

ÊÊÊÊÊÊ18

Two reviews, by two women

reviewers, from one dayÕs New

York Times Arts section make

this point. They sharply contrast

the old, Òculture is serious

business,Ó mode and the new,

Òculture ought to be funÓ mode.

A senior, front-page reviewer in

ÒCuddling with Little Girls, Dogs

and Music,Ó writes skeptically

about crowd-pleaser Yoshitomo

NaraÕs show, at the formerly

staid Asia Society, that it Òadds

new wrinkles to the continuing

attempts by todayÕs museums to

attract wider, younger

audiences, and the growing

emphasis on viewer

participation.Ó A few pages on, in

ÒA Raucous Reflection on

Identity: Jewish and Feminine,Ó a

junior reviewer writes, ÒDonÕt be

put off by the yawn-inducing

title of the Jewish MuseumÕs

'Shifting the Gaze: Painting and

Feminism.' The show is a

puckish, punchy look at the

womenÕs art movement [that

draws] inspiration from Marcia

TuckerÕs ÔBad GirlsÕ survey of

1994.Ó There is nothing

particularly raucous in the works

she describes. See

http://www.nytimes.com/2010/

09/10/arts/design/10nara.htm l

and

http://www.nytimes.com/2010/

09/10/arts/design/10shifting

.html. The art journalist Jerry

Saltz, based at a local

publication, earlier

demonstrated his lack of

recognition of the atmosphere of

exclusivity, high seriousness,

and sobriety typically projected

by high-art institutions

(definitively analyzed by Pierre

Bourdieu) by wondering in print

why people do not visit galleries

even though they do not charge

admission. The need to abrogate

this forbidding atmosphere is

not what is at issue here, but the

emphasis upon Òthe museum

experience,Ó or experiences,

represents a new management

imperative.

ÊÊÊÊÊÊ19

See

http://www.contaminatenyc.co

m/?tag=contesta-rockhair.

ÊÊÊÊÊÊ20

See http://www.spiegel.de/i

nternational/business/0,1518

,510609,00.html.

ÊÊÊÊÊÊ21

Vanessa Fuhrmans, ÒBerlin

Broods over a Glitz Invasion,Ó

Wall Street Journal, August 20,

2010. See

http://online.wsj.com/articl

e/SB100014240527487034673045

75383312394581850.html.

ÊÊÊÊÊÊ22

Rachel B. Doyle, ÒKrakow: Add

Art, Stir in Cachet,Ó New York

Times, August, 29, 2010. See

http://query.nytimes.com/gst

/fullpage.html?res=9C05EED81

E31F93AA1575BC0A9669D8B63.

ÊÊÊÊÊÊ23

See part II of this essay.

ÊÊÊÊÊÊ24

Or not very gracefully. In

February of this year, the state

of Michigan ordered the Detroit

school superintendent to close

half of DetroitÕs schools,

swelling class size to sixty in

some cases. See Jennifer

Chambers, ÒMichigan Orders

DPS to Make Huge Cuts,Ó Detroit

News, February 21, 2011. See

http://www.amren.com/mtnews/

archives/2011/02/michigan_or

ders.php. The library system

may also be forced to close

almost all its branches; see

Christine MacDonald and

RoNeisha Mullen, ÒDetroit

Library Could Close Most of Its

Branches,Ó Detroit News, April

15, 2011. See

http://detnews.com/article/2

0110415/METRO/104150371/Detr

oit-library-could-close-most -

of-its-branches#ixzz1JcLCtB fD.

ÊÊÊÊÊÊ25

The auto industry began siting

some of its factories in the

suburbs and small towns

surrounding Detroit, and auto

workers followed them there;

however, black auto workers

complained they were kept in

Detroit at the dirtiest, least

desirable jobs, while the union

bosses were complicit with the

industry.

ÊÊÊÊÊÊ26

See Dan Georgakas and Marvin

Surkin, Detroit: I Do Mind Dying:

A Study in Urban Revolution

(London and New York: St.

MartinÕs Press, 1975; Cambridge,

MA: South End Press, 1998).

ÊÊÊÊÊÊ27

Berry GordyÕs Motown Records

itself departed long ago; the

Belleville Three had moved on by

the 1990s, although the Detroit

Electronic Music Festival

continues.

ÊÊÊÊÊÊ28

See

http://abc.go.com/shows/detr

oit-1-8-7.

ÊÊÊÊÊÊ29

Fascination with ruins is a long

standing and deeply romantic

facet of mourning and

melancholy; current

manifestations include well-

established tourist pilgrimages

to sites like New YorkÕs former

World Trade Center but also an

interest, no longer disavowed, in

images of accidents, death, and

destruction, and sometimes up-

close, well-supervised, and

preferably well-funded short-

term visits to the safer edges of

war zones of various sorts.

ÊÊÊÊÊÊ30

Melena Ryzik, ÒDetroitÕs

Renewal, Slow-Cooked,Ó New

York Times, October 19, 2010.

The article opens, ÒHow much

good can a restaurant do?Ó and

later comments, ÒTo make sure

the positive change takes hold,

Mr. Cooley has parlayed the good

will of his barbecue joint into a

restless pursuit of community-

building.Ó See

http://www.nytimes.com/2010/

10/20/dining/20Detroit.html. 

ÊÊÊÊÊÊ31

Ibid.

ÊÊÊÊÊÊ32

BoggsÕs most recent book,

written with Scott Kurashige, is

The Next American Revolution:

Sustainable Activism for the

Twenty-First Century (Berkeley:

University of California Press,

2011). Among her other books

are Revolution and Evolution in

the Twentieth Century (1976) and

Living for Change: An

Autobiography (1998). In 1992,

she co-founded the Detroit

Summer youth program; having

moved with her husband James

to Detroit, where she expected

the working class to Òrise up and

reconstruct the city,Ó she

adapted instead to a city in a

very different phase. ÒI think itÕs

very difficult for someone who

doesnÕt live in Detroit to say you

can look at a vacant lot and,

instead of seeing devastation,

see hope, see the opportunity to

grow your own food, see an

opportunity to give young people

a sense of process ... that the

vacant lot represents the

possibilities for a cultural

revolution.... I think filmmakers

and writers are coming to the

city and trying to spread the

word.Ó Democracy Now! radio

program (April 14, 2011),

archived at

http://www.democracynow.org/

2011/4/14/roundtable_assessi

ng_obamas_budget_plan_state. 

ÊÊÊÊÊÊ33

Moore is from Flint, Michigan,

the site of the historic sit-down

strike of 1936Ð37 that led to the
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empowerment of the United

Auto Workers as the sole

bargaining representative of

General Motors workers; the

Roger of the title was Roger

Smith, the head of GM at the

time and the executive

responsible for huge worker

layoffs that led to the near-total

devastation of Flint. Credits for

the film Finally Got the News are

ÒA Film by Stewart Bird, Rene

Lichtman, and Peter Gessner,

Produced in Association with the

League of Revolutionary Black

Workers.Ó

ÊÊÊÊÊÊ34

See Camilo Jos� Vergara, The

New American Ghetto (Newark:

Rutgers University Press, 1995).

ÊÊÊÊÊÊ35

Parts of this project were

included in the exhibition ÒHome

Front,Ó the first exhibition of the

cycle ÒIf You Lived HereÓ that I

organized at the Dia Art

Foundation in New York in 1989.

ÊÊÊÊÊÊ36

This project, two years in the

making (2008-2010), will

continue through the auspices of

Wayne State University with

some further collaboration with

Berenyi and with Eastern

Michigan University. See

http://monikaberenyi.wordpre

ss.com/2010/12/06/detroit-ci

ty-poetry-oral-history-proje ct-

2010-2011.

ÊÊÊÊÊÊ37

See

http://www.fusionartsmuseum.

org/ex_crash.htm. 

ÊÊÊÊÊÊ38

See Donna Terek (columnist),

ÒDetroit Ice House Is Really All

About Art,Ó Detroit News (Feb. 7,

2010); and

http://detnews.com/article/2

0100207/OPINION03/2070309/De

troit-Ice-House-is-really-al l-

about-art, which includes a

video of the project. Funding

was sought via Kickstarter. The

creators describe the project as

ÒAn Architectural Installation

and Social Change ProjectÓ on

their blog,

http://icehousedetroit.blogs

pot.com/ (now seemingly

inactive), detailing their Detroit

activities, a forthcoming film

and photo book, and the many

media sites that have featured

their project.

ÊÊÊÊÊÊ39

Personal communications.

Bergman supplied these links:

http://www.ubu.com/film/aa_w

ildflowers.html and

http://www.alejandra-aeron.c

om/new_center.html. See also

http://www.alejandra-aeron.c

om/wildflowers.html. 

ÊÊÊÊÊÊ40

According to its website,

http://detroitunrealestateag

ency.blogspot.com/2009/12/sp

eaking-for-detroit.html, Òt he

Detroit Unreal Estate Agency ...

is aimed at new types of urban

practices (architecturally,

artistically, institutional ly,

everyday life, and so forth) that

came into existence, creating a

new value system in Detroit. The

project is an initiative by

architects Andrew Herscher and

Mireille Roddier, curator Femke

Lutgerink, and Partizan PublikÕs

Christian Ernsten and Joost

Janmaat. In collaboration with

the Dutch Art Institute and the

University of Michigan,

generously funded by the

Mondriaan Foundation and

Fonds BKVB.Ó I note that, by

chance, Andrew Herscher is the

architect who provided a very

workable partnership on plans

for the building my students and

collaborators and I developed at

Utopia Station at the Venice

Biennale of 2003. 

Another Dutch residency in pilot

phase is the Utrecht-based

Expodium International Artists

Residency Program: European

Partnership, with Detroit. ÒThe

goal ... is to enter into a long-

term collaboration with Detroit

by creating an expanding

network ... to exchange

knowledge about urban models,

shrinkage and social, political

and artistic developments in

urban transition areas. Detroit

based cultural initiatives

respond creatively to the cityÕs

current situation and set to play

a vital role in the redevelopment

of Detroit. It is this condition

that has our special interest.

Information gained through this

platform provides vital input for

the Expodium program here in

the Netherlands.Ó See

http://www.newstrategie

sdmc.blogspot.com.

Recently, fifteen students from

the Netherlands participated in

the Detroit City Poetry Project

presentation at the Detroit

Museum of Contemporary Art

(MOCAD); see

http://detroitlife313.com/he

adlines/radio/detroit-life-r adio-

w-john-sinclair. Why does the

Netherlands send its art,

architecture, and students to

study cities, towns, and

neighborhoods Ð including

Dutch ones Ð considered to pose

intractable problems? One may

surmise that the Dutch, who

seem fully engaged with the

creative-class-rescue

hypothesis, are hoping that

artists and architects will assist

in urban research and

melioration and further help

them found a new consultative

industry: a Dutch urban advisory

corps (this last solution Ð urban

consultation Ð was proposed to

me as an answer to my question

ÒWhy?Ó by Salomon Frausto,

Head of Architectural

Broadcasting at the Berlage

Institute in Rotterdam).

ÊÊÊÊÊÊ41

See http://historyofartandsocial

practice.tumblr.com/post/633

884270/shotgun-review-the-ro

le-of-the-art-institution-in .

ÊÊÊÊÊÊ42

The Wiz is a version of The

Wonderful Wizard of Oz (1900),

journalist L. Frank BaumÕs

important putatively allegorical

childrenÕs book about rural farm-

dwellers translocating to up-to-

date metropolises and of a still-

fascinating mid-century musical

film The Wizard of Oz (1939),

based on the Oz tales; this later

version of 1978 has a largely

African American cast and

features Detroit-born Michael

Jackson.

ÊÊÊÊÊÊ43

See

http://www.cascoprojects.org

/?entryid=376.

ÊÊÊÊÊÊ44

Ibid.

ÊÊÊÊÊÊ45

See

http://www.dwell.com/article

s/ice-house-detroit.html. While

vacillating between claiming it

as an Òarchitectural installation

Ó and as a social change

endeavor, the projectÕs authors

suggest that the house will be,

virtuously, disassembled and the

land donated perhaps to a

community garden.

ÊÊÊÊÊÊ46

Guyton has had some degree of

success as a local, indigenous,

non-elite artist of choice and

was included in the 2008 Venice

Architecture Biennale as well as

garnering other attention. For

SalaÕs project, see

http://www.tate.org.uk/servl

et/ViewWork?cgroupid=9999999

61&workid=80261&searchid=14785.

RamaÕs project, as part of his

mayoral endeavors, has had a

different trajectory. According to

the UKÕs Architecture

foundation, RamaÕs actions

constituted Òan aesthetic and

political act, which prompted

social transformation, and much

debate, through its visualization

of signs of change.Ó During the

2003 edition of the Tirana

Biennial, Sala and Hans Ulrich

Obrist invited Olafur Eliasson,

Liam Gillick, and Dominique

Gonzalez-Foerster , among other

artists, to Òturn residential

blocks into unique works of artÓ;

see http://vimeo.com/8254763.

The project continued, and in the

2009 iteration included fa�ade

contributions from Tala Madani,

Adrian Paci, Tomma Abts, and

others. However, the Tirana

Biennial 2009 website notes that

the exhibition would critically

address the cityÕs moment of

development Òthrough ÔwildÕ

urbanization, fast capital

investments and within the

horizon of a neoliberal context,

[expanding] into the domain of

architecture and processes of

urbanization.Ó See

http://www.tica-albania.org/

TICAB/.

ÊÊÊÊÊÊ47

Although the mayor derided the

group as vandals, a number of

the buildings were subsequently

torn down. See Celeste Headlee,

ÒDetroit Artists Paint Town

Orange to Force Change,Ó

National Public Radio radio

broadcast, December 7, 2006.

Good magazine uploaded a video

of the project to YouTube:

http://www.youtube.com/watch

?v=wQwKkK1bggY. One of the

group comments: ÒThis didnÕt

start out as this social crusade;

it started as an artistic

endeavor.Ó (ThatÕs what they all

say, if they have any art-world

sense; see Part II of the present

article.)

ÊÊÊÊÊÊ48

For FletcherÕs testimony, see

Between Artists: Harrell Fletcher

and Michael Rakowitz (New York:

A.R.T. Press, 2008).

ÊÊÊÊÊÊ49

The term ÒinterventionismÓ

streaked like a comet across the

art world firmament but seems

to have been largely

extinguished.

ÊÊÊÊÊÊ50

Zukin, Naked City.

ÊÊÊÊÊÊ51

I attempted to draw attention to

both this trendÕs promises and

its perils with the work entitled

Proposed Helsinki Garden in

Singapore at the latter cityÕs

biennale earlier this year. The

project attempted

simultaneously to articulate a

commitment to public practice

and a serious, not to say critical,

examination of it. Too often, in

discussing art, one finds the

equation of criticism with

refusal, allowing the absence of

one to indict the reality of the

other. 

ÊÊÊÊÊÊ52

Facebook itself takes the form in

which shouting into the wind

small self-promotional

messages to an appreciative

imaginary public is encouraged,

and in which the occasional

openings for the genuine

exchange of ideas seem to snap

shut in an instant. At the other

pole from the particular

language of promotion are the

grant-writing discourses,

Orwellian in their Byzantine

inapplicability to most artists or

projects you might know, but

whose categorical imperatives

have only escalated over the

years. In the UK, the categories

for art institutions and academic

departments are mind-boggling,

but everywhere this

instrumentalized language

framing instrumentalized

projects is infecting the terms in

which art exhibitions are laid

out.

ÊÊÊÊÊÊ53

See http://e-flux.com/journal/vi

ew/107.

ÊÊÊÊÊÊ54

Paolo Virno, ÒVirtuosity and

Revolution: The Political Theory

of Exodus,Ó trans. Ed Emory, in

Radical Thought in Italy: A

Potential Politics (Minneapolis:

University of Minnesota Press,

1996), 188Ð209.

ÊÊÊÊÊÊ55

Perry Anderson, Considerations

on Western Marxism (London:

Verso, 1979), 75.

ÊÊÊÊÊÊ56

See

http://www.youtube.com/watch

?v=OVRHAWiJieY and

http://www.youtube.com/watch
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?v=JMjaGVCQS70&NR=1.

ÊÊÊÊÊÊ57

Colin Mercer, ÒCultural Planning

for Urban Development and

Creative CitiesÓ (2006), 2Ð3. See

http://www.culturalplanning-

oresund.net/PDF_activities/m

aj06/Shanghai_cultural_plann

ing_paper.pdf.

ÊÊÊÊÊÊ58

Here, Mercer is quoting a 2004

report put out by Partners for

Livable Communities, which

advises many Business

Improvement Districts, or BIDs,

with cultural elements. (A BID is

a public-private partnership, a

step along the path to

privatization of urban public

amenities and spaces. In New

York they saw their genesis

during the fiscal crisis of the

1970s.) Mercer also points out

that Òknowledge based workersÓ

make up half the work force of

the European Union.

ÊÊÊÊÊÊ59

Ibid., 2. MercerÕs enthusiasm

presumably factored into his

own decision to leave academia

for consulting work.

ÊÊÊÊÊÊ60

Max Nathan, ÒThe Wrong Stuff?

Creative Class Theory and

Economic Performance in UK

Cities.Ó See http://cjrs-

rcsr.org/archive s/30-

3/NATHAN.pdf.

ÊÊÊÊÊÊ61

Andy Merrifield, Metromarxism:

A Marxist Tale of the City (New

York: Routledge, 2002), 125.

ÊÊÊÊÊÊ62

Manuel Castells, The Urban

Question: A Marxist Approach

(Boston: The MIT Press, 1979),

317.

ÊÊÊÊÊÊ63

David Graeber, ÒThe Sadness of

Post-Workerism, or ÔArt And

Immaterial LabourÕ Conference A

Sort of Review (Tate Britain,

Saturday 19 January 2008).Ó

Available at

http://www.commoner.org.uk/w

p-content/uploads/2008/04/gr

aeber_sadness.pdf, http://w

ww.scribd.com/doc/38093582/T

he-Sadness-of-Post-Workerism

-David-Graeber, and

http://news.infoshop.org/art

icle.php?story=2008071313024

7120.

ÊÊÊÊÊÊ64

See

http://www.konstnarsnamnden.

se/default.aspx?id=13909 an d

http://www.konstnarsnamnden.

se/%20default.aspx?id=13914. 

ÊÊÊÊÊÊ65

Ann Markusen, ÒUrban

Development and the Politics of

a Creative Class: Evidence from

the Study of Artists,Ó

Environment and Planning A 38,

no. 10 (2006): 1921Ð1940;

Richard Lloyd. Neo-Bohemia: Art

and Commerce in the

Postindustrial City (New York:

Routledge, 2006). See part II of

the present article for a further

discussion of these authorsÕ

works.

ÊÊÊÊÊÊ66

Brian Holmes, ÒLiarÕs Poker,Ó in

Unleashing the Collective

Phantoms: Essays in Reverse

Imagineering (New York:

Autonomedia, 2008). First
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Back	
  to	
  the	
  Future	
  of	
  the	
  Creative	
  City:	
  Amsterdam’s	
  
Creative	
  Redevelopment	
  and	
  the	
  Art	
  of	
  Deception	
  
	
  
Merijn	
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February	
  2007	
  
	
  	
  
	
  
Sometimes	
  it	
  is	
  necessary	
  to	
  dig	
  into	
  the	
  past	
  in	
  order	
  to	
  illuminate	
  the	
  present.	
  In	
  
this	
  case,	
  contrasting	
  Amsterdam’s	
  ongoing	
  Creative	
  City	
  hype	
  with	
  a	
  utopian	
  
precursor	
  will	
  hopefully	
  shed	
  some	
  light	
  on	
  the	
  contradictions	
  inherent	
  in	
  the	
  fusion	
  
between	
  creativity	
  and	
  industry.	
  For	
  being	
  a	
  hype,	
  the	
  Creative	
  City	
  policy	
  has	
  
shown	
  remarkable	
  vigour	
  and	
  life	
  span.	
  Not	
  unlike	
  well	
  known	
  ageing	
  rock	
  bands,	
  
even	
  at	
  old	
  age	
  it	
  has	
  been	
  able	
  to	
  maintain	
  its	
  spell	
  on	
  groupies	
  and	
  adherents	
  at	
  
local	
  city	
  governments	
  around	
  the	
  western	
  world.(1)	
  However,	
  I	
  do	
  not	
  intend	
  to	
  
argue	
  that	
  when	
  it	
  was	
  still	
  young	
  and	
  fresh,	
  Richard	
  Florida’s	
  Creative	
  Class	
  Rock	
  
rang	
  any	
  truer;	
  only	
  that	
  all	
  along	
  the	
  line,	
  a	
  different	
  tune	
  is	
  being	
  played	
  than	
  the	
  
lyrics	
  imply.	
  I	
  will	
  argue	
  that	
  Amsterdam’s	
  Creative	
  City	
  policy	
  -­‐	
  far	
  from	
  intending	
  
to	
  make	
  the	
  city’s	
  entire	
  population	
  more	
  creative	
  -­‐	
  is	
  predominantly	
  a	
  branding	
  
exercise,	
  an	
  expression	
  of	
  a	
  much	
  more	
  general	
  shift	
  towards	
  entrepreneurial	
  
modes	
  of	
  city	
  government;	
  a	
  shift	
  that	
  is	
  presently	
  being	
  played	
  out	
  in	
  an	
  impressive	
  
urban	
  redevelopment	
  of	
  Amsterdam.	
  	
  
The	
  comparison	
  between	
  sociologist	
  Richard	
  Florida	
  -­‐	
  author	
  of	
  two	
  books	
  on	
  the	
  
rise	
  and	
  flight	
  of	
  the	
  Creative	
  Class	
  -­‐	
  and	
  a	
  rock	
  star	
  is	
  not	
  unusual.	
  Google	
  ‘rock	
  star’	
  
and	
  ‘Richard	
  Florida’	
  and	
  you	
  will	
  find	
  dozens	
  of	
  descriptions	
  of	
  performances	
  by	
  
the	
  ‘rock	
  star	
  academic’	
  responsible	
  for	
  introducing	
  pop	
  sociology	
  into	
  regional	
  
economics.	
  Amongst	
  the	
  urban	
  policy	
  do’s	
  and	
  don’ts	
  he	
  prescribes,	
  ‘lacking	
  rock	
  
bands’	
  even	
  figures	
  prominently	
  amongst	
  the	
  reasons	
  why	
  a	
  city	
  could	
  lose	
  out	
  on	
  
the	
  economic	
  development	
  race(2).	
  But	
  this	
  article	
  is	
  not	
  about	
  the	
  interesting	
  
fusion	
  between	
  pop	
  culture	
  and	
  social	
  science,	
  rather	
  about	
  the	
  utopian	
  claims	
  that	
  
are	
  being	
  made	
  for	
  the	
  creative	
  economy.	
  Florida	
  has	
  pronounced	
  creativity	
  to	
  be	
  a	
  
‘great	
  equaliser’,	
  pleading	
  for	
  a	
  ‘New	
  Deal’	
  of	
  the	
  creative	
  economy.	
  Likewise,	
  Cohen	
  
-­‐	
  the	
  mayor	
  of	
  Amsterdam	
  -­‐	
  has	
  pronounced	
  Amsterdam	
  to	
  be	
  a	
  Creative	
  City	
  that	
  
will	
  ‘foster	
  the	
  creativity	
  of	
  all	
  its	
  inhabitants’(3).	
  
In	
  retrospect,	
  these	
  claims	
  can	
  be	
  seen	
  as	
  somewhat	
  distorted	
  echoes	
  of	
  an	
  earlier	
  
utopian	
  project	
  that	
  alluded	
  to	
  the	
  revolutionary	
  rise	
  of	
  creativity.	
  Let’s	
  take	
  a	
  short	
  
leap	
  back	
  in	
  history,	
  back	
  to	
  the	
  future	
  as	
  imagined	
  by	
  the	
  Dutch	
  avant-­‐garde,	
  and	
  
more	
  specifically	
  the	
  Dutch	
  artist	
  Constant	
  Nieuwenhuys.	
  Constant	
  was	
  one	
  of	
  the	
  
founders	
  of	
  the	
  Dutch	
  experimental	
  art	
  group	
  Reflex,	
  which	
  later	
  became	
  part	
  of	
  the	
  
international	
  COBRA	
  current.	
  Discontented	
  with	
  the	
  limitations	
  of	
  the	
  world	
  of	
  art	
  
and	
  ‘the	
  individualistic	
  nature’	
  of	
  painting,	
  he	
  abandoned	
  painting	
  in	
  1953	
  to	
  focus	
  
on	
  the	
  more	
  promising	
  use	
  and	
  of	
  metal	
  and	
  architectural	
  techniques.	
  In	
  1957	
  he	
  
became	
  a	
  co-­‐founder	
  of	
  the	
  Situationist	
  International	
  (SI),	
  writing	
  with	
  Guy	
  Debord	
  
the	
  now	
  well	
  known	
  tract	
  on	
  Unitary	
  Urbanism.	
  Till	
  his	
  resignation	
  in	
  1961,	
  he	
  
would	
  play	
  a	
  essential	
  role	
  in	
  the	
  formulation	
  of	
  a	
  Situationist	
  perspective	
  on	
  the	
  
city	
  and	
  a	
  critique	
  on	
  modernist	
  urbanism.	
  	
  



In	
  1956	
  Constant	
  started	
  what	
  would	
  become	
  a	
  visionary	
  architectural	
  project	
  that	
  
would	
  stretch	
  out	
  over	
  20	
  years.	
  An	
  utopian	
  city	
  that	
  went	
  by	
  the	
  name	
  of	
  New	
  
Babylon;	
  it	
  consisted	
  of	
  an	
  almost	
  endless	
  series	
  of	
  scale	
  models,	
  sketches,	
  etchings,	
  
collages,	
  further	
  elaborated	
  by	
  manifestoes,	
  lectures,	
  essays	
  and	
  films.	
  The	
  project	
  
was	
  a	
  provocation,	
  an	
  explicit	
  metaphor	
  for	
  the	
  Creative	
  City:	
  	
  
The	
  modern	
  city	
  is	
  dead;	
  it	
  has	
  been	
  sacrificed	
  to	
  the	
  cult	
  of	
  utility.	
  New	
  Babylon	
  is	
  
the	
  project	
  for	
  a	
  city	
  in	
  which	
  people	
  will	
  be	
  able	
  to	
  live.	
  For	
  to	
  live	
  means	
  to	
  be	
  
creative.	
  New	
  Babylon	
  is	
  the	
  product	
  of	
  the	
  creativity	
  of	
  the	
  masses,	
  based	
  on	
  the	
  
activation	
  of	
  the	
  enormous	
  creative	
  potential	
  which	
  at	
  the	
  moment	
  lies	
  dormant	
  and	
  
unexploited	
  in	
  the	
  people.	
  New	
  Babylon	
  assumes	
  that	
  as	
  a	
  result	
  of	
  automation	
  non-­‐
creative	
  work	
  will	
  disappear,	
  that	
  there	
  will	
  be	
  a	
  metamorphosis	
  in	
  morals	
  and	
  
thinking,	
  that	
  a	
  new	
  form	
  of	
  society	
  will	
  emerge.(4)	
  
Constant	
  envisaged	
  a	
  society	
  where	
  automation	
  had	
  realised	
  the	
  liberation	
  of	
  man	
  
from	
  the	
  toils	
  of	
  industrial	
  work,	
  and	
  its	
  replacement	
  by	
  a	
  nomadic	
  life	
  of	
  creative	
  
play,	
  outside	
  of	
  the	
  economic	
  domain	
  and	
  in	
  disregard	
  of	
  any	
  considerations	
  of	
  
functionality:	
  ‘Contrary	
  to	
  what	
  the	
  functionalists	
  think,	
  culture	
  is	
  situated	
  at	
  the	
  
point	
  where	
  usefulness	
  ends’,	
  was	
  one	
  of	
  Constant’s	
  more	
  provocative	
  
statements(5).	
  Homo	
  Faber,	
  the	
  working	
  man	
  of	
  industrial	
  society	
  was	
  to	
  be	
  
succeeded	
  by	
  Homo	
  Ludens,	
  the	
  playful	
  man	
  or	
  as	
  Constant	
  stated,	
  creative	
  man.	
  
This	
  was	
  the	
  inhabitant	
  of	
  New	
  Babylon	
  that	
  thanks	
  to	
  modern	
  architectural	
  
techniques	
  would	
  be	
  able	
  to	
  spontaneously	
  control	
  en	
  reconfigure	
  every	
  aspect	
  of	
  
the	
  urban	
  environment.	
  Constant	
  took	
  the	
  surrealist	
  slogan	
  ‘poetry	
  should	
  be	
  made	
  
by	
  all’	
  and	
  translated	
  it	
  to	
  the	
  urban	
  environment,	
  ‘tomorrow,	
  life	
  will	
  reside	
  in	
  
poetry’(6).	
  The	
  work	
  of	
  Constant	
  Nieuwenhuys	
  thus	
  combined	
  a	
  distaste	
  for	
  
modernist	
  functionalism	
  with	
  an	
  intense	
  appreciation	
  of	
  the	
  libratory	
  potentials	
  of	
  
new	
  technology.	
  Mechanisation	
  would	
  result	
  in	
  the	
  arrival	
  of	
  a	
  ‘mass	
  culture	
  of	
  
creativity’	
  that	
  would	
  revolt	
  against	
  the	
  superstructure	
  of	
  bourgeois	
  society,	
  in	
  
order	
  to	
  destroy	
  it	
  completely	
  and	
  take	
  the	
  privileged	
  position	
  of	
  the	
  artist	
  down	
  
with	
  it.	
  A	
  society	
  would	
  be	
  created	
  where,	
  in	
  accord	
  with	
  Marx’	
  vision	
  on	
  art	
  in	
  a	
  
communist	
  society,	
  ‘there	
  are	
  no	
  painters	
  but	
  only	
  people	
  who	
  engage	
  in	
  painting	
  
among	
  other	
  activities’(7).	
  The	
  work	
  of	
  Constant	
  would	
  have	
  a	
  direct	
  and	
  major	
  
influence	
  on	
  the	
  rise	
  of	
  youth	
  movement	
  Provo.	
  The	
  Dutch	
  Yippies	
  proved	
  to	
  be	
  an	
  
almost	
  perfect	
  incarnation	
  of	
  the	
  Homo	
  Ludens;	
  through	
  relentless	
  provocation,	
  
happenings	
  and	
  playful	
  actions,	
  Provo	
  would	
  bring	
  the	
  authoritarianism	
  of	
  the	
  
Dutch	
  50’s	
  down	
  to	
  its	
  knees.	
  
Life	
  is	
  put	
  to	
  Work	
  
However,	
  developments	
  took	
  an	
  unexpected	
  turn.	
  Automation	
  and	
  consequent	
  
deindustrialisation,	
  the	
  outsourcing	
  of	
  manufacturing	
  to	
  Newly	
  Industrialising	
  
Countries,	
  did	
  not	
  lead	
  to	
  the	
  liberation	
  of	
  the	
  Homo	
  Ludens	
  (or	
  maybe	
  we	
  should	
  
grant	
  Homo	
  Ludens	
  a	
  short	
  and	
  partial	
  victory	
  -­‐	
  a	
  short	
  interlude	
  located	
  
somewhere	
  in	
  the	
  youth	
  culture	
  of	
  the	
  60’s	
  -­‐	
  before	
  being	
  sent	
  back	
  to	
  work).	
  As	
  is	
  
well	
  known,	
  since	
  the	
  sixties	
  the	
  total	
  amount	
  of	
  working	
  hours	
  has	
  grown	
  steeply.	
  
Together	
  with	
  the	
  consolidation	
  of	
  consumption	
  as	
  a	
  leisure	
  activity,	
  it	
  has	
  led	
  to	
  an	
  
unprecedented	
  amount	
  of	
  human	
  activity	
  being	
  directly	
  or	
  indirectly	
  incorporated	
  
into	
  the	
  sphere	
  of	
  economic	
  transactions.	
  A	
  development	
  Marx	
  would	
  have	
  called	
  



‘real	
  subsumption’,	
  the	
  extension	
  	
  of	
  capitalism	
  onto	
  the	
  field	
  of	
  the	
  ontological,	
  of	
  
lived	
  social	
  practice.	
  	
  
Whereas	
  Constant	
  envisioned	
  the	
  liberation	
  of	
  the	
  creative	
  domain	
  from	
  the	
  
economic,	
  right	
  now	
  we	
  are	
  witnessing	
  -­‐	
  en	
  sync	
  with	
  the	
  Creative	
  City	
  discourse	
  -­‐	
  
the	
  extension	
  of	
  the	
  economic	
  into	
  the	
  creative	
  domain.	
  This	
  is	
  exemplified	
  by	
  the	
  
transformation	
  of	
  the	
  artist	
  into	
  a	
  cultural	
  entrepreneur,	
  the	
  marketing	
  of	
  
(sub)cultural	
  expressions,	
  the	
  subservience	
  of	
  culture	
  to	
  tourist	
  flows	
  and	
  the	
  
triumph	
  of	
  functionalism	
  over	
  bildungsideal	
  at	
  the	
  university.	
  An	
  interesting	
  spatial	
  
illustration	
  is	
  that	
  what	
  was	
  before	
  a	
  fringe	
  economy	
  of	
  the	
  arts	
  occupied	
  also	
  a	
  
fringe	
  position	
  in	
  the	
  Amsterdam	
  housing	
  market,	
  most	
  notably	
  in	
  the	
  squatted	
  
dockland	
  warehouses.	
  Now	
  that	
  the	
  art	
  economy	
  has	
  been	
  incorporated	
  and	
  
elevated	
  towards	
  a	
  seemingly	
  pivotal	
  position	
  in	
  the	
  urban	
  economy,	
  it	
  has	
  been	
  
accommodated	
  into	
  the	
  city	
  through	
  mechanisms	
  such	
  as	
  the	
  broedplaatsenbeleid(8)	
  
or	
  temporary	
  housing	
  contracts.	
  The	
  majority	
  of	
  non-­‐functional	
  space	
  in	
  the	
  city,	
  
derelict	
  or	
  squatted	
  territories,	
  have	
  now	
  been	
  redeveloped	
  or	
  are	
  in	
  process	
  
towards	
  development.	
  There	
  is	
  no	
  longer	
  an	
  outside	
  position.	
  
What	
  distinguishes	
  the	
  earlier	
  utopian	
  Creative	
  City	
  from	
  the	
  one	
  referred	
  to	
  by	
  
Florida	
  and	
  the	
  Amsterdam	
  City	
  Council?	
  To	
  start	
  with,	
  what’s	
  important	
  to	
  note	
  is	
  
that	
  in	
  the	
  post-­‐Fordist	
  economy,	
  where	
  the	
  Fordist	
  factory	
  has	
  been	
  decentralised	
  
and	
  socialised,	
  the	
  rise	
  to	
  prominence	
  of	
  the	
  creative	
  sector	
  in	
  advanced	
  economies	
  
is	
  predicated	
  upon	
  displacement	
  of	
  industrial	
  functions	
  to	
  low	
  wage	
  localities	
  and	
  
the	
  exploitation	
  of	
  cheap	
  manual	
  labour.	
  This	
  new	
  functional	
  divide	
  in	
  the	
  global	
  
economy	
  -­‐	
  and	
  its	
  polarised	
  wage	
  structure	
  -­‐	
  is	
  referred	
  to	
  as	
  the	
  New	
  International	
  
Division	
  of	
  Labour(9).	
  As	
  part	
  of	
  this	
  development,	
  we	
  have	
  seen	
  the	
  rise	
  of	
  global	
  
cities	
  whose	
  economic	
  success	
  depends	
  on	
  the	
  presence	
  of	
  high	
  tech	
  innovation	
  and	
  
global	
  control	
  functions.	
  These	
  economic	
  nodes	
  coordinate	
  the	
  international	
  flows	
  
of	
  goods,	
  finance	
  outsourced	
  production,	
  market	
  and	
  design	
  its	
  products	
  and	
  
maintain	
  a	
  monopolist	
  control	
  over	
  client	
  relations(10).	
  The	
  claims	
  of	
  the	
  new	
  
creative	
  city	
  as	
  being	
  a	
  ‘great	
  equalizer’	
  turns,	
  in	
  a	
  global	
  perspective,	
  into	
  the	
  
opposite;	
  it	
  is	
  based	
  on	
  functional	
  inequality.	
  Now	
  let’s	
  take	
  a	
  closer	
  look	
  at	
  the	
  city.	
  
Amsterdam™	
  	
  
To	
  properly	
  understand	
  the	
  arrival	
  of	
  the	
  Creative	
  City	
  policy	
  and	
  what	
  sets	
  it	
  aside	
  
from	
  its	
  utopian	
  predecessor,	
  we	
  have	
  to	
  place	
  it	
  in	
  a	
  larger	
  context.	
  The	
  Creative	
  
City	
  is	
  part	
  and	
  parcel	
  of	
  a	
  bigger	
  shift	
  hitting	
  the	
  city,	
  causing	
  the	
  Keynesian	
  
management	
  of	
  bygone	
  era’s	
  to	
  be	
  replaced	
  by	
  an	
  entrepreneurial	
  approach.	
  The	
  
rise	
  in	
  importance	
  of	
  footloose	
  productive	
  sectors	
  for	
  cities’	
  economic	
  well	
  being	
  has	
  
led	
  to	
  increased	
  interurban	
  competition.	
  Amsterdam	
  is	
  pitted	
  against	
  urban	
  centres	
  
such	
  as	
  Barcelona,	
  London,	
  Paris	
  and	
  Frankfurt,	
  in	
  a	
  struggle	
  to	
  attract	
  economic	
  
success	
  in	
  the	
  form	
  of	
  investments,	
  a	
  talented	
  workforce	
  and	
  tourists	
  flocking	
  to	
  the	
  
city.	
  The	
  ever	
  present	
  threat	
  of	
  interurban	
  competition	
  is	
  continuously	
  being	
  
rhetorically	
  invoked	
  and	
  inflated.	
  To	
  illustrate	
  my	
  point,	
  recently	
  even	
  the	
  
discussion	
  on	
  whether	
  to	
  discontinue	
  a	
  prohibition	
  of	
  gas	
  heaters	
  on	
  the	
  terraces	
  of	
  
Amsterdam	
  cafés	
  were	
  framed	
  in	
  these	
  terms:	
  “It’s	
  a	
  serious	
  disadvantage	
  in	
  
comparison	
  with	
  cities	
  like	
  Berlin	
  and	
  Paris”,	
  according	
  to	
  the	
  leader	
  of	
  the	
  local	
  
social	
  democrat	
  party.	
  The	
  opinion	
  of	
  the	
  city’s	
  population	
  itself	
  wasn’t	
  even	
  
mentioned	
  in	
  the	
  newspaper	
  article.(11)	
  



The	
  dominance	
  of	
  entrepreneurial	
  approaches	
  to	
  city	
  politics	
  is	
  the	
  feature	
  of	
  a	
  new	
  
urban	
  regime,	
  labelled	
  by	
  scholars	
  as	
  the	
  ‘Entrepreneurial	
  City’(12).	
  With	
  its	
  origins	
  
in	
  the	
  US	
  reality	
  of	
  neo-­‐liberal	
  state	
  withdrawal	
  from	
  urban	
  plight,	
  it	
  has	
  taken	
  some	
  
time	
  to	
  arrive	
  in	
  the	
  corporatist	
  Netherlands	
  and	
  filter	
  through	
  the	
  minds	
  of	
  its	
  
policy	
  makers.	
  	
  
In	
  this	
  new	
  urban	
  regime,	
  independent	
  from	
  the	
  colour	
  of	
  the	
  party	
  in	
  power,	
  the	
  
public	
  sector	
  displays	
  behaviour	
  that	
  was	
  once	
  characteristic	
  for	
  the	
  private	
  sector:	
  
risk	
  taking,	
  innovation,	
  marketing	
  and	
  profit	
  motivated	
  thinking.	
  Public	
  money	
  is	
  
invested	
  into	
  private	
  economic	
  development	
  through	
  Public	
  Private	
  Partnerships,	
  to	
  
outflank	
  the	
  urban	
  competition.	
  Hence	
  the	
  rise	
  of	
  urban	
  mega	
  developments	
  and	
  
marketing	
  projects	
  such	
  as	
  the	
  Docklands	
  in	
  London,	
  the	
  Guggenheim	
  in	
  Bilbao	
  or	
  
the	
  Zuid	
  As	
  in	
  Amsterdam.	
  A	
  concern	
  voiced	
  by	
  critics	
  is	
  that	
  although	
  costs	
  are	
  
public,	
  profit	
  will	
  be	
  allocated	
  to	
  the	
  urban	
  elite,	
  hypothetically	
  to	
  ‘trickle	
  down’	
  to	
  
the	
  rest	
  of	
  the	
  population.	
  To	
  face	
  up	
  to	
  this	
  new	
  market	
  reality,	
  where	
  cities	
  are	
  
seen	
  as	
  products,	
  and	
  the	
  city	
  council	
  as	
  a	
  business	
  unit,	
  Amsterdam	
  inc.	
  has	
  
launched	
  the	
  branding	
  projects	
  I	
  Amsterdam	
  and	
  Amsterdam	
  Creative	
  City.	
  One	
  of	
  
the	
  first	
  steps	
  of	
  the	
  new	
  progressive	
  city	
  council,	
  once	
  installed	
  in	
  the	
  spring	
  of	
  
2006,	
  was	
  to	
  launch	
  a	
  ‘Top	
  City	
  Programme’,	
  aimed	
  at	
  consolidating	
  the	
  city’s	
  
‘flagging’	
  position	
  in	
  the	
  top	
  ten	
  of	
  preferred	
  urban	
  business	
  climates:	
  
Viewed	
  from	
  an	
  outsider’s	
  vantage	
  point,	
  Amsterdam	
  is	
  clearly	
  ready	
  to	
  reposition	
  
itself.	
  This	
  is	
  why	
  we’ve	
  launched	
  the	
  Amsterdam	
  Top	
  City	
  programme.	
  In	
  order	
  to	
  
keep	
  ahead	
  of	
  the	
  global	
  competition,	
  Amsterdam	
  needs	
  to	
  renew	
  itself.	
  In	
  other	
  
words,	
  in	
  order	
  to	
  enjoy	
  a	
  great	
  future	
  worthy	
  of	
  its	
  great	
  past,	
  what	
  Amsterdam	
  
needs	
  now	
  is	
  great	
  thinking.(13)	
  
Of	
  course,	
  ‘creativity	
  will	
  be	
  the	
  central	
  focus	
  point’	
  of	
  this	
  programme,	
  since	
  
‘creativity	
  is	
  	
  the	
  motor	
  that	
  gives	
  the	
  city	
  its	
  magnetism	
  and	
  dynamism’.	
  However	
  
when	
  one	
  looks	
  beyond	
  the	
  rhetoric,	
  at	
  the	
  practicalities	
  of	
  the	
  programme,	
  it	
  is	
  
surprisingly	
  modest:	
  sponsored	
  expat	
  welcome	
  centres	
  in	
  Schiphol	
  Airport,	
  
coaching	
  for	
  creative	
  entrepreneurs	
  by	
  mayor	
  Dutch	
  banks	
  and	
  MTV,	
  ‘hospitality	
  
training’	
  for	
  caterers,	
  ‘Amsterdam	
  Top	
  City’	
  publications	
  in	
  KLM	
  flights,	
  and	
  the	
  
annual	
  Picnic	
  Cross	
  Media	
  week,	
  a	
  conference	
  aspiring	
  to	
  be	
  the	
  Dutch	
  Davos	
  of	
  
creative	
  entrepreneurs.	
  	
  
In	
  arguably	
  one	
  of	
  the	
  best	
  analysis	
  of	
  the	
  Creative	
  City	
  theory	
  yet,	
  geographer	
  Jamie	
  
Peck(14)	
  asked	
  himself	
  why	
  it	
  is	
  that	
  Florida’s	
  work	
  proved	
  to	
  have	
  such	
  an	
  
impressive	
  influence	
  on	
  policy	
  makers	
  around	
  the	
  world.	
  He	
  came	
  to	
  the	
  sobering	
  
conclusion	
  that	
  it	
  wasn’t	
  because	
  Florida’s	
  creative	
  city	
  thesis	
  was	
  so	
  
groundbreaking	
  –	
  various	
  authors	
  had	
  published	
  on	
  the	
  knowledge	
  economy	
  before	
  
-­‐	
  but	
  mostly	
  because	
  it	
  provided	
  a	
  cheap,	
  non-­‐controversial	
  and	
  do-­‐able	
  marketing	
  
script	
  that	
  fitted	
  well	
  with	
  the	
  existing	
  entrepreneurial	
  schemes	
  of	
  urban	
  economic	
  
development.	
  Something	
  city	
  authorities	
  could	
  afford	
  to	
  do	
  on	
  the	
  side,	
  a	
  low	
  budget	
  
PR	
  scheme	
  complemented	
  by	
  a	
  reorientation	
  of	
  already	
  existing	
  cultural	
  funding.	
  In	
  
Amsterdam,	
  however	
  creative	
  branding	
  is	
  maybe	
  modest	
  in	
  its	
  budget	
  but	
  extensive	
  
in	
  its	
  effects,	
  it	
  is	
  the	
  immaterial	
  glazing	
  on	
  the	
  cake	
  of	
  an	
  impressive	
  physical	
  
redevelopment	
  of	
  the	
  city.	
  	
  
For	
  Amsterdam	
  abounds	
  with	
  building	
  works;	
  it	
  is	
  facing	
  what	
  I	
  have	
  called	
  an	
  
‘Extreme	
  Makeover’(15).	
  The	
  city’s	
  old	
  harbours	
  are	
  being	
  redeveloped	
  into	
  



luxurious	
  living	
  and	
  working	
  environments;	
  in	
  its	
  southern	
  belly	
  a	
  new	
  skyline	
  is	
  
being	
  realised,	
  the	
  Zuid	
  As,	
  a	
  high	
  rise	
  business	
  district	
  that	
  is	
  supposed	
  to	
  function	
  
as	
  a	
  portal	
  to	
  the	
  world	
  economy.	
  In	
  the	
  post	
  war	
  popular	
  neighbourhoods	
  more	
  
houses	
  are	
  being	
  demolished	
  than	
  ever	
  before	
  in	
  the	
  history	
  of	
  the	
  city,	
  and	
  a	
  
significant	
  part	
  of	
  the	
  social	
  housing	
  will	
  make	
  way	
  for	
  more	
  expensive	
  owner	
  
occupant	
  apartments.	
  The	
  trajectory	
  of	
  the	
  new	
  metro	
  line	
  –	
  a	
  straight	
  line	
  of	
  sand,	
  
cement	
  and	
  continuous	
  construction	
  works	
  –	
  crosses	
  the	
  city	
  from	
  North	
  to	
  South	
  
and	
  thus	
  connects	
  the	
  new	
  city	
  with	
  the	
  old.	
  
Not	
  only	
  is	
  one	
  of	
  Europe’s	
  largest	
  urban	
  renewal	
  operations	
  underway	
  and	
  has	
  
demolishment	
  reached	
  a	
  historical	
  high,	
  the	
  image	
  of	
  the	
  city	
  itself	
  is	
  also	
  being	
  
reworked.	
  In	
  both	
  the	
  re-­‐branding	
  and	
  redevelopment	
  of	
  Amsterdam,	
  the	
  creative	
  
sector	
  plays	
  an	
  important	
  role.	
  Creative	
  industry	
  is	
  supposed	
  to	
  function	
  as	
  catalyst	
  
for	
  urban	
  redevelopment,	
  changing	
  the	
  image	
  of	
  a	
  neighbourhood	
  from	
  backward	
  to	
  
hip.	
  Schemes	
  have	
  been	
  put	
  into	
  place	
  to	
  temporarily	
  or	
  permanently	
  house	
  artist	
  in	
  
neighbourhoods	
  to	
  be	
  upgraded.	
  Although	
  modest	
  in	
  its	
  budget	
  the	
  I	
  Amsterdam	
  and	
  
Creative	
  City	
  marketing	
  campaigns	
  are	
  conceptually	
  highly	
  advanced	
  (and	
  
extensively	
  present	
  in	
  the	
  public’s	
  consciousness),	
  for	
  city	
  marketing	
  is	
  the	
  apex	
  of	
  
consumer	
  generated	
  content,	
  the	
  dominant	
  trend	
  in	
  marketing	
  techniques.	
  Creative	
  
hipsters	
  serve	
  as	
  a	
  communicative	
  vessel	
  for	
  branding	
  projects;	
  in	
  between	
  concept	
  
stores,	
  galleries,	
  fashion-­‐	
  and	
  street	
  art	
  magazines,	
  the	
  cultural	
  economy	
  expands	
  
itself	
  over	
  the	
  urban	
  domain	
  and	
  in	
  the	
  public	
  realm.	
  	
  
The	
  new	
  marketing	
  function	
  of	
  the	
  creative	
  sector	
  is	
  maybe	
  best	
  illustrated	
  by	
  the	
  
recent	
  project	
  of	
  Sandberg,	
  called	
  ‘Artvertising’.	
  It	
  involves	
  the	
  facade	
  of	
  the	
  
Sandberg	
  fine	
  arts	
  and	
  design	
  faculty	
  being	
  turned	
  into	
  a	
  huge	
  billboard	
  filled	
  with	
  
logo’s	
  of	
  predominantly	
  major	
  companies	
  and	
  also	
  some	
  smaller	
  cultural	
  projects.	
  
The	
  sixteen	
  thousand	
  tiles	
  of	
  the	
  facade	
  (35x29cm	
  each)	
  were	
  sold	
  for	
  20	
  euros	
  a	
  
piece,	
  with	
  the	
  mentioning	
  of	
  all	
  the	
  business	
  savvy	
  people	
  of	
  the	
  office	
  park	
  Zuid	
  As	
  
passing	
  on	
  the	
  adjacent	
  ring	
  road.	
  A	
  small	
  blurb	
  from	
  the	
  website	
  of	
  Artvertising:	
  
Every	
  self	
  considered	
  art	
  or	
  design	
  intellectual	
  ends	
  up	
  twisting	
  his	
  or	
  her	
  nose	
  to	
  
the	
  so-­‐called	
  'commercial	
  world'.	
  Art,	
  culture,	
  criticism	
  is	
  what	
  it	
  matters.	
  But	
  we	
  
don't	
  think	
  so.	
  We	
  believe	
  that	
  now,	
  more	
  than	
  always,	
  the	
  world	
  is	
  ruled	
  by	
  
commercial	
  and	
  economical	
  relationships.	
  Culture	
  defines,	
  and	
  most	
  important,	
  is	
  
defined	
  these	
  days	
  by	
  market	
  dynamics.(16)	
  
	
  
The	
  	
  Sandberg	
  project	
  is	
  a	
  beautiful	
  illustration	
  of	
  the	
  state	
  of	
  art	
  in	
  the	
  
Entrepreneurial	
  City.	
  Perfectly	
  vacuous,	
  it’s	
  like	
  a	
  bubble	
  that’s	
  bound	
  to	
  burst.	
  The	
  
genius	
  of	
  the	
  project	
  -­‐	
  note	
  also	
  its	
  grammatical	
  bluntness	
  -­‐	
  is	
  that	
  it	
  becomes	
  at	
  
once	
  the	
  tool	
  of	
  critique	
  and	
  its	
  object;	
  the	
  embodiment	
  of	
  post	
  critical	
  art,	
  stretched	
  
beyond	
  the	
  cynical	
  dystopias	
  of	
  Rem	
  Koolhaas.	
  It	
  did	
  not	
  fail	
  in	
  sparking	
  some	
  
resistance,	
  during	
  its	
  one	
  month’s	
  existence,	
  it	
  was	
  modestly	
  vandalised	
  by	
  a	
  group	
  
calling	
  itself	
  the	
  ‘Pollock	
  commando’,	
  wanting	
  to	
  reclaim	
  the	
  facade	
  as	
  a	
  ‘public	
  
canvas’	
  by	
  throwing	
  paint	
  bombs	
  on	
  it(17).	
  Besides	
  its	
  uncritical	
  embrace	
  of	
  the	
  new	
  
commercial	
  role	
  of	
  the	
  artist	
  as	
  entrepreneur,	
  the	
  ‘Artvertising’	
  project	
  is	
  also	
  
reflective	
  of	
  another	
  tendency	
  in	
  Amsterdam’s	
  creative	
  economy.	
  With	
  the	
  borders	
  
between	
  culture	
  and	
  economy	
  fading	
  away,	
  the	
  assessment	
  of	
  the	
  value	
  of	
  art	
  and	
  
cultural	
  practice	
  has	
  risen	
  in	
  significance.	
  	
  



The	
  Artificial	
  Organic	
  of	
  Real	
  Estate	
  
In	
  a	
  recent	
  article	
  in	
  Real	
  Estate	
  Magazine(18)	
  we	
  can	
  read	
  more	
  about	
  the	
  strange	
  
collusion	
  between	
  the	
  arts	
  and	
  real	
  estate.	
  It	
  reads:	
  ‘The	
  concept	
  of	
  the	
  Creative	
  City	
  
is	
  on	
  the	
  rise.	
  Sometimes	
  planned,	
  sometimes	
  organic,	
  but	
  up	
  till	
  now	
  always	
  thanks	
  
to	
  real	
  estate	
  developers’.	
  The	
  article	
  describes	
  a	
  round	
  table	
  discussion	
  by	
  real	
  
estate	
  entrepreneurs	
  on	
  the	
  Creative	
  City,	
  organised	
  by	
  René	
  Hoogendoorn.	
  She	
  is	
  
the	
  director	
  of	
  ‘Strategic	
  Projects’	
  at	
  ING	
  Real	
  Estate,	
  the	
  real	
  estate	
  branch	
  of	
  one	
  of	
  
the	
  biggest	
  banking	
  conglomerates	
  of	
  the	
  Netherlands.	
  ‘Strategic	
  Projects’	
  means	
  
according	
  to	
  Hoogendoorn	
  that	
  she	
  initiates	
  the	
  development	
  of	
  projects	
  that	
  need	
  
‘soul’,	
  in	
  this	
  case	
  de	
  Zuid	
  As	
  and	
  the	
  new	
  development	
  in	
  the	
  Northern	
  docklands,	
  
Overhoeks.	
  She	
  combines	
  this	
  function	
  with	
  the	
  advisory	
  board	
  of	
  the	
  Rietveld	
  Art	
  
Academy,	
  the	
  spatial	
  planning	
  department	
  of	
  the	
  employers	
  federation	
  and	
  being	
  
one	
  of	
  the	
  driving	
  members	
  of	
  the	
  Amsterdam	
  Creativity	
  Exchange,	
  a	
  club	
  
subsidised	
  by	
  the	
  Creative	
  City	
  policy	
  that	
  according	
  to	
  its	
  own	
  words	
  ‘provides	
  an	
  
environment	
  in	
  which	
  business	
  and	
  creativity	
  meet’(19).	
  	
  Thus	
  it	
  is	
  no	
  coincidence	
  
that	
  the	
  last	
  meeting	
  of	
  the	
  Creativity	
  Exchange	
  took	
  place	
  in	
  the	
  old	
  Shell	
  offices	
  of	
  
the	
  strategic	
  Overhoeks	
  terrain,	
  in	
  that	
  way	
  providing	
  already	
  a	
  taste	
  of	
  the	
  much	
  
needed	
  ‘soul’(20).	
  Hoogendoorn	
  explains	
  that	
  ING	
  Real	
  Estate	
  invests	
  in	
  art	
  and	
  
culture	
  up	
  to	
  the	
  point	
  that	
  it	
  increases	
  the	
  value	
  of	
  real	
  estate	
  surrounding	
  it.	
  
Interesting	
  examples	
  are	
  ING	
  Real	
  Estate	
  funding	
  Platform	
  21,	
  the	
  Design	
  museum	
  
at	
  the	
  Zuid	
  As,	
  and	
  the	
  sponsoring	
  of	
  the	
  post	
  squatter	
  performance	
  festival	
  
Robodock	
  on	
  the	
  northern	
  docklands.	
  Hogendoorn	
  and	
  other	
  real	
  estate	
  developers	
  
are	
  still	
  struggling	
  with	
  the	
  question	
  ‘how	
  to	
  assess	
  up-­‐front	
  the	
  net	
  cash	
  value	
  of	
  
the	
  future	
  added	
  value	
  of	
  culture’.	
  Which	
  shows	
  there	
  is	
  still	
  some	
  way	
  to	
  go	
  for	
  the	
  
colonisation	
  of	
  culture.	
  	
  
Another	
  interesting	
  announcement	
  in	
  the	
  article	
  is	
  that	
  real	
  estate	
  developers	
  have	
  
now	
  come	
  to	
  realise	
  the	
  importance	
  of	
  ‘software’	
  for	
  the	
  successful	
  realisation	
  of	
  
real	
  estate	
  ‘hardware’.	
  Cultural	
  institutions	
  and	
  temporary	
  art	
  projects	
  create	
  
‘traffic’,	
  and	
  allow	
  developers	
  to	
  slowly	
  bring	
  property	
  ‘up	
  to	
  flavour’:	
  ‘It’s	
  about	
  
creating	
  space!	
  The	
  thing	
  not	
  to	
  do	
  is	
  to	
  publicly	
  announce	
  you’re	
  going	
  to	
  haul	
  in	
  
artists;	
  instead,	
  give	
  them	
  the	
  feeling	
  they’ve	
  thought	
  of	
  it	
  themselves.	
  If	
  it	
  arises	
  
organically,	
  levels	
  will	
  rise	
  organically’(21).	
  
The	
  distinction	
  between	
  urban	
  ‘software’	
  and	
  ‘hardware’	
  was	
  initially	
  coined	
  as	
  an	
  
architectural	
  term	
  by	
  the	
  pop-­‐art	
  architecture	
  group	
  Archigram,	
  to	
  champion	
  the	
  
use	
  of	
  soft	
  and	
  flexible	
  materials	
  like	
  the	
  inflatable	
  bubble	
  in	
  stead	
  of	
  modernist	
  
‘hardware’	
  realised	
  with	
  steel	
  and	
  cement.	
  Together	
  with	
  contemporaries	
  such	
  as	
  
the	
  Italian	
  group	
  Archizoom	
  and	
  publications	
  such	
  as	
  Raban’s	
  Soft	
  City(22),	
  
Archigram	
  levelled	
  a	
  critique	
  against	
  deadpan	
  modernism,	
  putting	
  forward	
  a	
  more	
  
organic	
  conception	
  of	
  the	
  city	
  as	
  a	
  living	
  organism.	
  Urban	
  software	
  thus	
  acquired	
  its	
  
present	
  day	
  computer	
  analogy,	
  where	
  software	
  is	
  the	
  ‘programming’	
  of	
  the	
  city	
  and	
  
hardware	
  its	
  ‘infrastructure’.	
  Much	
  like	
  the	
  SI	
  -­‐	
  experimenting	
  with	
  the	
  bottom	
  up	
  
software	
  approach	
  through	
  psycho-­‐geography	
  and	
  the	
  dérive	
  –	
  subjective,	
  organic	
  
and	
  bottom-­‐up	
  approaches	
  became	
  a	
  focus	
  point	
  for	
  utopian	
  urbanism(23).	
  	
  
The	
  recuperation	
  of	
  the	
  utopian	
  language	
  of	
  the	
  sixties	
  into	
  neo-­‐functionalism	
  by	
  
real	
  estate	
  entrepreneurs	
  is	
  tragically	
  appropriate.	
  In	
  the	
  SI’s	
  ‘Formulary	
  for	
  a	
  New	
  
Urbanism’,	
  Ivan	
  Chtcheglov	
  argues	
  for	
  a	
  city	
  where	
  everyone	
  could	
  live	
  in	
  their	
  



‘personal	
  cathedral’.	
  He	
  proposed	
  a	
  city	
  with	
  districts	
  corresponding	
  to	
  their	
  
inhabitants’	
  emotional	
  life:	
  Bizarre	
  Quarter,	
  Happy	
  Quarter,	
  Noble	
  and	
  Tragic	
  
Quarter,	
  Historical	
  Quarter,	
  Useful	
  Quarter,	
  Sinister	
  Quarter	
  etc.(24)	
  In	
  a	
  similar	
  but	
  
very	
  different	
  vein,	
  the	
  present	
  restructuring	
  of	
  the	
  Dutch	
  housing	
  market	
  has	
  seen	
  
the	
  arrival	
  of	
  a	
  ‘differentiated	
  living	
  milieus’	
  fashion	
  where	
  planners	
  partition	
  
existing	
  neighbourhoods	
  into	
  theme	
  areas,	
  accompanied	
  by	
  a	
  discourse	
  of	
  
‘consumer	
  choice’.	
  In	
  the	
  Westelijke	
  Tuinsteden,	
  the	
  biggest	
  redevelopment	
  of	
  social	
  
housing	
  in	
  Amsterdam,	
  planners	
  ‘re-­‐imagined’	
  the	
  entire	
  neighbourhood	
  into	
  
different	
  consumer	
  identities	
  such	
  as	
  ‘dreamer’,	
  ‘doer’,	
  ‘urbanite’,	
  ‘networker’,	
  
‘villager’	
  etc.	
  When	
  consumer	
  demand	
  from	
  outside	
  of	
  the	
  neighbourhood	
  failed	
  to	
  
materialise,	
  however,	
  the	
  planners	
  had	
  to	
  readapt	
  their	
  visions,	
  reluctantly	
  
returning	
  to	
  a	
  half-­‐hearted	
  focus	
  on	
  the	
  needs	
  of	
  the	
  local	
  population.(25)	
  
Thus	
  the	
  hardware-­‐software	
  dialectic	
  has	
  become	
  an	
  intrinsic	
  part	
  of	
  the	
  current	
  
urban	
  development	
  approach.	
  To	
  turn	
  to	
  an	
  example	
  of	
  entrepreneurial	
  city	
  
hardware,	
  we	
  could	
  look	
  at	
  the	
  new	
  mega	
  development,	
  the	
  business	
  district	
  Zuid-­‐
As,	
  and	
  the	
  North	
  South	
  metro	
  line	
  that	
  will	
  connect	
  it	
  to	
  the	
  city	
  (together	
  good	
  for	
  
a	
  few	
  billions	
  of	
  public	
  investment).	
  A	
  good	
  example	
  of	
  software	
  would	
  be	
  the	
  new	
  
media	
  conference	
  Picnic	
  ’06,	
  that	
  was	
  granted	
  almost	
  half	
  a	
  million	
  by	
  both	
  the	
  city	
  
council	
  and	
  the	
  national	
  government	
  and	
  still	
  managed	
  to	
  ask	
  an	
  entrance	
  fee	
  of	
  750	
  
euros	
  for	
  a	
  three	
  day	
  conference.	
  Creative	
  City	
  schemes	
  thus	
  become	
  an	
  attempt	
  to	
  
build	
  competitive	
  ‘urban	
  software	
  packages’;	
  or	
  to	
  ‘program’	
  space,	
  an	
  expression	
  of	
  
French	
  urbanist	
  Lefebvre	
  to	
  denote	
  the	
  top	
  down	
  organisation	
  of	
  space.(26)	
  To	
  
continue	
  with	
  the	
  computer	
  analogy,	
  the	
  first	
  problem	
  with	
  these	
  top	
  down	
  
approaches	
  is	
  that	
  their	
  ‘source	
  code’	
  is	
  undisclosed.	
  Public	
  planning	
  and	
  citizen	
  
participation	
  in	
  as	
  well	
  the	
  Zuid	
  As,	
  the	
  North	
  South	
  metro	
  line	
  and	
  the	
  
redevelopment	
  of	
  the	
  Westelijke	
  Tuinsteden	
  has	
  been	
  problematic,	
  with	
  most	
  of	
  the	
  
decisions	
  being	
  taken	
  behind	
  closed	
  doors,	
  to	
  later	
  be	
  publicly	
  legitimised	
  by	
  false	
  
arguments	
  or	
  financial	
  ‘miscalculations’.	
  Only	
  when	
  we	
  can	
  break	
  that	
  code,	
  we	
  can	
  
truly	
  asses	
  additional	
  problems,	
  such	
  as	
  the	
  curtailment	
  of	
  the	
  public	
  sphere	
  or	
  
social	
  polarisation.	
  
Multiple	
  Personality	
  (Dis)order	
  
The	
  subject	
  of	
  the	
  Creative	
  City	
  is	
  not	
  Homo	
  Ludens	
  as	
  imagined	
  by	
  Constant,	
  but	
  
the	
  entrepreneur	
  in	
  all	
  its	
  guises,	
  for	
  the	
  creative	
  city	
  is	
  an	
  entrepreneurial	
  city.	
  
Accordingly,	
  in	
  the	
  cultural	
  field	
  the	
  artist	
  is	
  being	
  converted	
  into	
  a	
  cultural	
  
entrepreneur.	
  An	
  illustrative	
  example	
  is	
  the	
  conversion	
  of	
  the	
  Artist	
  Allowance,	
  a	
  
state	
  scheme	
  that	
  before	
  its	
  current	
  transformation	
  was	
  just	
  a	
  monthly	
  allowance,	
  
but	
  has	
  now	
  been	
  made	
  conditional	
  on	
  a	
  yearly	
  growing	
  profit.	
  Each	
  year,	
  artists	
  
have	
  to	
  earn	
  more	
  to	
  be	
  able	
  to	
  apply	
  to	
  the	
  WWIK.	
  The	
  new	
  Art	
  Plan	
  and	
  other	
  
Creative	
  City	
  initiatives	
  attempt	
  to	
  infuse	
  a	
  entrepreneurial	
  mindset	
  into	
  the	
  artist	
  
by	
  giving	
  them	
  courses	
  on	
  administration	
  and	
  entrepreneurial	
  strategies.	
  Cultural	
  
Funding	
  is	
  increasingly	
  geared	
  to	
  cross-­‐over	
  projects	
  between	
  the	
  arts	
  and	
  the	
  
economy.	
  Of	
  course	
  the	
  great	
  threat	
  of	
  competition	
  is	
  again	
  invoked:	
  “Despite	
  big	
  
investments	
  of	
  the	
  council	
  and	
  the	
  national	
  government,	
  the	
  cultural	
  significance	
  of	
  
Amsterdam,	
  and	
  accordingly	
  the	
  international	
  position	
  of	
  Dutch	
  culture,	
  is	
  under	
  
pressure”.(27)	
  



A	
  battlefield	
  is	
  staged	
  in	
  Negri	
  &	
  Hardt’s	
  Empire	
  between	
  a	
  creative,	
  communicative	
  
and	
  productive	
  multitude	
  and	
  parasitic	
  capital.	
  In	
  the	
  Entrepreneurial	
  City	
  this	
  
opposition	
  becomes	
  a	
  permanent	
  psychological	
  state,	
  a	
  multiple	
  personality	
  
disorder.	
  The	
  Creative	
  Class	
  is	
  at	
  once	
  Homo	
  Ludens	
  and	
  Homo	
  Economicus,	
  it	
  
incorporates	
  the	
  drive	
  to	
  create,	
  produce	
  and	
  socialise	
  with	
  the	
  drive	
  to	
  appropriate	
  
those	
  powers	
  and	
  passions.	
  If	
  we	
  use	
  Marx’s	
  words,	
  if	
  capital	
  is	
  a	
  social	
  relation;	
  
then	
  the	
  entrepreneurial	
  mindset	
  is	
  the	
  interface	
  of	
  that	
  relation.	
  
Paradoxically,	
  the	
  consequence	
  of	
  Amsterdam	
  conversion	
  into	
  cultural	
  knowledge	
  
economy	
  is	
  that	
  we	
  are	
  more	
  and	
  more	
  economical	
  with	
  creativity.	
  Universities	
  
await	
  the	
  introduction	
  of	
  a	
  voucher	
  system,	
  a	
  ticket	
  system	
  comparable	
  to	
  the	
  food	
  
stamps	
  in	
  crisis	
  times.	
  Popular	
  but	
  not	
  economically	
  successful	
  educations	
  on	
  the	
  
polytechnic	
  schools	
  will	
  have	
  to	
  lower	
  their	
  student	
  nr’s.	
  An	
  entire	
  bureaucracy	
  has	
  
been	
  set	
  up	
  that	
  forces	
  teachers	
  and	
  students	
  into	
  streamlined	
  submission	
  to	
  
quota’s	
  and	
  efficiency	
  concerns.	
  (Dutch	
  students,	
  unconsciously,	
  have	
  already	
  
grasped	
  that	
  studying	
  is	
  now	
  nothing	
  more	
  than	
  unpaid	
  labour,	
  by	
  working	
  as	
  little	
  
as	
  possible).	
  	
  
What	
  does	
  it	
  mean	
  the	
  Amsterdam	
  Creative	
  City	
  is	
  predominantly	
  a	
  branding	
  
project,	
  a	
  thin	
  layer	
  of	
  varnish,	
  under	
  which	
  resides	
  banal	
  economic	
  strive?	
  There	
  is	
  
a	
  Dutch	
  expression,	
  ‘de	
  wens	
  is	
  de	
  moeder	
  van	
  de	
  gedachte’,	
  which	
  literally	
  means	
  
‘the	
  wish	
  is	
  the	
  mother	
  of	
  	
  the	
  thought’,	
  a	
  pseudo	
  Freudian	
  folk	
  wisdom	
  that	
  relates	
  
well	
  to	
  the	
  reality	
  of	
  the	
  Creative	
  City.	
  
According	
  to	
  the	
  marketing	
  experts	
  at	
  city	
  hall,	
  Amsterdam	
  is	
  engaged	
  in	
  ‘a	
  form	
  of	
  
communicative	
  warfare’(28)	
  in	
  an	
  international	
  competitive	
  field	
  of	
  Creative	
  Cities.	
  
As	
  Sun	
  Tzu	
  stated	
  in	
  the	
  Art	
  of	
  War:	
  ‘All	
  warfare	
  is	
  based	
  on	
  deception’.	
  So	
  here	
  it	
  is,	
  
Amsterdam,	
  a	
  city	
  where	
  70%	
  of	
  the	
  young	
  population	
  can	
  only	
  complete	
  the	
  lowest	
  
level	
  of	
  education,	
  the	
  VMBO,	
  which	
  is	
  on	
  top	
  of	
  that	
  suffering	
  from	
  record	
  amounts	
  
of	
  drop	
  outs,	
  labelling	
  itself	
  as	
  a	
  Creative	
  City	
  for	
  all.	
  	
  
Maybe	
  Paolo	
  Virno’s	
  take	
  on	
  post-­‐Fordism	
  is	
  better	
  at	
  identifying	
  creativity	
  beyond	
  
the	
  Creative	
  Class,	
  even	
  if	
  it	
  proves	
  to	
  be	
  not	
  as	
  rewarding	
  for	
  everyone:	
  
Post-­‐Fordism	
  certainly	
  cannot	
  be	
  reduced	
  to	
  a	
  set	
  of	
  particular	
  professional	
  figures	
  
characterized	
  by	
  intellectual	
  refinement	
  or	
  ‘creative’	
  gifts.	
  It	
  is	
  obvious	
  that	
  workers	
  
in	
  the	
  media,	
  researchers,	
  engineers,	
  ecological	
  operators,	
  and	
  so	
  on,	
  are	
  and	
  will	
  be	
  
only	
  a	
  minority.	
  By	
  ‘post-­‐Fordism,’	
  I	
  mean	
  instead	
  a	
  set	
  of	
  characteristics	
  that	
  are	
  
related	
  to	
  the	
  entire	
  contemporary	
  workforce,	
  including	
  fruit	
  pickers	
  and	
  the	
  
poorest	
  of	
  immigrants.	
  Here	
  are	
  some	
  of	
  them:	
  the	
  ability	
  to	
  react	
  in	
  a	
  timely	
  
manner	
  to	
  the	
  continual	
  innovations	
  in	
  techniques	
  and	
  organizational	
  models,	
  a	
  
remarkable	
  ‘opportunism’	
  in	
  negotiating	
  among	
  the	
  different	
  possibilities	
  offered	
  by	
  
the	
  job	
  market,	
  familiarity	
  with	
  what	
  is	
  possible	
  and	
  unforeseeable,	
  that	
  minimal	
  
entrepreneurial	
  attitude	
  that	
  makes	
  it	
  possible	
  to	
  decide	
  what	
  is	
  the	
  ‘right	
  thing’	
  to	
  
do	
  within	
  a	
  nonlinear	
  productive	
  fluctuation,	
  a	
  certain	
  familiarity	
  with	
  the	
  web	
  of	
  
communications	
  and	
  information.(29)	
  
Not	
  far	
  removed	
  -­‐	
  albeit	
  from	
  a	
  different	
  political	
  perspective	
  -­‐	
  is	
  an	
  interesting	
  
statement	
  from	
  Florida	
  that	
  creativity	
  according	
  to	
  his	
  theory	
  ‘is	
  a	
  fundamental	
  and	
  
intrinsic	
  human	
  capacity’.	
  According	
  to	
  Florida,	
  in	
  the	
  end	
  all	
  human	
  beings	
  are	
  
creative,	
  and	
  all	
  are	
  potentially	
  part	
  of	
  the	
  creative	
  class,	
  but	
  just	
  a	
  small	
  part	
  is	
  so	
  
lucky	
  to	
  get	
  paid	
  for	
  it(30).	
  Here	
  is	
  where	
  the	
  precarity	
  comes	
  in,	
  since	
  the	
  



entrepreneur	
  is	
  precarious	
  by	
  definition.	
  The	
  investments	
  made	
  are	
  speculative	
  and	
  
risk	
  taking	
  is	
  the	
  central	
  requirement.	
  Thus	
  not	
  only	
  the	
  artist	
  but	
  the	
  entire	
  city	
  
turns	
  precarious,	
  its	
  income	
  dependent	
  on	
  the	
  flows	
  of	
  de-­‐territorialised	
  creativity.	
  
Social	
  nets	
  of	
  old,	
  like	
  social	
  housing	
  and	
  unemployment	
  subsidies	
  are	
  being	
  slowly	
  
deconstructed.	
  For	
  the	
  free	
  lance	
  entrepreneur	
  social	
  protection	
  is	
  market	
  
distortion,	
  and	
  unionisation	
  is	
  infringement	
  on	
  cartel	
  legislation.	
  Amsterdam’s	
  
metamorphosis	
  towards	
  an	
  entrepreneurial	
  city	
  has	
  worrying	
  social	
  consequences,	
  
while	
  the	
  city	
  looks	
  outside	
  for	
  investments	
  and	
  talent,	
  the	
  local	
  population	
  that	
  is	
  
not	
  productive	
  or	
  cannot	
  market	
  its	
  creativity	
  sufficiently	
  becomes	
  redundant.	
  This	
  
surplus	
  population	
  is	
  slowly	
  displaced	
  by	
  the	
  urban	
  renewal	
  offensive	
  towards	
  the	
  
region.	
  The	
  ‘urban	
  facelift’	
  revolves	
  around	
  the	
  removal	
  of	
  social	
  tissue	
  just	
  as	
  the	
  
physical	
  one	
  removes	
  fatty	
  tissue.	
  The	
  environment	
  of	
  the	
  Creative	
  City	
  becomes	
  a	
  
highly	
  segregated	
  one.	
  	
  
	
  
According	
  to	
  the	
  French	
  urbanist	
  Lefebvre	
  ‘the	
  right	
  of	
  the	
  city	
  signifies	
  the	
  right	
  of	
  
citizens	
  and	
  city	
  dwellers,	
  (...),	
  to	
  appear	
  on	
  all	
  the	
  networks	
  and	
  circuits	
  of	
  
communication,	
  information	
  and	
  exchange.’	
  We	
  need	
  to	
  re-­‐imagine	
  what	
  a	
  real	
  
Creative	
  City	
  would	
  look	
  like.	
  Let	
  the	
  first	
  condition	
  be	
  that	
  its	
  ‘software’	
  runs	
  on	
  
programming	
  that	
  is	
  ‘open	
  source’.	
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Extreme Makeover
ByMerijn Oudenampsen

Amsterdam is undergoing a historic process of regeneration. Much of the cityâs reserve of social
housing is being transformed into luxury accommodation for the growing numbers of âcreative
economyâ employees. Meanwhile, waiting lists for the remaining social housing are flooded by former
occupants forced out of their homes and neighbourhoods by renovation programmes. Merijn
Oudenampsen describes a process of urban ârebirthâ through place branding and social cleansing

Do not start with the good old things; start with the bad new ones 
â Bertolt Brecht

According to a recent report by the Amsterdam city council, in coming years more houses are going to
be demolished than ever before in the turbulent history of this town. It is the so-called ârestructuring
neighbourhoodsâ, poor areas such as Westelijke Tuinsteden, Noord en de Bijlmermeer, where most of
the houses will have a close encounter with the wrecking ball. The pre-war neighbourhoods, such as
the Staatsliedenbuurt, the Oosterparkbuurt, the Indische Buurt or the Kinkerbuurt are the subject of
thorough renovations.[1] Overall, tens of thousands of social housing apartments will disappear to
make way for the sand blasted facades that distinguish the homes of the new middle class.

Demolition of social housing, Amsterdam 

This development isnât restricted to Amsterdam. Minister Dekkerâs national housing policy underlines
the need to âdifferentiateâ and to âsocially mixâ, or, in other words, move higher earners into the poor
neighbourhoods where social housing predominates. Although sociological research has yet been
unable to prove any of its alleged social mobility-boosting effects, social mixing is â according to
Dekkerâs urban planners â a potent means to deal with the social problems of âbackwardâ
neighbourhoods. The perverse logic of the urban renewal plans is that the less well-off inhabitants of
the âbackwardâ neighbourhoods, who are supposed to be the beneficiaries of the policy, are also its
main victims. Large proportions of neighbourhood residents are being forced to leave when their
houses are renovated as luxury apartments. The Turkish grocery stores and their patrons are being
forced to make way for the beauty salons, art galleries and boutiques servicing a very different 
demographic.

Underneath the inflated rhetoric of social mixing, where terms such as social integration, upward
mobility and cultural diversity predominate, there is another agenda. Itâs an agenda filled with the
sober calculation of economic interests. Since its partial privatisation in 1994, social housing
corporations are themselves solely responsible for balancing their budgets, and are allowed to
compensate for the loss of state subsidies by selling off social housing stock. In the current urban
renewal process they do so with enthusiasm.[2]

However, to be able to sell or rent the houses for the appropriate price, the area has to be made
attractive for new arrivals. Publicity campaigns are set up, PR agencies too, cultural festivals and
poetry readings take place, artists are offered temporary residence; everything is done to change the
image of the area from that of a loose cohabitation of immigrants, unemployed, elderly, and other
economic losers to the image of a dynamic and cultural hot spot, pervaded by the buzz of renewal.
This is the place to be. 
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I Amsterdam branding, near Central Station 

The I amsterdam Model

The urban renewal plans are part and parcel of a bigger metamorphosis of the city, preparing it for the
âcreative eraâ. In an age in which the creative knowledge economy has allegedly become the most
important economic sector, it is the creative, highly educated and talented workforce â the creative
class â that decides the economic destiny of cities. Allegedly, this new class is also extremely mobile
and savvy about its choice of city. Amsterdam is thus competing with other international metropoles â
London, Barcelona, Berlin â to lure creatives with culturally interesting surroundings and the quality
of its urban habitat. Amsterdam, not wanting to fall behind, brands itself as a âCreative Knowledge
Cityâ and starts the marketing campaign âI amsterdamâ.[3] While art and culture never rated high on
the aldermenâs priority list, they have suddenly gained central importance in the marketing offensive. 

The urban planners have no reason to complain. The amount of Amsterdammers earning double the
mean income has risen in the short period from 1999 to 2003 from 10.8% to 18%. Amsterdam
gentrifies. As a result, space is becoming more and more expensive in the city, which means that it is
now more attractive to sell some of the social housing in the popular neighbourhoods. Another
consequence of the cityâs economic success is that the city edge, previously the territory of a
frivolously experimental group of artists and squatters, is being replaced with a sterile environment of
high priced houses and architecturally unimaginative glass-surfaced shoebox offices. The eviction of
the squatted warehouse Pakhuis Afrika for the docklands spectacle, Sail 2005, marked the completion
of this transition.[4]

The influential ideologue of Amsterdam Creative City, social geographer Sako Musterd, states in his
research that one of the shortcomings of Amsterdam is a lack of proper housing for the creative class.
The Amsterdam business community â represented through the chamber of commerce â goes one step
further, stating in their press communiquÃ©s that the less educated have to leave town to make space
for creativity to move in. Politicians and bureaucrats have meanwhile reinvented themselves as true
entrepreneurs. Mayor Cohen speaks about the Amsterdam brand, the city is being run as a business,
and branding has grown to become the new maakbaarheid.[5]

This new urban management, which I have called the âI amsterdam modelâ, has also reached the
neighbourhood level. City regions are competing for the attention of the more highly educated middle
class in the attempt to secure their own economic success. Every neighbourhood organises cultural
events, Westerpark has the Westergasfabriek, the Kinkerbuurt has de Hallen, Noord the former NDSM
warf, the Indische Buurt the Timor-school and even in the notoriously boring suburban area of the
Kolenkitbuurt in Bos en Lommer, apartments are being sold with the mention of new cultural
establishments in the vicinity. 

I Amsterdam city branding 

Housing Shortage

Under the I amsterdam banner a radically different form of urban management and renewal has
arrived. Old architecture is being upgraded or completely demolished and, in parallel, accounts are
being settled with the ideas and ideals present at the foundation of the previous architectural regime.
From the red-brick-socialism of architect Berlage, Le Corbusierâs dys-functionalist utopia of
reinforced concrete as embodied in the flats of the Bijlmermeer and the Parisian banlieux, to the
âbouwen voor de buurtâ of alderman Schaeferi, the history of urban renewal is filled with the hope of
achieving the elevation of the people, of emancipation through the drawing board.[6] In the â70s a new
set of ideals saw integration, upward mobility and emancipation taking place at neighbourhood level,
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with the assistance of an entire infrastructure of neighbourhood centres and social workers. 

I amsterdamâs current regime of urban rebirth has abandoned these concepts. Poverty can be moved â
distributed â but not remedied. While hitherto urban renewal targeted the lower classes, the new urban
renewal is directed towards the middle class, that is, it functions as a Trojan horse to reconquer the
poor neighbourhoods and expropriate property from their inhabitants. The ex-occupants are offered
financial compensation; for most, the direct personal impact is a rent increase or the obligation to
relocate. Nonetheless, displacement of a whole stratum of the population is the result. What makes the
Dutch gentrification process so subtle, is that the effect is indirect: due to the many displaced residents
being conferred priority status for rehousing, those without it have to wait even longer for social
housing. Hence, the worst effects are displaced onto others, especially younger generations and
newcomers to the city. For students in Amsterdam, large temporary container housing projects have
been built. 

Indische Buurt Plan 

The developments in the Indische Buurt in Amsterdam are a good example. The neighbourhood is one
of the areas that will be given a thorough facelift in the coming years. About 20 percent of social
housing (2,000 apartments) will disappear through demolition, conversion and renovation. Change in
the composition of the neighbourhoodâs predominantly immigrant population is officially the most
important goal, and urban renewal thus becomes a form of social and racial engineering through
state-led gentrification.[7]

Planners from the local council state that the new neighbourhood policy is no longer about âfighting
problemsâ, but âthe creation of opportunitiesâ. It is this kind of vague language that legitimises large
amounts of money earmarked for backward neighbourhoods being spent on marketing campaigns and
subsidised business locations for creative entrepreneurs. The local council has enlisted the services of
a PR agency which distributes a colourful glossy. Leafing through its pages, you will see images only
of white people â in an area where 70 out of every 100 inhabitants are first or second generation
immigrants â telling you how beautiful their new houses are and praising the cultural activities in the
neighbourhood. The real perversity starts when it becomes clear that the renewal plans openly state the
intention of removing immigrant entrepreneurs from the neighbourhood. The plan literally reads âthe
appearance of most of the shops leaves much to be desired. The number of migrant shop owners has
grown drastically in the last couple of years.â[8]

Exclusive Inclusion

The local council wants more luxury shops and has started a âdiscouragement policyâ to remove
Turkish grocery stores, coffeeshops and call shops from the main shopping street. While some policy
makers mention growing immigrant entrepreneurship as a great success in the integration process,
others perceive it as a problem to be solved by removal.

This is the new logic of inclusion and exclusion in urban renewal. In the I amsterdam model talent is
sought after and social problems kept at bay. But again, the model is not restricted to Amsterdam: also
Rotterdam is part of the avant-garde. With less marketing and more fanaticism, immigrants and lower
income residents are slowly being removed from the inner city. It is becoming less and less clear
where all these âproblemsâ can eventually go. The Amsterdam city councilâs estimates show that by
2008 so many people will have had to leave their houses as a result of the regeneration process that the
entire Amsterdam area does not have enough replacement social housing to re-accommodate them.
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At the same time fewer houses are being developed than promised. In July 2005 the local newspaper
carried a claim by a real estate broker that the council has consciously fostered a housing shortage.
Now that the upward course of the housing market is slowly abating, the strange consequence is that
the council has an interest in keeping a housing shortage in place to guarantee a good price for the new
houses produced by the cityâs redevelopment.[9] The policy is creating a situation where council
statistics themselves show that the official primary target group of the housing policy â those on lower
incomes â are the people with the smallest chance of actually finding social housing. The main victims
of the continuing housing shortage are predominantly immigrant families and youth. For them I
amsterdam is a highly exclusive brand.

I Amsterdam city branding rebranded 

Postscript 

In the west of the city, where one of the biggest redevelopment projects in Europe is being realised, the
process has stalled. In this area, which due to its size serves as a role model for other developments, it
turns out the market has its limitations after all. Middle class interest in the poor neighbourhood and its
newly constructed owner-occupant apartments is lower than expected, most turn out to prefer single
family dwellings. The new challenge for the schemeâs designers is to concentrate as many of the
original occupants as possible in high density constructions, while leaving luscious green space for the
more private and expensive housing. What will assist the process is that the city council, in financial
distress, has outsourced neighbourhood participation schemes and decision making to the housing
corporations. In general, statistics show that most of the people staying behind in the neighbourhoodâs
residual social housing have not benefited from renewal as promised. The continuing social-economic
problems in depressed neighbourhoods limit the marketability of space, forcing the city council to
reconsider commencing social investment programmes. The renewal in west Amsterdam so far has
turned out to be an economic and social failure.

Â 

[1] Rapport Woonvisie Amsterdam, http://www.dienstwonen.nl

[2] The Netherlands is blessed with a very big social housing sector. Hereâs some essential info: in
Amsterdam roughly 70 percent of housing is rented and 50 percent of this is social housing. To apply
for social housing you have to wait in line. The queue in Amsterdam has grown to a mean waiting
period of 7.5 years. This is partly because a large quantity of middle income people live in social
housing. Outside of social housing there is almost no genuinely affordable rental housing. Those that
are forced to leave their homes due to urban renewal are given general priority on the waiting list, and
specific priority to get a home in their original neighbourhood. However, due to the fact that the
amount of social housing in any given redevelopment area is decreasing, there is not that much choice.
A lot of the ex-inhabitants end up on the periphery of the city, where housing is still relatively cheap
and often also more spacious. Usually they have to face an increase in rents.

[3] For examples of the approaches to urban regeneration Amsterdam is taking, borrowing extensively
from UK ideologues, see the conference Creative Capital: Culture, Innovation and the Public Domain
in the Knowledge Economy, Amsterdam, March 17 and 18 2005, http://www.creativecapital.nl

[4] Sail is a big maritime event, basically a parade of large sailing boats old and new through the city
harbour. Most of the boats are hired by the Amsterdam business community to hold receptions. 
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[5] Maakbaarheid is not an easily translated concept: âthe ability to shape, form and control every
aspect of the social and physical environment; the belief that a country can be planned or madeâ. A
modernist and progressive notion that in common Dutch understanding is believed to have died
somewhere shortly after the â70s. 

[6] Schaefer was a famous Amsterdam alderman who vigorously coordinated the urban renewal wave
in the late â70s and â80s. âBouwen voor de buurtâ literally âbuilding for the neighbourhoodâ was a
policy whereby urban renewal was specifically tailored to the needs of the original inhabitants of the
neighbourhood and allowed them to return after the construction works.

[7] Until recently gentrification was only a very limited phenomenon in the Dutch housing market.
Most poor neighbourhoods consisted mainly of social housing and were thus protected by law. With
the privatisation of housing corporations and minister Dekkerâs social mixing agenda, gentrification
has now become part of the official housing policy.

[8] See page 32 of the Stedelijk Vernieuwingsplan Indische Buurt.

[9] The mean price of a house in the Netherlands has grown from â¬61,000 in 1985 to â¬224,000 in
2005; a rise of 367 percent.

Â 

Merijn Oudenampsen <merijn.o AT gmx.net> is part of the Dutch critical platform Flexmens, 
http://www.flexmens.orgÂ  

He has been involved in organising political projects and debates around flexibility and precarity.
Currently he is writing a thesis on âcreativeâ city branding, entrepreneurialism and gentrification in
Amsterdam 
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What is an Occupied Social Center? Alan Moore--20 10 

First, vnderstand that we are talking about a secret ~ .:. ou ide of ours. Our 
workaday world as artists and art historians, that is. ~ 0-' titutions (actually 
or wannabe) which interlock to fOrm a system, doe ~~upied social centers. 
They are not "real," in the sense that they are (mo " u.'O~'U=~"- erl m state and 
market economies. It follows from this that OSC Ie ediated -
unreported and unstudied - except when their pre e g and expensive 
disruptions. "If it bleeds it leads." Also if it burns it ge -

But we need to re-examine this unflexive segregation. As -- _ OC WorK in all its 
forms changes due to comprehensive changes in the flo" - -: 0_': ·.--IC ...... ""u 

deri ati e money, these spheres are beginning to conye ="'. -
flow together through ruptures in one and the other. 

Not to get all Deleuzean on you, but cultural and acade heeo e (and it has 
in part ah a s been) ever-more contir.gent, temporary. 0 So to peak of a 
"real econom "of cultural production is to speak only 0': ~ ;rain pan 0 tor of that 
world. an of u in the artworld work for nothing and e . en ay to work. 

At the arne time as all pretense of a wage or salary y 
man of us are being inexorably priced out of the cen 
they turn from proletarian to bourgeois. 

of the world' cities as 

To occupy a building in that center - al ways an empty 0 e - 0 to say rhat together as 
creati e, politically engaged workers, we will remain where 0 ity' people are. 
We will speak to crowds. And amongst the crowds \ e will buil free zone of 
work and play, to do together what we will, to tum shoppe 

Now for a brief note on the historical roots of the movem~ 
(although it is inadequate to my sense of what is required fro 
reasons I will perhaps later be able to describe). The OSC °d to have arisen 
from the movement to provide spaces for workers ' education u.u. ...... ~ ·La.l>o.·en by labor unions 
in the early 20th century, crossed with the experiences of late _ ' squatting for 
housing. 

In Spain, the libertarian athenaeums (ateneos libertario '''' oflearning and 
culture created by the labor unions, especially the large e ho- yndicalist CNT. 
Targeting large-scale illiteracy in Spain, they set up librarie- pioneered progressive 
teaching methods for the children of workers. These libena:i.an popular universities ran 
independent of grants or institutional financial upport. Of 0 e this was an activity of 
the left, tho e \ hom Ronald Reagan famously called "premarure anti-fascists," and they 
10 t the Civil \\ ar. Ergo los ateneos son finito. The tradition of the libertarian 

enae been very specifically recalled by the occupation movement in Spain. 

------~---~ -~ - -- ~ -
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House Magic 

Search this site 
Monster Institutions: Occupied Social Centers in Europe 
This text was read at the College Art Association meeting in • C, February 2011 as part 
of the "Dark Matter" session 2, organized by Susan R an and Grego Sholette .. 

"Monster Institutions": Occupied Social Centers in Europe 
by Alan W. Moore 

Squatting. 

From a squatting position we rise up. 

We rise up to remake the city, the city from below. 
GRAPHIC: Baltimore city from below 

This talk concerns Monster Institutions," the movement of Occupied Social Centers in 
Europe. The occupied social center (OSC) in European cities is an outgrowth of direct 
action squatting. According to the analysts of the Universidad N6mada, this tactic has 
emerged as a distinctive "second wave" of the squatting movement in the 21st century. It 
has evolved together with the global justice movement. While squatting is mainly 
associated with the unmet needs of poor and working class folk for housing, these 
occupations have created social, cultural and political space for action in the city. OSCs 
are a response to gentrifying development in the city, an instance of "bottom up planning 
and architecture," undertaken without money, only with labor. European social centers 
are usually well integrated in the neighborhoods in which they are found, and many work 
closely with immigrant groups. The social centers represent a new wave of activism, 
often highly theorized, with participation by both radical intellectuals and grassroots 
activists. 

The key question that drives my recent investigations is, how are these OSCs part of the 
artworld, or the field of cultural production? 

OSCs are important bases for various cultural practices: street artists (doing graffiti and 
graphic work), performing artists (music and theater), media artists (hacklabs), and self­
education through discussion groups and skillshares (pirate universities). Many OSCs 
have been formalized over the years as government-funded cultural centers. This 
presentation will introduce the phenomenon with a pinch of theory, discuss some 
instances of "crossover" and cultural utility, and hint at how OSCs have dealt with the 
processes of normalization. 

The OSCs are often called CSOAs by the Italians and Spanish, or Centro Sociale 
Occupado Autogestione, for occupied self-organized social center. Let's just say OSCs. 



Did Matta-Clark visit Leoncavallo OSC and become inspired to change the direction of 
his work? He was definitely in the neighborhood. Then he died. 

Well, my time is growing short, and so I can't tell you \ hy I'm uch a bad historian. You 
can take a look at the webliographic handouts I have prepared for this talk which will 
maybe explain that. 

I'd like to return to the original question - which is really, what does all this possibly 
exciting possibly boring but indisputably political activity ha e to do with us as artists 
and art historians? 

On the simplest level, squatting can preserve buildings. We 0\ e to a group of Zurich 
squatters the preservation of the site of the Cabaret Voltaire, original seedbed of resistant 
modernist culture. In 2002(?), the building was slated to be demolished. A very loud and 
public short term occupation forestalled the city's plans, and the building today is a 
museum dedicated to Dada. 

Squatters discharged the same functions in other cities, particularly Amsterdam, when the 
city had planned to fill in many canals to modernize the city in the 1970s. Also in 
Hamburg, where quatting along the Haffenstrasse, or "harbor street" prevented the 
construction of the massive high-rises that have mostly usurped the harbor view in the 
central city. A group of artists and architects aligned with Haffenstrasse squatters 
produced the long-term defense of public space there which culminated in the well­
known Park Fiction participatory design project. Park Fiction is now a reality, developed 
in a defended community open and green space that instead would have been a luxury 
condo. 

I can say nothing more than list the contributions of urban spaces opened by political 
squatting to the development of mural painting, graphic production (especially 
silkscreen), theater, popular and experimental music, public sculpture, public festival, 
film, video and online media production and exhibition, libraries and learning of all 
kinds, fashion and computer programming. 

Nor am I discussing the political initiatives social centers tend to be involved in, all of 
them with profound cultural consequences, like organizing campaigns and 
demonstrations, advocating for immigrant rights, local language instruction, community 
defense against gentrification, open source information, bicycle advocacy and 
construction, gardening, recycling and composting, free stores, communal food 
preparation, low-cost cafe bars and radical democratic administration. 

Today the European social center movement is dealing with a new wave of what the 
Dutch analyst Hans Pruijt called "flexible institutionalization," its opportunities and 
attendant problems. In Hamburg the artists' occupation of buildings in a remnant of an 
old workers' district in the central city called the Gangeviertel was almost immediately 
sanctioned by city officials. This left the older radically resistant OSC Rote Flora out in 



In Russia as well, similar initatives sprang up, and for similar reasons. Much of this 
activism was driven by anarchist and independent trade unions which were wiped out not 
long after the Bolsheviks took control of the central go ernment and beat back the White 
counter-revolution. The Soviet government continued an energetic campaign to educate 
workers, however, of which Alexander Rodchhenko's famous (albeit never-built) 
exposition design for a Workers' Club is a canonical modernist example. 

During the worldwide wave of social movements which culminated in the spectacular 
revolutions of 1968, occupation was regularly used as a temporary tactic to pressure 
institutions to give a hearing and accede to a variety of demands. We see this again in the 
contemporary wave of university protests which rely on occupation not only to press 
demands - or not even - but to mobilize, educate and radicalize their constituency. 
(Witness the manifesto "Occupy Everything, Demand Nothing.") 

Some activists moved on from temporary to more long-term occupations of vacant 
buildings and property in the de-industrializing cities of the fIrst world. In New York 
City, the Puerto Rican political gang Young Lords Party famously took over the First 
Spanish Methodist Church in East Harlem, and later the Lincoln Hospital in 1969-70. 
They emulated the Black Panthers in advocating for services in their communities, and 
contesting police repression. In the 1970s, the Lower East Side Puerto Rican group 
CHARAS used vacant lots in their arson-plagued neighborhood to build geodesic domes 
in consultation the architects of Buckminster Fuller's group. In 1978, CHARAS took over 
a vacant city-owned school building and initiated the 20-year run of the El Bohio cultural 
center. 

CHARAS had been planning a project to build an ecology and architecture education 
center with Gordon Matta-Clark. The multi-lingual artist intended with this to begin a 
new phase in his career, a socially-engaged phase. He had been inspired by an encounter 
with radical Communist youths in Milan, who were resisting real estate developers by 
occupying an abandoned factory for a community services center. This led Matta-Clark 
to what he called an "awakening" that he might do his work "not in artistic isolation, but 
through an active exchange with peoples' concern for their neighborhood." 
Matta-Clark, drawing for Milan project 

I don't know much yet about this meeting. It is probable that these young people were 
part of the emergent renegade left strain of Italian Autonomia called Lotta Continua 
(Continuous Struggle). It was in the city of Milan that Leoncav::tllo, arguably the most 
influential European social center occupation, took place in the mid- 1970s. 

Andrea Membretti writes of it, "from the start there was room in this building for a 
women's counseling office, a kindergarten, a space for concerts and exhibitions, in 
addition to the various rooms for communal use and informal meetings . The declared 
goal was to create a public space for the quarter and the city, that was to be located 
outside the control of the state and the capitalist logic of the market." 

-



the cold and looking expendable. Rote Flora is committed to immigrant rights, and you 
can see it when you visit. Gangeviertel, as charming as it is, is all white. 

In Madrid the long-derelict state-owned Tabacalera (or tobacco factory) has been 
partially converted to a self-organized social center - but official this time, not an 
occupation. The federal Ministry of Culture leapfrogged the rightwing city government 
and gave a home to a group which had conducted several occupations in the multi­
cultural district called Lavapies. I've been down to the place a few times, and it's always 
buzzing with a mixed crowd. I intend to hang out. 

= 
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A Call for an Equitable and Sustainable Economy  

To:  White House Offices: The Office of Public Liaison/Dept. of 
Energy, Environment and Natural Resources; The Office of Social 
Innovation and Civic Engagement; and The Council on 
Environmental Quality 

From:  American Sustainable Business Council  

Subject:  A Call for an Equitable and Sustainable Economy  

Date:  March 31, 2009 

This document was written by business executives and social entrepreneurs who are 
working to create a more equitable and sustainable economy. The undersigned 
individuals are the chief executives of mission-driven businesses, social enterprises, and 
sustainable business networks representing hundreds of thousands of employees, 
members and leaders, and hundreds of billions in economic activity. 

We have been very pleased with the leadership and transparency of the Obama 
Administration to revitalize the U.S. economy. Our council and partners are working to 
build on this momentum with new thinking on a critical but often overlooked segment of 
the economy: mission-driven enterprises. 

We believe it is time to create the foundation and framework for a transition to a new, 
21st century American economy grounded in principles of sustainability and equity. We 
need to move beyond the politics and business of the past to create the innovative 
solutions—enterprises, collaborations, and ideas—necessary for accelerating such a 
transformation. 

While our recommendations come from a variety of sources, this community is unified in 
the conviction that the current economic, social and environmental crises we are facing 
are rooted in inequitable and unsustainable practices and structures that must be 
transformed if there is to be a renewal of hope and prosperity. As Einstein famously 
stated, “we can't solve problems by using the same kind of thinking we used when we 
created them.” 



 2

An overarching strategy behind our recommendations is for government to empower the 
engines of our economy—businesses and social enterprises—to be the agents of recovery 
and revitalization. By removing obstacles, creating incentives, providing support, and 
partnering, government can help create an enabling environment in which restorative, 
equitable and sustainable economic models can thrive. These recommendations will 
unleash the spirit of entrepreneurship and innovation across all sectors and disciplines to 
confront and solve the economic, social and environmental problems we are now facing. 

In this document, we share high level perspectives and recommendations in major policy 
categories and offer examples of changes we consider to be effective and feasible in the 
current political climate. As a companion to this proposal, this council will be working in 
collaboration with others to launch an ongoing, comprehensive multi-stakeholder 
initiative to aggregate, synthesize and prioritize the most effective policy 
recommendations that promote equitable and sustainable economic reform. 

Among our coalition are experts with considerable breadth and depth in each of these 
areas, and we would welcome the opportunity to organize discussions, or provide more 
detailed information, on our recommendations and proposals. We look forward to being 
in dialogue with you about these ideas over the long-term. 

About Us 
The American Sustainable Business Council is a collaboration of mission-driven 
businesses, social enterprises and sustainable business networks working to create a just 
and sustainable economy. 

Our Principles 
We hold a shared point of view about the positive role that business should play in our 
society, the proper role of government in structuring the market, and the way public 
resources are invested. We believe that not only is sustainable economic development 
compatible with shared prosperity, environmental protection and regeneration, and social 
justice – it is essential from both a moral and pragmatic standpoint that we restructure our 
economy to achieve this balance. 

We believe that a competitive market-based economy is the most powerful engine of 
prosperity yet devised – and we also believe that the market must be structured far 
differently than it is today for the good of all Americans, and for the 6+ billion other 
people who share this planet. Five core principles must be held in balance: 

 Market competition: A competitive market-based business system must remain 
the heart of our economy. In most cases, it spurs innovation and efficiency and 
allocates resources far better than any alternative devised. Market based 
approaches should be part of the solution wherever possible. 

 Sustainability: We must manage our economy to meet the needs of the current 
generation without impairing the ability of future generations to meet their needs. 
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This means stewardship, reinvestment, attention to sustainability through the full 
lifecycle and judicious use of resources – not taking from tomorrow to boost 
output today. 

 Broad prosperity: It is both a moral imperative and a matter of national self-
interest to run the economy in a way that offers full opportunity to participate and 
prosper to all Americans, regardless of their economic standing, race, religion, or 
gender, and fully develops and taps the capabilities, creativity, and 
industriousness of all Americans. 

 Public protection: Without eliminating a strong market incentive to innovate, 
and to operate efficiently and safely, it is the proper role of government to be 
vigilant in protecting consumers, through stronger consumer protection 
legislation, and tough penalties for companies who violate consumer, worker, and 
environmental protection laws. 

 Democratic control: Any market is nothing more and nothing less than a set of 
rules and conventions negotiated by people through a contentious political 
process. The market should be structured and managed to be fair, transparent, 
well regulated, and accountable to all participants. 

How We Can Help 
The sustainable business and social enterprise community leadership stands ready to 
support the Administration in the following key areas: 

Public and Private Mobilization  

 Align powerful business and community support for high priority legislation 
introduced by the Administration, with capacities to focus in key geographic 
areas. 

 Coordinate multi-stakeholder coalitions that bring together business, social 
enterprise, social investment, labor, social justice, NGO’s, environment, 
community groups, schools and universities and religious organizations and 
provide a united and positive voice. 

 Generate and facilitate public dialogue reaching targeted constituencies. 
 Help convene a White House Summit on a Sustainable Economy, bringing 

together a range of experts and stakeholders from diverse disciplines, sectors and 
perspectives to discuss ideas, develop consensus-based strategies, and accelerate 
progress toward equitable and sustainable economic reform. 

Expertise  

 Provide expertise from business executives and social enterprise leaders to ensure 
success pathways and cost effective solutions to critical concern areas. 

 Provide intellectual resources and objective feedback on potential programs, 
appointments, executive orders, or legislation proposed by the Administration. 
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Priorities and Policy Recommendations 
The recommendations listed below include initial ideas and policy proposals developed 
by leading business executives and social entrepreneurs who are working to create a more 
equitable and sustainable economy. This document is only a beginning, and several key 
issues are not addressed in this document including healthcare, labor and the banking 
system. This memo is intended as an initial communication that will expand to include a 
number of other areas that are crucial to our overall goals. 

I. Corporate Responsibility and Governance 

The market can only do its job in promoting productivity, efficiency, sustainability, and 
other goals when the rewards offered to management encourage the long-term interests of 
investors, other stakeholders, and the interest of society as a whole. With misaligned 
incentives, weak or un-enforced regulations, and limited protection for workers and 
customers, even executives who want to do the right thing risk conflicts with boards and 
short-term investors. Broad reform is needed to make it easier and more profitable to do 
the right thing – and no longer profitable to do the wrong thing. We must increase 
accountability and transparency, and bring incentives and sanctions into alignment with 
the goals of all stakeholders involved. 

Tangible programs include: 

 Support the development of a standards infrastructure that allows investors and 
policy makers to measure the social and environmental impact of businesses and 
social enterprises, and as much as is practical, require accounting recognition of 
externalized costs. 

 Reform domestic regulations and trade policies so that socially responsible, 
sustainable businesses are not driven into a “race to the bottom” by providers 
(both U.S. and non-U.S.) that don’t adopt responsible, sustainable practices. 

 Provide incentives for federal purchasing programs that prioritize: a) materials 
and products that are sustainable throughout their lifecycle and minimize the use 
of virgin materials, b) local purchasing programs that offset the subsidies for 
long-haul transportation, and c) socially responsible companies that create jobs in 
underserved communities. 

II. Federal Budget Priorities & Spending 

As the government seeks the right balance of reallocation, spending cuts, and revenue 
increases, we would like to emphasize two principles that are under-represented in the 
current debate over federal spending: (1) Funds that we invest in increasing the 
productivity of our economy are fundamentally more important than federal spending to 
bolster current consumption – and we need to give priority to the former. (2) Funds that 
prop up the economics of outmoded and polluting industries and technologies are wasted, 
whereas funds that promote U.S. comparative advantage in the efficient and clean 
industries and technologies of the future, are wise investments. 
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Tangible programs include: 

 End the explicit and implicit subsidies to fossil fuels that make these fuels appear 
to be much cheaper than they really are, and end subsidies that reward large 
companies at the expense of small businesses, and remotely located operations at 
the expense of local businesses. 

 Use incentives to accelerate the development of new, green industries and green 
jobs, without picking winners among technologies, and promote job development, 
education and training incentives to help disadvantaged communities. 

 Put the federal budget back on track to long-term sustainability by reducing 
expenditures on social security, Medicare/Medicaid and the military to a 
reasonable percentage of GDP. 

III. Energy and Climate Change 

The threat of climate change and the risks related to our dependence on petroleum are 
among the greatest threats we face as a nation and as a species. We believe that the shift 
to a clean, renewable energy and sustainable materials economy and sufficiently reduced 
CO2 emissions can be accomplished in ways that create substantial growth opportunities 
for the economy – in addition to forestalling grave damage. We need to create an energy 
pricing policy that shifts away from carbon-based fuels and spurs the adoption of 
renewable energy solutions. 

The following areas merit particular emphasis: 

 Commit to the level of CO2 reduction that the current science says is required, 
and invest in an objective and verifiable reporting system to track progress. 
Establish a price on carbon, and make it steep enough to motivate the necessary 
reduction. 

 Impose efficiency standards and labeling to reinforce the move to more efficient 
buildings, cars, and appliances, and reduce the use of carbon-based materials in 
feedstocks. 

 Enact a strong carbon emissions reduction policy that is fair, sustainable and 
equitable, especially for disadvantaged communities. Use the revenues from tax 
and auctions to provide transition assistance to those most disadvantaged by the 
rise in energy costs – particularly those least able to mitigate in the short run. 
Subsidize investments by companies and consumers to reduce CO2 output, to 
reduce the payback period involved, and speed the transition. 
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IV. New Organizational Forms & Social Innovation 

Over the past few decades, a vibrant landscape of new, hybrid enterprises have been 
emerging that are structured for the benefit of society as a whole – not just a narrow 
group of shareholders. Sustainable businesses, social enterprises, community 
development corporations and a range of other hybrid approaches are harnessing the 
power of business to address pressing needs in housing, health, environment, agriculture, 
energy, education, workforce development and other fields. Rather than being lost in the 
void between the business, government and non-profit sectors, there is a need to 
recognize and empower these organizations through targeted policies and support 
infrastructure. 

Specific programs include: 

 Through seed money, direct investment, tax credits, credit enhancement, SBA 
loans and guarantees, and similar means, incentivize private investment to provide 
patient capital and financing for sustainable business and social enterprises. 

 Promote creation of new legal forms tailored to the needs of mission-driven 
businesses and social enterprises, with accountability and standards for social and 
environmental performance, including new state corporate forms, IRS 
designations, and SEC regulations. 

 Provide funding to various agencies and departments to test and rigorously 
evaluate innovative enterprise approaches in a broad range of fields, notably 
health and wellness, renewable energy, community capital, green transit, 
sustainable agriculture, community owned utilities and zero waste manufacturing, 
the essential components of building a sustainable local economy. 

 Support the creation of national, state and local public-private Commissions to 
bring together experts from government, civil society, business, faith 
communities, academia and other sectors to facilitate dialogue and collaboration 
on the development of alternative, equitable and sustainable economic models. 

V. Food, Water and Product Safety 

Demand for products made from safer and greener chemicals is growing rapidly. 
Consumers, investors and governments want chemicals that have low to no toxicity and 
degrade into innocuous substances in the environment. Leading businesses are capturing 
these emerging market opportunities by redesigning their products and catalyzing change 
in their supply chains. We encourage you to support public policies and industry 
standards that know and disclose product chemistry; assess and avoid hazards; and 
commit to continuous improvement, also supporting research and development for green 
chemistry and engineering solutions. 

We recommend the following measures to advance an economy where chemicals, 
materials and products are healthy for humans, as well as for our global environment: 
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 Overhaul the Toxic Substance Control Act and strengthen U.S. chemical 
regulatory policy to remedy the injustice that has exposed communities of color to 
significantly higher levels of toxic pollution and promote and fund a chemical 
database for hazardous chemicals. 

 Promote sustainable and organic agriculture as well as sustainable biobased 
materials development in agricultural policy. 

 Strengthen regulation and increase inspections to ensure the safety of our food 
and water supply, and of manufactured products, and end the use of antibiotics in 
meat and poultry production. 

Thank you for considering our recommendations. 

American Sustainable Business Coalition – Founding Partners 
 
David Brodwin, New Voice of Business 
Doug Hammond, Business Alliance for Local Living Economies  
Alisa Gravitz, Green America  
Andrew Kassoy, B Lab  
David Levine, Green Harvest Technologies 
Deborah Nelson, Social Venture Network 
Kris Prendergrast, Social Enterprise Alliance  
Heerad Sabeti, Fourth Sector Network 
 
Signers of this Letter  
 
This call for an equitable and sustainable economy has been signed by over 1,300 
business executives, social entrepreneurs and others committed to building an equitable 
and sustainable economy including: 
 

Sandy Cabot, Dansko 
Amy Domini, Domini Social Investments 
Edward Dugger, III, UNC Partners, Inc. 

Jed Emerson 
Margot Fraser, Birkenstock 
Jim Fruchterman, Benetech 
Seth Goldman, Honest Tea 

Hazel Henderson, Ethical Markets Media 
Jeffrey Hollander, Seventh Generation 

Barbara Krumsiek, Calvert 
Mike Lapham, Responsible Wealth 

Adam Lowry, Method Products 
Hunter Lovins, NatcapSolutions 

Woody Tasch, Slow Money 
Judy Wicks, White Dog Café 

Beth Williams, Roxbury Technology Corp. 
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And in addition… 
 
Ethan Rosch, 19d, Inc. 
Ron Willia, 3rdWhale Media 
Richard Parker, 450 Architects 
Rick Dubrow, A-1 Builders, Inc. 
Jack Finn, A2Z Science and Learning Store 
Randee Goodstadt, A-B Tech 
Carl Rohacek, Abode Home Furnishings 
Rachel Hynes, ACCION USA 
Shivon Robinsong, Across Borders Media 
Ted Bayer, Ad Valorem Solutions LLC 
Mike Nellor, Ada's Place 
Valerie Nellor, Ada's Place 
Leslie Sheridan, Added Edge, Inc., The 
Rucita Perlambang, ADDINARA 
Robert Townsend, ADIO Family Chiropractor 
Susan Kulstad, Adroit Solutions 
Ben Powell, Agora Partnerships 
Patricia Carrillo, Agriculture & Land-Based Training 

Association (ALBA) 
Monica Rodriguez, ALBA 
Bern Warman, Alchemy Studios 
Anne Pearson, Alliance for Sustainable Communities 
Paula Escudero, Allstate Financial Services 
Carol Rose, Amanda's Flowers 
Tracy Howard, American Flatbread Burlington Hearth 
Jane Hileman, American Reading Company 
Andrew Rock, AndrewRock.COM 
Paul Bohac, Angel Oak Eye Center 
Scott Tillitt, Antidote Collective 
Bruce Klafter, Applied Materials, Inc. (signing as an 

individual) 
James Mattioda, Arcana Pharmacy 
Matthew Snyder, ArchAngel Global Services LLC 
Lawrence Lunt, Armonia 
Chuck Johnson, Artisan Builders 
Sarah Bellos, ASK Apparel 
Jeremy Litchfield, Atayne 
Rebecca Melancon, Austin Independent Business 

Alliance 
Anne O'Loughlin, Autonomie Project, Inc. 
Stephen Kosacz, Autoworks, Inc. 
Julianne Maurseth, Awake at Work 
Deborah Hirsh, B Lab 
Elisabeth Richardson, B Lab 
Stephanie Ryan, B Lab 
Hardik Savalia, B Lab 
Heather Van Dusen, B Lab 
Shahid Ansari, Babson College 
Leonard Schlesinger, Babson College 
Isabel Vinueza, Babson College 
Miah Olted, Back to Books 
Stefanie Siegel, Bailey's Cafe Inc. 
Julie Mihalisin, Bainbridge Graduate Institute 
Elizabeth PInchot, Bainbridge Graduate Institute 
Maryanne Perrin, Balancing Professionals, LLC 
Alissa Barron, BALLE 
Todd Mills, BALLE 
Mary Rick, BALLE 
Lauren Sockler, BALLE 

Andrew Michler, Baosol Sustainable Building 
Renee Johnson, Barkwheats Dog Biscuits 
Chris Roberts, Barkwheats Dog Products, LLC 
Donald White, Barn Foundation, The 
Gary Schaefer, Bart's Homemade/Snow's Nice Cream 
Aaron Lehmer, Bay Localize 
Raphael Bemporad, BBMG 
Lisa Clapper, BBMG 
Eve Smith, BBMG 
Rich Gentile, Be Local Northern Colorado 
Gailmarie Kimmel, Be Local Northern Colorado 
Susan Grunin, Beacon Associates 
Kirsten Kuhlmann, BEAM 
Gail Horvath, Beam Inc. 
Mal Stearns, Bean Capers Inc. 
Barry Beauchamp, Beauchamp & O'Rourke Inc. 
Rebecca Fricke, Bedscape Designs 
Ben Bingham, Benchmark Asset Managers LLC 
David Hopkins, BeRewarding (BeRewarding.com) 
Peter Wells, Berkshire Design Group 
Dave Feldman, Bethesda Green 
Mark Bachman, Better The World 
Eddie Porrello, Better World Books 
Matthew Bauer, BetterWorld Telecom 
Jacob Griscom, BetterWorld Telecom 
Karen Masterson, Big Fresh Cafe/Nourish 
J-M Toriel, Big Green Island 
James Lockridge, Big Heavy World Foundation, Inc. 
James Fournier, Biochar Engineering Corp 
SaraHope Smith, BioFuel Oasis 
Joanne Gere, BioScience Collaborative 
Brian Hill, BioVerde 
Ruth Brennan, Bits of Lace fine Lingerie 
Dave Krick, Bittercreek/Red Feather Restaurants 
Alexis Miesen, Blue Marble Ice Cream 
Lori De La Cruz, Blue Marble Media, LLC 
Treena Tutor, Body Complete, The 
Sally Freeman, Boise Weekly 
Christopher Ellinger, Bolder Giving in Extraordinary 

Times 
Susan Taylor, Book House of Stuyvesant Plaza 
Brian Butler, Boston Green Building 
HeatherLeigh Navarre, Boston Tea Room 
Brian Stewart, BP Stewart & Co., Contracting 
Dorisse Neale, BreathDance International 
Leila Khatapoush, Breathing Room Organizing and 

Sustainability Consulting 
Brian Webster, Brian Webster and Associates 
Prakash Laufer, Brick House Community Resource 

Center, The 
Carl Frankel, Bridge Group, The 
Brendan Cooney, BroadReach Research & Consulting 
Nancy Felton, Broadside Bookshop 
Ken Ax, Brook Valley Appliance 
Natacha Liuzzi, Brown Dog Books & Gifts 
David McConville, Buckminster Fuller Institute 
Amy Kedron, Buffalo First 
Lisa Muscato, Buffalo First! 
Paul Murphy, Buffalo Niagara Convention Center 
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Sagi Kfir, buildgreenworld.com 
Richard Mabion, Building A Sustainable Earth 

Community 
Susan Chadd, Built Green 
Matthew Sturm, Business Council on Climate Change 
Harvy Simkovits, Business Wisdom 
Bentley Brookes, Buy Local Clark County 
Annie Hamnett, ByrdHouse Public Relations 
Kate Lancaster, Cal Poly State University 
Karen Hutchinson, Caledon Countryside Alliance 
Barbara Kruiek, Calvert 
Timothy Freundlich, Calvert Foundation; Good Capital 
Wayne Silby, Calvert Fund 
Michael Kanter, Cambridge Naturals 
Glenn Campbell, Campbell Plaster & Iron 
Jackie Kirkman, Campbell Plaster and Iron 
Joy Pierson, Candle Cafe 
Karisa Centanni, Capital District Local First 
Susan Davis, Capital Missions Company 
Brendan Lange, Cappa & Graham, Inc. 
Gregg Moyer, Car City 
R Shawn Burns, Carbon Credit Corp 
Kevin Jones, Cardinal Resources LLC 
Joshua Swiss, Carnegie Mellon University 
Patrick Clark, Carolina Morning Designs 
Victor Bradshaw, Castle Keepers of Charleston 
Suzanne Biegel, Catalyst at Large Consulting 
Anita M Burke, Catalyst Institute, The 
Timothy Yee, Cathedral Financial Group, Inc. 
Bujar "Jari" Mema, Catholic Charties, Diocese of  

Ft. Worth, Inc. 
Boaz Soifer, Cedar Mountain Solar, LLC 
Sean Sheehan, Center for a New American Dream 
Andrea McGrath, Center for Applied Philanthropy 
Marilyn Wrenn, Center for Economic Options 
Christopher Bedford, Center for Economic Security 
Nancy Gottovi, Central Park NC 
Jim Levey, Chambers Advisory Group 
Ronald Kingsbury Jr., Champlain Valley Hardscapes 
James Hanusa, Change SF 
Stephanie Swafford, Chareston Friend Society 
Blair Barna, Charleston City Paper 
Genevieve Cox, Charleston Green Home 
Mark Goldes, Chava Energy 
Dick Lahn, Chesapeake Bay String of Pearls Project 
Charlene Orszag, Cho & Associates 
Deborah G Frangquist, Chosen Futures 
Mark Loranger, Chrysalis 
Noah Shitama, Citizens Co-op 
Robert V. Gallant, CitizensMatch/Highland Valley  

Elder Services, Inc. 
Glynn Lloyd, City Fresh Foods Inc. 
Africa Willia, City of Oakland 
Alan Falleri, City of Willits 
Timothy o'Shea, CleanFish 
Rusty Schmit, CleanSwitch Inc. 
Hanah Ehrenreich, CNY Works, Inc. 
Bettina Jetter, Coaching Sanctuary LLC 
Jessica Rios, Co-Lab, The 
Anne Merrill, Collaborative Community Design 
Peter Huhtala, Columbia River Business Alliance 
JW Ballard, Commons, The 

David Simpson, Commonwealth Center for Change 
Jason Mogus, Communicopia Internet Inc. 
Jon Ada-Kollitz, Community & Economic Development 

Office 
Thomas Tenorio, Community Action Agency of Butte 

County, Inc. 
Wade Horne, Community Developers of Beaufort-Hyde, 

Inc. 
Jim Gould, Community Funding Partners 
Eugene Aleci, Community Heritage Partners 
David Powell, Community Promotions LLC 
Heather Peeler, Community Wealth Ventures 
Brittany Vasseur, Community Wealth Ventures 
Peter Carson, CompuClaim 
Adnan Durrani, Condor Ventures Inc. 
Jenny Rieke, Confluence Community Center 
Michael Alexander, Conscious Planet Media 
Anna Ghosh, Consultant 
Marilee Backstrand, Controlled Syste Corporation 
Michael J Kennedy, CoopNetwork 
Dale Biron, Core Action Assoc., Inc. 
Matthew Costello, Corporate Conservation 
Peg Botto, Cosmic Catering 
Corey Kupfer, Courageous Expansion, LLC 
Deirdre Lizio, CRD Analytics 
Tambra Stevenson, Creative Cause 
Scott Badenoch, Creative Citizen LLC 
Allison Quaid, Creative Eco-Catalysts 
Herb Kaufman, Creative Energy Options 
amy Seidman, Creative Entity 
Paul Needham, Critical Marketing Services 
Mark Powell, CRS Electronics 
Desmond Garrity, Crushed Fine Wine LLC 
Wayne Dunn, CSR Developments 
Jerry Gorde, CSRwire 
Erwin Rakoczy, CUFF 
Betsy Power, Culinary Collective 
Richard Smith, Cuzin Richard Entertainment 
Antonio Aguilera, CVE, Inc 
Lorna Jones, CVE, Inc 
Paul Dewey, CyberTran International 
Neil Sinclair, CyberTran Intl. 
David H. Ellison, D. H. Ellison Co., The 
Andy Johnson, DAJ Design 
Patricia Karter, Dancing Deer Baking Company, Inc. 
Daniel Surface, Daniel Surface Consulting 
Mandy Cabot, Dansko LLC. 
Peter Kjellerup, Dansko LLC. 
Charlotte Stewart, Datacare Inc. 
Dean Cycon, Dean's Beans Organic Coffee Company 
Denise Biondo, Denise Biondo Studio 
Karim Pakravan, DePaul University 
Julie Parker, Design & Source 
John Evans, Diesel, A Bookstore - Malibu 
David Horwitz, DigitalAcuity.tv 
Douglas Thompson, Dignity Care LLC 
Carrie Ousley, Dimond Chiropractic Center 
Mike Englert, District Hotel, The 
Martin Dukler, D'lish Brands, LLC 
George McDonald, Doe Fund, The 
Alan Reder, Dowling & Dennis PR 
Thomas Reed, DPM LLC 
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Eileen Burke-Trent, Dragon's Lea Farm 
Holly Munoz, Draw Fire Records 
John Perkins, Dream Change, Org. 
Mitch Albert, Dry Creek Resources, Inc. 
Steve Wenger, Duvall Catering & Event Design 
Danielle Venokur, dvGreen 
Carroll Webber, E.C.U. 
Frank Baldassarre, e3bank 
Sandy Wiggins, e3bank 
Paul Hanson, Eagle Harbor Book Co. 
Sean Penrith, Earth Advantage Institute 
David Aznavorian, Earth, Inc. 
Kathryn Gillett, Ease Enterprises Inc 
Hal Brody, East Bay Express 
D'Arcy Reynolds, Eco-Conscious Consulting 
Yair Marcoschamer, Ecoist 
Margaret Hansen, Ecolibrio 
Genesis Farm, Ecological Learning Center and Farm 
Brandi Clark, EcoNetworking 
Leslie Hubbard, Economic Restructuring, Downtown 

Development Assoc, Clayton, NC 
Karen Janowski, EcoStrategy Group 
Stephen Blessman, EDB Organization 
Monica Wilks, Edible Arrangements of Wyandotte 
Lincoln Pain, Effective Assets 
Amy Hall, Eileen Fisher, Inc. 
Ellen Honigstock, Ellen Honigstock Architect PC 
Ethan Rosch, Energy Collective 
Gregory Wendt, CFP, Enright Premier Wealth  

Advisors, Inc. 
Christopher Zurcher, Environmental Headlines 
Joseph Madden, EOS Climate 
Rink Dickinson, Equal Exchange 
Rob Everts, Equal Exchange 
Erin Hunt, Erin Hunt Communications 
Sherry Parker, Everglades University 
Daniel Gutierrez, Everywun 
Michelle Grandy, EVL Enterprises 
Scott Kiere, eVolve Ventures, LLC 
Jeffrey Honerkamp, F.W. Honerkamp. Co. Inc. 
Rose Roberts, Farm Stewards 
Michael Krajovic, Fay-Penn Economic  

Development Council 
Stephanie Spencer, Feather's Edge Finery, The 
Haynes Turkle, Financial Planning Assoc. 
Steve Schueth, First Affirmative Financial Network 
Elizabeth Fisher, Fisher Recycling, Inc. 
Doug Flack, Flack Family Farm 
Susan Copeland, Flour Garden Bakery 
Chip Edson, Flying Cow Signs 
JJ Kern, Food Is Love, Inc. 
Donna Storm, Food Works for Middle Way House 
Fred Geiger, Fred Geiger Photography 
Louis Fox, Free Range Studios 
Jonah Sachs, Free Range Studios 
Harvey Chess, FTF Group, The 
Amber Cote, FutureSelf 
Linda Radell, Galaxy Bookshop, The 
Philip Brett, Gardeners Supply 
Jason Graham-Nye, gDiapers 
Corey Beals, George Fox University 
George Koster, George Koster Consulting 

Steven Yoder, Get The Word Out Communications 
Shana McCracken, Gigantic Idea Studio, Inc. 
Michael Hannigan, Give Something Back, Inc. 
Gabriel Ni, GKN & Assoc 
Eva Anderson, Glasswing Design 
Kevin Danaher, Global Exchange 
Shana Dressler, Global Giving Circle 
Lori Hanau, Global Round Table Leadership 
Andrea Green, Globally Green 
Tammy Sigman, Glow Spa, LLC 
Nathan Harkrader, GO TELL IT, INC 
Landon Heimbach, GO TELL IT, INC 
Vanessa Rule, GoGreen Somerville 
Liane Salgado, Golden Egg Permaculture Design 
Debra Sikanas, Good Egg 
John Parker, Good Work 
Steve Wohlrab, Goodraven Alliance 
Michelle Mosser, Grace Communications, inc. 
Jim Lannigan, Graco Inc. 
Shea Onofrey, Grassroots Call To Action Group 
Amy Lyman, Great Place to Work® Institute, Inc. 
Pete Mulvihill, Green Apple Books 
David Kistner, Green Apple Cleaners 
Les Judd, Green Boroughs 
Barbara Parks, Green Career Tracks 
Peter Shepherd, Green City Construction 
Beverly Alkire, Green Consultants 
Alan Page, Green Diamond Systems 
Carolyn Gilles, Green Edge Collaborative 
Joanna Fernandes, Esq., Green Edge Collaborative NYC 
Judy Harper, Green Edge NYC 
Ian Kelly, Green Event Co 
David Baum, Green Exchange 
Nick Flores, Green For All 
Robert Flynn, Green Ride Colorado 
Garth Shaneyfelt, Green River Ambrosia LLC 
Casey Carlson, Green Society 
Joe Vassallo, Green Thumb Holdings 
Sheryl Cohen, Green Zebra 
Cynthia McGregor, Greenbaby Gifts 
Joel Makower, Greener World Media, Inc. 
Valerie Franklin, Greenfeet.com 
Steve Wilton, Greening Innovations 
Kristena Cox, GREENLANE 
Cliff Feigenbaum, GreenMoney Journal 
Amanda Converse, greenover 
Paul Smith, GreenSmith Consulting 
Marie Ambrosia, Greenwise Directory 
Greg Otero, GreenWorks Idaho 
Julie Beall, Greenworks Real Estate and Development 
Suzanne Dailey, Grounds for Coffee, Inc. 
Penny Brown-Huber, Grow Your Small Market  

Farm Network 
Chris Mann, Guayaki Sustainable Rainforest  

Products, Inc. 
Garth Neil, Habanero Ventures 
Sarah Bell Haberman, Haberman 
Mike Able, Haddrells Point Tackle and Supply 
Jim Hand, Hand Motors 
John Plunkett, Harborquest, Inc. 
Forrest Hill, Harrington Investments Inc 
May L. Henderson, Hat Library, The 
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Tom Kersten, Hayward Democratic Club 
James Spar, Health Strategies Grp, Inc. 
Patricia Neal, Heartland Inc. 
Blake Spalding, Hell's Backbone 
Michael Arkes, Helping Hand Rewards 
Susan Schmidt, Henry Ford, The 
Jeff Siegler, Heritage Ohio 
Tom Attar, Highland Holdings 
Heather Hiles, Hiles Group, LLC, The 
Jacques Vis, Hogeschool van Aterdam 
Nicole de la Cretaz, Holy City Hospitality 
Melissa Boyer, Home Body, Eco-Luxe Living 
Terry Winkelmann, Home Eco LLC 
David Bangs, Home Performance Washington 
Gorman Horne, Horne Consulting 
Maureen Abram, I Am Designs 
MaryAnne Howland, Ibis Communications 
Laurie Kramer, ICCB, Inc. 
Miranda Magagnini, IceStone LLC 
Peter Strugatz, IceStone LLC 
Mark Ickes, Ickopotamus Enterprises, LLC 
Daniell Walters, Idaho's Bounty Co-op 
Carol Fabretti, Ideas 4 Elements 
Christopher Johnson, ifPeople 
Vincent Casalaina, Image Integration 
Leigh Melander, Ph.D., Imaginal Institute, The 
Michael Pirron, Impact Makers 
Stuart Zimmerman, In Joy Media, Inc. 
Silvia Leahu-Aluas, Independent Consultant - 

Sustainable Manufacturing 
Ernest Lowe, Indigo Development 
Drummond Reed, Information Card Foundation 
Karl Tur, Ink & Toner Solutions 
Bill McKenney, InkTec Zone 
Ken Eskenazi, Innovation To Industry (i2i) 
Cary Zakon, Innovations for Learning 
Lisa Chacon, Innovive 
Don Sayre, Inside ISO 
Laura Stuntz, In-Situ Inc 
Jerr Boschee, Institute for Social Entrepreneurs, The 
Kimberly Maria Newton-Klootwyk, Instituto 

Conexiones - Connections Institute 
Dixon de Lena, Integral Partnerships LLC 
Paul Ray, Integral Partnerships, LLC 
Daniel O'Connor, Integral Ventures, LLC 
Caryn Capriccioso, interSector Partners, L3C 
Miriam Locsin, Isapal 
Leslie Madden, Island Handcrafts 
Julie Lewis, Jade Planet, Inc 
Jan Cohen, Janet S Cohen, Consulting & Training for 

Nonprofit Organizations 
Diane Strand, JDS Video & Media Productions, Inc. 
Justi Hansen, Jefferson Economic Development Institute 
Jeffrey Schwartz, Jeffrey E. Schwartz Family  

Limited Parrtnership 
Jennifer Paris, Jennifer Paris Insurance Agency, Inc. 
Jesse Wiley, John Wiley & Sons 
Rob Johnson, Johnson Design, Inc. 
Raj Aggarwal, Joint Concepts, Inc. 
Amanda Baird, Jonas White Catering 
L Mariah Wheeler, Joyful Jewel, The 
Alfred L. Scheps, Julep Corp 

Julie Tennant, Julie Tennant Design, inc. 
Jim Jungwirth, Jungwirth, Blackburn and Associates 
Jonathan Rosenthal, Just Works Consulting 
Judith Katz, Kaleel Jamison Consulting Group, The 
Bonnie Wallace, Kandahar Trading Company 
Karen Colville, Karen Colville.com 
John Katovich, Katovich Law Group 
Don Heacock, Kauai Sustainable AgroecoSysts 
James Mitchell, Keller Williams Realty 
Jeff Kletter, KINeSYS Inc. 
Dale Collier, Kings Counsel & Trust, LLC 
Dave Levenson, Kohala Foundation 
Peter Dernier, Kokopelli Traders, Inc. 
Candice Kollar, Kollar Design | EcoCreative 
Christina "Tina Tamale" Ramos, La Borinquena Inc. 
Stan Dodson, La Farine Bakery 
Charlotte Jones, Lantana Life, The 
JoAnn Rosebrock, Larkspur Fine Jewelry 
Santiago Masferrer, Latin American Cultural Asoc./EL 

BUEN AMIGO 
Lara Pearson, Law Office of Lara Pearson, Ltd. 
Marc J. Lane, Law Offices of Marc J. Lane, The 
Steve Levin, Leading Change 
Rani Saijo, Leaves of Grass Books 
Mark Albion, Lewis Initiative at Babson College 
Chid Liberty, Liberian Women's Sewing Project 
Keith Liddell, Liddell's M.S.E.& Referral Agency 
Nikol Schwab, Little Italian Kitchen, The 
Tony Littmann, Littmann Remodeling 
Robert Stang, Living Earth Realty Corp. 
Sharon Lutz, Living Environments in Color 
Terry Phelan, Living Shelter Design 
Hilary Brown, Local Burger 
Alison Einerson, Local First Utah 
Elissa Hillary, Local First West Michigan 
Erika Block, Local Orbit 
Mike Paunovich, LocalBizBlogs.com 
Karen Loida, Loida Consulting 
Meredith Gossland, Long Beach Green Business 

Association 
Myke Farricker, Longfellow Clubs, The 
Laurence Hammel, Longfellow Clubs, The 
Ellen Clarke, Low Country Harley-Davidson 
W. Andrew Gowder, Jr., Lowcountry Local First 
Jamee Haley, Lowcountry Local First 
Charles Dougherty, lower Cloumbia Alliance for  

Living Sustainably 
Jason Stern, Luminary Publishing / Chronogram 
Jason Stern, Luminary Publishing, Inc. 
Joseph DeLoss, Lutheran Social Services of  

Central Ohio 
Matthew Smith, M. K. Smith Builders 
Maria E. Morales, M. Realty 
Cheryl Schneider, Mac Works, Inc., The 
Suzanne Keers, Main Street Innovations 
David Mager, Major Environmental Solutions 
Daniel Doyle, Mal Warwick | Donordigital 
Mal Warwick, Mal Warwick Associates 
Keone Kealoha, Malama Kauai 
Mark Leibowitz, Mark Leibowitz Photography Inc. 
Julie Pokela, Market Street Research, Inc. 
Katie Block, MarketShift Inc. 
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Roger Saillant, Marlboro College 
Ralph Meima, Marlboro College Graduate School 
Marlene Levine, Marlene Hauser Levine, LLC 
G. Stephen Ayers, Martindale's Natural Market 
Shirley Ayers, Martindale's Natural Market 
Nicole Matisse, Matisse Design Studio 
Carolyn Wills, Mavenjoy Media, LLC 
Amy Alcorn, McWhinney 
KC Mares, MegaWatt Consulting, Inc. 
Jed Diamond, MenAlive 
John Menke, Menke & Associates, Inc. 
Robert Howe, Meridian Associates 
Sarita Chawla, metalens 
Andrea Freedman, Method 
Wenzday Jane, Metro Pedal Power 
Annie Myers, MEX Rooftop Farm 
Barbara Meyer, Meyer Family Enterprises 
Anne Paradis, MicroTek, Inc. 
Monica Ralston, Middlebury College 
Andrea Wheeler, Miko Wheeler + Co 
Mickki Langston, Mile High Business Alliance 
Cheryl Wade, Mill Valley General Store 
John La Grou, Millennia Media 
Tony Caplan, Mink Hills Center for Sustainable 

Development 
Bruce Poe, Modus Architecture 
Vicki Robin, MoneyLife Network 
Melissa Graham, Monogramme Events & Catering 
Julia Delrieu, Montreal Urban Community Sustainment 
Meredith Restein, Moonrise Jewelry Inc. 
Rha Goddess, Move The Crowd, LLC 
Mark Ehrhardt, Movers, Not Shakers!, Inc. 
Tom Willits, MRW Connected LLC 
Michele Hoban, Muddy Waters Coffee 
Michael Martin, MusicMatters 
Shana LaPointe, My Muse Health & Wellness Coaching 
Renata Dos Santos, My Personal Chef, LLC 
Chela Ananda, My Rainbow Vision 
Antonia Neubauer, Myths and Mountains 
Steven King, Napo Pharmaceuticals 
Kelley Gulley, National Community  

Development Institute 
Diana Marie Lee, National Community  

Development Institute 
Elizabeth Wiedower, National Trust for Historic 

Preservation 
Sara Kaplan, Native Roots Market 
Glen Lindenstadt, Native Sun 
Paul Sheldon, Natural Capitalism Solutions 
Gil Friend, Natural Logic, Inc. 
Michael Ogden, Natural Systems International 
Chuck Slotkin, Nature's Equity LLC 
Jyoti Stephens, Nature's Path Foods 
Rey Espana, NAYA 
Tara Bloyd, NearSea Naturals 
Rachel Dawn Fudim-Scharf, Net Impact 
Andrew Cassano, Nevada City Engineering, Inc. 
Robert Leaver, New Commons 
Kris Holstrom, New Community Coalition, The 
Cheryl King Fischer, New England Grassroots 

Environment Fund 
Charles Ewald, New Island Capital 

Lynne Elizabeth, New Village Press 
Elliot Hoffman, New Voice of Business 
Claudia Welss, nextnow.org 
Ravi Dykema, Nexus Publishing, Inc. 
Nasim G. Memon, NGM Enterprise 
Jan Hurst, Nine West Main, Inc 
Nicole Alexander, nkalexander 
Barbara Scofidio, noa jewelry, fine handcrafts & gifts 
Jim Augustin, Noisette Company 
Jim Haley, Noisette Company 
Anne Lawless, Noisette Company, The 
Gerald Sweitzer, Non-Profit Success 
Kate Barr, Nonprofits Assistance Fund 
Heather Hensley, North Shattuck Assoc. 
Kurt Waldenberg, North Sound Energy & Remodel 
Mandy Lua, North Tahoe Business Association 
Hill Grimmett, Northern Colorado Food Incubator 
Barbara Morrow, Northshire Bookstore 
Kenneth Norton, Norton and Holtz Business Solutions 
Elaine B. Holtz, NortonHoltz Business Solutions 
Ann Weist, Nurse Agency, The 
Tracey Dolan, Nurturing Minds Inc 
Nancy Nadel, Oakland Chocolate Company, LLC, The 
Terry Garrett, Oasis Web Logistics 
Susan Bender Phelps, Odyssey Mentoring 
Jaclyn Morton, Om Gardens 
Sean Holt, Om Ventures 
Shari Godinez, OMLF 
Eileen Kessler, OmniStudio, Inc. 
Ajax Greene, On Belay Business Advisors Inc 
Pamela Sutton Gentile, One Tribe Creative 
Steve Hackman, One Village Coffee 
Andrew Heinrich, Open Roads Institute 
Daniel Parolek, Opticos Design, Inc. 
Eric Corey Freed, organicARCHITECT 
Rebecca Stone, Orton Family Foundation 
Samuel B. Moore, Ouroboros Holdings, LLC 
Bruce Webber, OwlPoint 
Margaret Andrews, Pacific Properties 
Tripp Baird, Partnership Capital Growth 
Paul Trahan, PayData 
Kat Gjovik, PCDForum 
Devon Jeremy, Peace Mine, The 
Carl Etnier, Peak Oil Awareness 
Ameenah Lutfee, Pearl River Upscale Resale 
David Pease, Pease Accounting services 
Barrie Litzky, Penn State 
Kathryn Tribuiani, Penn State University 
Julie Fitzpatrick, Pennsylvania Downtown Center 
Dale Guldbrandsen, Pentangle Group,LLC, The 
Wesley Caddell, People's Fuel Cooperative 
Jennifer Corriggio, Perlman & Perlman LLP 
Seth Perlman, Perlman & Perlman LLP 
Amy Perlmutter, Perlmutter Associates 
Susan Hamilton, Phineas 
Anastasia Shartin, Phipps Center for Arts, The 
Gilbert Wideawake, Phototec 
Judith King, Piano School, The 
Kevin Hansen, Pierre Terre Productions 
Kevin Casey, Piggly Wiggly Carolina Co. 
Anne Wunderli, Pine Street Inn 
Janice DeGoosh, Pink Shutter, The 
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Daniel Finn, Pioneer Valley Local First 
Marla George, Pit Boys 
Shannon Downey, Pivotal Production 
Betsy Morris, Planning for Sustainable Communities 
Pearl Kane, PLK Consulting Group LLC 
Paul Pitkin, Portfolio 21 Investments 
Doug Roberts, PortsmouthNH.com 
Dean Schaecher, Pour House, The 
Jesse Singerman, Prairie Ventures 
RIchard Gray, Presidio School of Management 
Brendan Meagher, Pride of Baltimore II 
Cheri Hegi, Primal Media 
Dan McKenna, Principle Profits, Inc. 
Jeffrey Ada, Priority Express 
Ann Fujii, Pro/MA dba The Village Green Gallery 
Richard Eidlin, Progress Group, The 
Hunter Brownlie, Progressive Asset Management 
Eric Leenson, Progressive Asset Management,Inc. 
Stephen Suau, Progressive Water Resources 
rezwan Sharif, Project Water 
Bilal Yasin El-Amin, Propagation Congregation, The 
Tracy Kellner, Provenance Food & Wine 
Alexa Williaon, Purecurrent Therapeutics and  

Lifestyle Alignment 
Henry Weed, Queen Street Grocery 
Mary Wutz, Queen Street Grocery 
Tad Hargrave, radical business 
Amy P. Goldman, Rare For, Inc. 
Glenn Bachman, Raven Business Group, LLC 
Robin Moyer, RAWphoriaLIVE 
Raymond Katz, Raymond H Katz, DMD 
Mauri Tamborra, RE/MAX 
Gail Larsen, Real Speaking 
Christian Forthomme, RealChange Network, Inc. 
Kevin Lynch, Rebuild Resources, Inc. 
Michael Bunnell, Record Exchange 
Amanda Castillo, Recovery Center of Hamilton County 
Elaine X. Fuller, Red Door Pottery Studio and  

Gallery Shop, The 
Anne Chambers, Red212 
Dan Redmond, Redmond Construction 
Terri Reece, Reece Computer Syste 
Jesse Levine, Reel Motion Media 
Robert Mang, Regenesis, LLC 
Meg Siddheshwari Sullivan, Reiki Center of the  

East Bay 
Jim Kelly, Rejuvenation Inc. 
Justin Gehtland, Relevance, Inc. 
Ben Delaney, ReliaTech 
Sharon Miller, Renaissance Entrepreneurship Center 
Pele Rouge Chadima, Resonance 
Responsible Endowments Coalition 
Cheyenna Weber, Responsible Endowments Coalition 
Chris O'Brien, Responsible Purchasing Network 
Celeste Lilore, RESTORE CLOTHING 
Karalee Nielsen, REV, LLC 
Elaine Wells, Ride Connection, Inc. 
Maria Gastelumendi, Rising Loafer Cafe & Bakery, The 
Rebekah Greenwald, RiverzEdge Arts Project 
Richard Rossman, RMR Consulting 
Diane Keefe, Robert Brooke Zevin Associates 
Ben Lovell, Robert Brooke Zevin Associates 

Robin Buck, Robin Buck Eco-Design & Feng Shui 
Taylor Rock, Rock Pacific 
Kristina Cash, Rocky Mtn Sustainable Living 

Association 
Fred E Brown, Rocsil's / McB's Shoes 
Brian Rodgers, Rodgers & Reichle, Inc. 
Christa Carlman, Rolling Spokes Bike Tours 
Robert Henrikson, Ronore Enterprises 
Mike Kappus, Rosebud Agency, The 
Michael Burgmaier, Royal River Associates LLC 
Gary Sprague, RSF Social Finance 
Stephen Dalton, RSV Consulting Group, Inc. 
Mae Chan Frey, Ruby's Garden Kidwear & Flower Shop 
Bob Matsuoka, RunTime Technologies 
Robert Hudson, Safer Foundation 
Adam Goetz, Sample Restaurant 
Kevin Drew, San Francisco Department of Environment 
Tim Wheeler, San Juan Coffee Company 
Colin Cabot, Sanborn Mills Farm 
Elizabeth Sanders, Sanders Partnership, The 
Vicki Pozzebon, Santa Fe Independent  

Business Alliance 
Tristan Nathe, Saturn Cafe 
Saul Brown, Saul Good Gift Co. 
Jes Rooks, SBNYC 
Suzanne Webster, SC Green Fair 
Maxwell Gail Jr, SEE LAP 
Wilson Riles, Seven Generations Consulting 
Georgia Malki, Seven-Star, Inc. 
Jeffrey Hollender, Seventh Generation 
Dave Rapaport, Seventh Generation 
Martin Wolf, Seventh Generation 
Rinaldo Brutoco, ShangriLa Group, The 
Steven Frisch, Sierra Business Council 
David Miller, Sierra Business Council 
Nikki Streegan, Sierra Business Council 
Paul Racko, Sierra Permaculture Design 
Carroll Simon, Simon Hall Inc. dba Betty's 
Marilyn Welker, Simply Living 
Janna Weil, Simply Wholicious 
Diane Goodman-Daniel, Singlebrook Technology 
Bonny Moellenbrock, SJF Advisory Services 
Arrun Kapoor, SJF Ventures 
David Kirkpatrick, SJF Ventures 
Elizabeth Taylor, SJF Ventures 
Nav Mundi, Skies Abound 
Nikki Hardin, skirt! magazine 
Janet Smartt, Smartt Comm 
John Rooks, SOAP Group, The 
Andrew Tulchin, Social Enterprise Associates 
Terri McRae, Social Enterprise by Design 
Kirsten Gagnaire, Social Enterprise Group, LLC 
Sarah Boxx, Social Entrepreneurs, Inc. 
Tea Silvestre, Social Good Consulting 
Suzanne Steffens, Social Impact Architects 
Rob Thomas, Social(k) 
Brad Michaels, SociaLab 
Joe Grafton, Somerville Local First 
Derek Huntington, Sonoma County  

GoLocal Cooperative 
Robert Girling, Sonoma State University 
Nadine Thompson, Soul Purpose Lifestyle Inc. 
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Mark Mastroianni, Soul-Centered Enterprises, Inc. 
Emily Dreblow, Soulflower Floral Design 
Shauna Lambert, SoupCycle 
Elce Redmond, South Austin Coalition 
John Abra, South Mountain Co., Inc. 
Catherine Buelow, SpiritFire Coaching and Facilitation 
Maxyne Baker, Spot da Dog 
Perry Goldschein, SRB Marketing LLC 
Priscilla Block, St. Louis ArtWorks 
Terry Mollner, Stakeholders Capital, Inc. 
Mayra Nieves, StarTime Communications 
Jean Schanen, StartNow 
Stephanie Lahar, Stephanie Lahar and Associates LLC 
Sanford Lewis, Strategic Counsel on Corporate 

Accountability 
Michael Straus, Straus Communications, LLC 
Nick Freeman, Street Pizza LLC 
Judith Meyn, Studio Hue 
Vivianne Weil, Summerhouse, Inc. 
Gary Gerber, Sun Light & Power 
Kirstin Hoefer, Sungevity, Inc. 
John Bruce, super-interesting! 
Susana Ives, Susan Ives Communications 
John Irwin, Susquehanna Sustainable Business Network 
Lydia Sadauskas, Susquehanna Sustainable  

Business Network 
Jill Sughrue, Sustain NW LLC 
Terry Gips, Sustainability Associates 
Mark McLeod, Sustainable Business Alliance 
Genevieve King, Sustainable Business Council 
Vanessa Knight, Sustainable Business Network NYC 
Leanne Krueger-Braneky, Sustainable Business 

Network of Greater Philadelphia 
Wendell Wiebe-Powell, Sustainable Business Network,; 

Michiana Organic Growers Cooperative; 
Community Sustainability Project 

Rory Bakke, Sustainable Concepts Studio 
Sarah Parriott, Sustainable Emergence 
Melissa Everett, Sustainable Hudson Valley 
Bill Smith, Sustainable Solutions Consulting 
Joseph Gross, Sustainable Syste, Inc 
James Nixon, Sustainable Systems 
Ivan Storck, Sustainable Websites LLC 
Rona Fried, SustainableBusiness.com 
Glenn Page, SustainaMetrix 
Philip Beard, Sustaining Technologies 
Susan Worthman, SustainUS 
Sara Olsen, SVT Group 
Sarah Endline, Sweetriot 
Luis Felipe Rego, Symmetria Inc 
Chris Fowler, Syracuse First 
Eric Henry, T.S. Designs 
David Polivy, Tahoe Mountain Sports 
Jonathon Welch, Talking Leaves...Books 
Debra Ruh, TecAccess 
Lupe Green, Tehama Nursery & Plants 
Lynne Andersson, Temple University 
John Sorrentino, Temple University 
Warner Philips, Tendris 
Brooke Guthrie, TEPP 
Robin Terra, terra studio 
Joseph Ascanio, TerraCurve.com 

Mary Lynn Bisland, Terrebonne ARC, Inc. 
Kerry Hutchison, Tex Energy Solutions 
Travis Green, TGreen Consulting 
Nicole Swaggerty, Think Boise First 
Ingrid Ault, Think Local First 
Ken Hale, Think Local First Nevada County Foothills 
Allyson Ruppenthal, Thurston County 
Daniel Saat, Tides 
Nancy Gallant, Time Well Spent 
Liz Taylor, Tootsies Boutique, Inc. 
Marge Ater, Town of Brookline, Economic 

Development 
Paul Kirpes, TPG Companies, Inc. 
Lori Darley, Transitions Coach, The 
Sheila Fitzgerald, Transitions New Leaf Bakery Cafe 

Job Training 
Tamiz Haiderali, Treat Restaurant 
Christine Reichert, Tree of Life consulting 
Brian Setzler, CPA, TriLibrium 
Adam Seitchik, Trillium Asset Management 

Corporation 
Brent Baker, Tri-State Biodiesel 
Keith Artin, TROSA 
Sam Ormont, Turkey Range Farm 
Michael Hess, TurningPoint Strategies Group 
Sheryl Woodhouse-Keese, Twisted Limb Paperworks 
Eleanor Mullen, UFCW 1776 
Bill Hilgendorf, Uhuru Design 
David Bolotsky, UncommonGoods 
Marci Zaroff, Under the Canopy 
Deborah Kidder, University of Hartford 
Kay Barron, University of Iowa 
Philippe Lubet, University of Memphis,  

Department of Chemistry 
Deborah Dalton, University of Oklahoma 
Harold Taussig, Untours 
Brian Taussig-Lux, Untours 
Steven Huang, UPC 
Duane Marcus, Urban Gardener, Inc., The 
Jenny Wiedower, USGBC-South Carolina ChApter 
Jennifer Hayes, Vaughn Hayes Landscape Design 
Larry Leon, Venture Commercial Real Estate 
Randolph Schmidt, Vermont Bird Place & Sky Watch 
Rebecca Dayton, Vermont Book Shop 
Will Patten, Vermont Businesses for Social 

Responsibility 
Kerry Slattery, Vermont Kitchen Supply 
Cathy Berry, Vermont Smoke and Cure 
Amy Kirschner, Vermont Sustainable Exchange 
Jeff Westphal, Vertex Inc. 
Ellen Reddick, Vest Pocket Business Coalition 
Frank Scarpaci, Vianova Group, LLC, The 
Christine Hughes, Village Bakery Cafe /Della Zona 

Restaurant 
Chuck Robinson, Village Books 
Mark Deutschmann, Village Real Estate Services 
Patricia Fowler, Village Square Booksellers 
Alessandro Bellini, Viola Imports, Inc. 
Frank Nuessle, Visible Strategies 
Valerie Orth, VLO Music 
Bob Fish, Vt Master Chimney Sweeps 
Kehaulani Padilla, Waimanalo Market 
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Clifford Waldeck, Waldeck's Office Supplies For A 
Small Planet 

Chris Miller, Washington University in St. Louis 
Keith Losoya, Waste Neutral Group 
Rick McKenney, Water for Humans 
Tracy Hightower, Waterfield Far International 
Bob Waterman, Waterman Group, The 
Michael Dietrick MD, Waterplanet Alliance 
Tim Razzaq, We Are Building Open Opportunity 

Structures Together 
Derek Hoshiko, Web Collective, Inc. 
Eric Magnuson, Web Collective, Inc. 
Jeff Cook, Wendling Strategies LLC 
Wesley Rothermel, Wesley Rothermel, CPA 
Frank Borodic, West Marin Chamber of Commerce 
Angela Dittmar, Western Washington University 
Peter North, WFC 
Kelly Cioe, Whalen Public & Media Relations 
Justice Baxter, Wheels of Justice Cyclery 
Jonathan Blakeslee, White Heron Tea 
Robert Sonnenberg, Whole Foods Cooperative 
Ted Nordquist, WholeSoy & Co 
Rebecca Sobel, WildEarth Guardians 
William Maclay, William Maclay Architects and 

Planners 
Suzanne Willow, Willow-Witt Ranch 
James Baldwin, Wind River Capital Partners 

Debbie Marlowe, Wine Shop, The 
Matthew Patsky, Winslow Management Company 
Patricia Hinkley, Winter Green 
Janice Cook, Wiring Inc 
Rick Brooks, Wisconsin Partners for SustainAbility 
Julann Jatczak, Wisconsin Women's Business Initiative 

Corporation 
Jeremiah Ridenour, Wise Solutions, Inc. 
Scott Bullard, WolfSmith Media 
Tamra Ryan, Women's Bean Project 
Katy Curnyn, Women's Rural Entrepreneurial Network 

WREN 
Christine Osborne, Wonder Works 
Paul Carr, Work Bank, Inc. 
Lavinia Weissman, WorkEcology.com 
Jim Kenefick, Working Excellence Capital Partners 
Paula Brantner, Workplace Fairness 
Ann-Marie Manning, Write Choice Network, The 
Monica Niess, Write Choice Network, The 
Susan Morgan, Yankee Bookshop, est 1935 
David Korten, YES! Magazine 
Christina Johnson, Yikes, Inc 
David Freilicher, YourVive 
Janaia Donaldson, Yuba Gals Independent Media 
Marc Lesser, ZBA Associates LLC 
Paul Saginaw, Zingerman's Community of Businesses 

 
 
Other Business Executives and Social Entrepreneurs: 
 
Lisa Abernathy 
Susanne Abetti 
Tim Adrianson 
Yasmin Aladdin 
Patricia Alexander 
Kimberly Allen 
Jeremy Al-Qatami 
Amanda Amico 
Keith Ammann 
Sheila Anderson 
Pam Annis 
Dena Aquilina 
Haney Artrong 
Susan Catherine Arne 
Ryan Arnold 
Jack Arnold 
James Arnolds 
Michelle Aschenbrenner 
Paula Bandy 
Lee Barbour 
Megan Barkes 
Michael Barrett 
Karen Bate 
Brian Beecher 
Ingrid Behrsin 
Andrew Bell 
Dan Bennett 
Laura Berland-Shane 
Laura Berry 
Meaghan Bertram 
Sydney Blackwell 

Sara Blenkhorn 
Corey Block 
Oliver Bock 
Colette Boilini 
Kirsten Bonanza 
John Bonitz 
Tom Boucher 
Gene Bourne 
Rebecca Brackman 
Priscilla Bradley 
Wendy Brawer 
David Bresnahan 
Nancy Breymeier 
Gill Brociner 
Arthur Brock 
Justin Broglio 
Maureen Brooks 
Chelsea Brown 
Cheryl Brown 
Jessica Brown 
Marshall Browning 
Patricia Bruder 
Rich Bruer 
Scott Bryan 
Megan Burritt 
Nancy Butterly 
Gregory Buzzell 
Jeannette Cabanis-Brewin 
Gary Calvino 
Bris Campbell 
Diane Campion 

Cynthia Casas 
Lisa Caswell 
Maureen Cataldi 
Tatiana Cattand 
James Charles 
Josephine Chien 
Ann Childs 
Candace Chin 
Burt Chojnowski 
Christopher Clancy 
Catherine Clark 
Andy Clark 
Ann Cleaveland 
Vincent Clyne 
Allan Cohen 
Joel Colf 
Jody Colley 
Michael Colvin 
Barbara Comollo 
Sara Conant 
Gabriella Condie 
Kristin Coomber 
Jonathan Corcoran 
Jennifer Corder 
Margo Covington 
Rory Cox 
Jan Cox Golovich 
Lynne Cutler 
Rev. Doris Dalton 
Juanita Dalton Robinson 
Dawn Danby 
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Meg Day 
Helen Deeley 
Linda Delair 
Juliette Delfs 
Anne DeMelle 
Julia DeVlieg 
Paul Dewey 
Deborah Dickerson 
Mark Dixon 
Alan Dolan 
Thomas Donovan 
Anne Dosher 
Emily Doubilet 
Jill Doucette 
Irene Dougal 
Joshua Doxsee 
Shawn Drury 
Katherine Duncan 
Katina Dutton 
Peggy Duvette 
Miriam Easley 
Stephen Eddy 
Carrie Edgar 
Emily Elmore 
Erin Ely 
Rachel Emmer 
David Emmerman 
Jodie Emmett 
Erin Englebrecht 
Robyn Erler 
Mark Estee 
Daniel Etra 
Makale Faber-Cullen 
Bob Fedder 
Justin Fenwick 
Patrick Flynn 
CS Forbes 
Jaime Forsyth 
Mary Edna Fraser 
Ariana Friedlander 
Cooper Funk 
Julia Renee Garcia 
Chris Gates 
Deborah Geoffrion 
Elise Gilbert 
Lauren Gillis 
Linda Glasier 
Patty Goodwin 
Kathy Granat 
Laura Grandis 
Jan Gravemaker 
Michael Green 
Susan Gregory 
Liz Greigg 
David Griswold 
Elizabeth Gunston 
John Hackman 
Maria Halstead 
Sahra Harding 
Jenny Har 
Shayna Harris 
David Harris 

David Harris 
Barrie Hathaway 
Paula Hayes 
Ray Hayes 
Soo Haylett 
Dale Hendricks 
Aaron Hill 
Bob Hiltner 
Carol Hiltner 
Matthew Hoffman 
Winfield Holcomb 
Kathy Holian 
Brad Holmes 
Cathy Holt 
Inge Hopps 
Paul Horner 
Cheri Huber 
Amy MMP Hurley 
Donna Isaacs 
David Jaber 
George Jackman 
Jane Jarecki 
Niambi Jarvis 
Maria Jett 
Nathan Joblin 
Victor Johnson 
Mary Johnson 
Evelyn Jones 
Krystyna Jurzykowski 
Ron Kamen 
Angela Kang 
Greg Kanne 
Jennifer Kassan 
Kimberly Kato 
Louis Kaye 
Claire Keane 
Matt Keller 
Terry Kellogg 
Steven Kent 
William Keyser 
Karen Killebrew 
Erin Kilmer Neel 
Rachel King 
Allysyn Kiplinger 
Celia Knight 
Karen Kohlbeck 
John Koriath 
Julie Kowal 
Richard Kranzdorf 
Elizabeth Krueger 
Wendy Kupsaw 
Todd Kurland 
Eve Kushner 
Jerry Landrum 
Karlyn Langjahr 
Leah Langstaff 
Aleyne Larner 
Lillian Laurence 
Louise Lawarre 
Tamara Lawless 
James Lee 
Elliot Lee 

Jeanne LeFils 
Ashlee Lepa 
Farron Levy 
Carmen Lezzi 
Peter Liljegren 
Katie Lima 
Jeannie Linam 
Sage Linden 
Deborah Lindsay 
Christopher R. Lindstrom 
Debra Little 
James Littles 
Jonathan Logan 
Oliver Luisi 
Judith Lukoki 
Sean Lymworth 
Jessica Lynch 
Kristen Lyon 
Sunni Mace 
Nick Magel 
Carly Magnus 
Mehul Malik 
Patrick Malone 
Hilary Mandel 
Vrinda Manglik 
Carolyn Mansfield 
Jeffrey Mansour 
Maria Marchegiani 
Aaron Marcuse-Kubitza 
Stephen Markham 
Maggie Marquardt 
Lorna Mason 
Rebecca Massoud 
Jamaica Maxwell 
Lisa McBride 
Martha McCaughin 
Perry McCormick 
Colleen McDaniel 
Leslie McEachern 
Jessica McGowan-Vanderbeck 
Kellie McKeown 
Corey McKrill 
Andrew Miles 
Joe Miles 
John Millard 
Jacob Miller 
Shannon Miller 
Kim Miller 
Brendan Miller 
Laura-Anne Minkoff 
Cheryl Mitouer 
Lisa Modica 
David Monroe 
Glenn Montgomery 
Virginia Moody 
Laxman Moorjani 
Mark Moran 
Siiri Morley 
June Morris 
Connor Morrison 
Chris Morrow 
Phil Morse 
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Jordan Motzkin 
Mark Moulton 
Anya Mullen 
Carolyn Murnaghan 
Jenny Murphy 
Maura Murphy 
Janeen Murray 
Jonah Nisenson 
Cody Nystrom 
Chad Oberdoerster 
Sara O'Brien 
Clayton O'Brien-Smith 
Patricia Odden 
Emma Ogley-Oliver 
Ishmael Nana Ogyefo 
Gayle Olander 
Jacklyn O'Neil 
Laura OReilley 
Greg Ostroff 
Susan Parker 
Kristina Paster 
Cheryl Durr Patry 
Lark Paulson 
Caitlin Peerson 
Dave Perkins 
Fern Perkins 
Maria L Picard-Ami 
Dino Pinelli 
Tramaine Pinnock 
Karah Pino 
Lisa Pisano 
Jeff Plotner 
Donald Pollard 
Mara Prandi-Abra 
Stephen Pratt 
Roger Pritchard 
Gretchen Pritts 
Michael Puerini, M.D. 
Jeff Pyle 
Guillermo Quiroga 
Amanda Quraishi 
Tal Rachleff 
Kelley Ray 
Sue Reed 
Pen & Barbara Reed 
Tyson Reed 
Hapi Reeping 
Barbara Ribbens 
Christine Rich 
Laura Ridenour 
Thomas Rippner 
Johann Morris Roa 
Dean Robertson 
John Robinson 
Rod Rochambeau 
Rafael Rodriguez 

Edouard Rollet 
Alan Ross 
Norman Rossman 
Corinne Rothblum 
Cheyenne Sabad 
Sheila Samuelson 
Alejandro Sanchez 
Lilia Patricia Sanchez 
Karen Sattler 
Jamie Saunders 
Michael Schilling 
Liz Schlegel 
Cynthia Schlegel 
Kyley Schmidt 
Harold Schwartz 
Tina Scully 
Tiina Seppalainen 
Ellen Shepard 
Derek Shiels 
Lisa Shimko 
Laurel Shoemaker 
Dave Shukla 
Lora Silver 
Nancy Sloan 
Wendy Smallridge 
Harriet Smartt 
Tim Smith 
Amber Smith 
Timothy Smith 
Bernard Smith 
Julia Smith 
Mary Alice Smith 
Trent Smither 
Mark Smithivas 
Larry Snyder 
Alan Someck 
Jill Sonka 
Mark Spalding 
Brynne Speizer 
Rowan Spivey 
Lara Stack 
Evan Stafford 
Alli Starr 
Geri Stengel 
Andrea Sterling 
Justin Sternberg 
Carl Sterner 
Grace Stevenson 
Gregory Stiverson 
Gary Stoddard 
Leslie Strebel 
Sarah Styron 
Elaine Sullivan 
David Sungarian 
Jaime Sutherland 
David Sutton 

Craig Swanson 
Ed Sweet 
James Switzer 
Helen Tadeo 
Cassie Taylor 
Jaime Tenny 
Paul Terry 
Peter Throop 
Steven Tiell 
Brad Torchia 
Cecilia Torres 
Carter Tracy 
Rhianna Trefry 
Natasha Tuck 
Robert Turkewitz 
Elizabeth U 
Kalyan Uprichard 
Desa VanLaarhoven 
Julio Vasconcellos 
Paula Vigneault 
Jose Villares 
Dan Vy Vu 
Jain Wager 
Faye Walsh 
Janey Ward 
Kristin Ward 
Elizabeth Wareing 
Sarah Warthen 
Michael Weaver 
David Weckler 
Victor Weisberg 
Nancy Wheeler 
Chris White 
Michael Whitehead-Bust 
Diane Whitman 
Tom Wichser 
Patricia Wilfert 
David Will 
Beth Willia 
Richard Williaon 
Barbara Wilson 
Jeff Wise 
Lindsey Wolf 
Dave Woodward 
Michael Woon 
James Workman 
Josh Wright 
Gina Wu 
Angelique Xanthopoulos 
Logan Yonavjak 
Jennifer Zimberg 
Neela Zinsser 
Jennifer Zorland 
Marc Zorn 
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ABSTRACT 

Within contemporary feminism, common approaches to feminizing the economy involve 

adding a sphere or sector or attributing a monetary value to women’s unpaid labor. Each 

of these approaches is interested in creating an accurate representation of the real or 

‘whole’ economy. But these representations are in the same lineage as mainstream 

economic conceptions; the economy remains a bounded entity that can be known by 

enumerating its parts. The ‘adding on’ and ‘counting in’ strategies employed by feminists 

complete the picture of what is needed to produce social wellbeing but do not necessarily 

help us think differently about how goods and services are or might be produced.  

 

In this paper, we ask how feminist economic theory might contribute to envisioning or 

enacting alternative economies. We find answers to this question through reading feminist 

interventions for glimmers of a deconstructive project that opens ‘the economy’ to 

difference. Pursuing these glimmers we attempt to insert the possibility of noncapitalist 

forms of economy including economies of generosity, nonprofit businesses, worker 

collectives and alternative capitalist enterprises impelled by a social or environmental 

ethic.  In place of the view of the economy as a whole comprised of a pre-estab lished 

number of parts or sectors, we begin to see the economy as a discursive construct that can 

be reconstructed to contribute to social transformation.  

 

Keywords: feminist theory, economic geography, diversity  
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Introduction 

Feminists have long seen ‘the economy’ as a gendered site.  In the nineteenth century 

writers like Charlotte Perkins Gilman and Harriet Taylor Mill focused on the exclusion of 

many women from paid economic activity and women’s consequent economic 

dependence on men.  In the twentieth century the emphasis shifted somewhat to the 

exclusion of women’s unpaid economic activities, like housework and childrearing from 

understandings of economy.  In this paper we bring together the work of a range of 

contemporary feminists examining the approaches used to redress the exclusion of 

women, the different metaphors and strategies drawn upon to feminize the economy, the 

political concerns that set the context for each approach and their effects.   

 

In terms of our own political location, this paper is part of a larger project in which 

feminist theorizing and empirical research has been an inspiration and guide to help us 

make visible and promote non-capitalist forms of economy. Our interest is in developing 

alternative ways of thinking economy outside of dominant capitalocentric conceptions. 

Such conceptions position non-capitalist economic activities with respect to capitalist 

economic activities in the same way that woman is positioned with respect to man in a 

phallocentric symbolic order—as the same as, a complement of, subordinated to  (and we 
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have added contained within) the dominant term (Gibson-Graham, 1996:35).i A concern 

to liberate the subordinate term from the inevitable structure of valuation associated with 

phallo/capitalo-centric logic motivates our interest in the ways other feminists have gone 

about rethinking economy.   

 

Within contemporary feminism we can identify a number of different but related 

strategies of feminizing the economy. All seek to bring about some sort of change in 

policy or economic practices.  All employ a discursive politics, producing the ‘whole 

economy’ in terms of new metaphors of representation along with techniques of 

enumeration that will bring into view something which has been previously hidden.  In 

this paper we problematize this strategic quest for completeness by setting it along side a 

deconstructive strategy, comparing the different politics that emerge from each.  

 

Metaphors of Economy  

Feminist rethinkings have responded to the exclusion of feminized activities from the 

economy by challenging and shifting the boundary between what is considered economic 

and non-economic. In doing so they have worked within a discursive terrain that sees the 

economy as a bounded whole that is transparent and knowable. Mary Poovey (1996) 

traces the emergence in the late sixteenth and early seventeenth centuries of an economic 

domain separate from politics and theology.  Writing in 1623, Edward Misselden, a 

prominent English merchant, conceived “an abstracted economy . . . literally realized in 

the form of a giant glass globe that the king can enter and consult at will” (p. 4).  He 

proposed that merchants, with their newly developed double-entry bookkeeping system of 

accounting, were able to keep track of the ebb and flow of goods and bills of exchange 
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and provide accurate economic advice to the king as he contemplated the management of 

trade and commerce from within his giant glass sphere.  

 

With the formal academic definition of political economy as “the study of any activity 

relating to the production and distribution of wealth”, Gillian Hewitson notes that the 

political economist Nassau Senior, writing in 1836, included the “study of female labour 

market activity ..[as].. within the scope of political economy” but “excluded female 

activity within the home”, “since the former and not the latter result in transferable 

objects for an explicit exchange price” (2001:6). If the activity of women in the 

household was not considered wealth-generating, it was not completely ignored by 

political economy. Drawing on organicist metaphors prevalent in the field of nineteenth 

century evolutionary biology, Marx, for example, saw household activities as important 

forms of social reproduction  that supported and sustained capitalist economic production  

but did not quantitatively contribute to capital accumulation (Gibson-Graham, 1996:100).    

 

Timothy Mitchell (1998) drawing on Mirowski (1987) attributes the contemporary idea of 

‘the economy’ as a separate, closed and self-regulating system with distinct physical 

dynamics like equilibrium, stability, elasticity and inflation to the emergence of physics 

as a coherent scientific discipline in the late nineteenth century (p. 85).  Importantly, he 

identifies two processes through which this self-contained sphere of the economy has 

today become fixed and self-evident (p. 92).  One involves what we saw Senior doing in 

the nineteenth century, that is, excluding what does not belong to the economy, for 

example, the household or the state, thereby defining certain areas of social life as “non-

economic” (p. 92).  The other involves what Poovey saw the merchants of the seventeenth 

century doing, counting and measuring everything within the ‘economic’ sphere.  In the 
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twentieth century measures such as Gross Domestic Product and Gross National Product 

powerfully reinforced the idea of a distinct and measurable economic space.   

 

Feminist thinkers interested in enlarging the scope of the economic have challenged these 

processes of exclusion and measurement head on by proposing strategies for adding on 

and counting in activities that have been ignored or hidden.  We turn now to examine 

some of the strategies they have used to re-present and re-enumerate the economy. 

  

 
Expanding the ‘Whole Economy’ 
 

Adding On 

Feminizing the economy has firstly involved adding a new sphere to market production 

and exchange, or what is formally recognized as ‘the economy’.  The economy is thus 

expanded by conceptualizing it as a dualistic whole comprised of a masculinized realm of 

paid work and a feminized realm of unpaid domestic, child-based, nurture-oriented, 

voluntary and community work. These two realms have been named and conceptualized 

in different ways. 

Production and reproduction 

Drawing on socialist feminist analysis, economic geographers such as Suzanne McKenzie 

and Damaris Rose proposed that what is usually thought of as the economy, the sphere of 

production , is only half the picture (1983). Missing is the sphere of reproduction which 

consists of women’s unpaid domestic and community work as well as home work for the 

market, associated with the social reproduction of labour power. Feminist geographers 

argue that the sphere of reproduction is necessary for a more complete understanding of 

the capitalist economy because without the reproduction of labour power on a daily and 
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generational basis productive activities would grind to a halt.ii Given its Marxist lineage, 

this expansion of the economy reinforces an organicist image of a capitalist economic 

system with life-like capacities for reproduction and death.   

Hand and heart 

In The Invisible Heart: Economics and Family Values (2001) Nancy Folbre argues that 

market economies are sustained by caring and nurturing activities that she associates with 

the heart. She writes “We must stop assuming that norms and preferences of caring” for 

others come from “ ‘outside’ our economic system and can therefore be taken as given” 

(p. 210).  While Adam Smith wrote in The Wealth of Nations of the invisible hand of the 

market that ensured the supply and demand of goods and services through competition he 

also believed in the moderating effects of human benevolence, which he elaborated in The 

Theory of Moral Sentiments.  Since Smith’s time, however, the unbridled pursuit of self-

interest through the market has eroded values of care, obligation and reciprocity.  Folbre’s 

remedy is to include within the economy both the monetized values exchanged by the 

invisible hand of the market and non-monetized values generated and distributed by the 

invisible heart of care (p. 231).   

Exchange and gift  

In For-Giving:A Feminist Criticism of Exchange (1997) Genevieve Vaughan talks of the 

gift paradigm that “emphasizes the importance of giving to satisfy needs”, that is “need-

oriented rather than profit-oriented” (p.30) and that coexists alongside the exchange 

paradigm where “calculation and measurement are necessary” and transactions are “ego-

oriented rather than other-oriented” (p.31). For Vaughan gift giving is an  extension of 

mothering and nurturing and is a practice that resists measurement and calculations of 

commensurability. The relationship she sketches out between the two paradigms is one of 

plunder, rather than prolonged sustenance, as relations of exchange and commodification 
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invade realms where the emotional and nurturing labour of mothering /gift-giving once 

prevailed.iii   

Icing and layer cake 

Feminist environmental and community activists such as Hazel Henderson (1991) and 

Barbara Brandt (1995) also add to the economy demonstrating how so-called productive 

economic activities depend on a set of currently invisible processes.  Henderson’s 

representation of the ‘total productive system of an industrial society’ as a triple layer 

cake with icing has been taken up by many (e.g. Brandt, 1995). The bottom non-

monetized layer of the economic cake is mother nature whose gifts are shared and largely 

unaccounted. The second layer of non-monetized economic activities is the “social 

cooperative” (variously subtitled the counter, love or informal economy) in which unpaid 

labour is given, shared and volunteered.  Upon these two layers rests a third layer with 

icing—the whole cash economy, divided into an underground economy, the public sector 

and finally the private sector, the “official market economy” that is merely the icing on 

the cake.  The argument goes that traditional economics focuses on the icing and what is 

immediately under it (the public sector) while ignoring the bottom two layers, yet it is 

these two layers that make possible and sustain the public and private sectors. While 

Henderson’s image represents the economy as having multiple sectors, the 

montetized/non-monetized (or in Brandt’s terms visible/invisible) dualism remains a 

major conceptual division.iv   
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Figure 1 Hazel Henderson’s Layer Cake With Icing 
 
 
 
 

 

 

Counting In  

As we have seen, from the seventeenth century on instruments of measuring economic 

activity have been developed. Today, the United Nations System of National Accounts 

measures national production and growth by accounting for national expenditure (on 

items like consumption, investment, government purchases) and income (derived from  

items like wages, rent and dividends) (Waring 1988).  So too feminist approaches to 

economy propose that the ‘whole economy’ can be understood through accounting for the 

full range of economic activities in different sectors.  

 

In Counting for nothing: what men value and what women are worth  (1988) Marilyn 

Waring proposes that women’s unpaid work be counted by giving it a monetary value and 
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including this valuation as part of Gross Domestic Product. Economists such as Duncan 

Ironmonger have taken up this challenge and have estimated that, for example, in 

Australia the value of goods and services produced in households by unpaid workers is 

almost equivalent to the value of the goods and services produced by paid workers for the 

market (Ironmonger 1996).v This type of imputed value accounting involves 

reconceptualizing the economy to include a new sphere of activity. Ironmonger argues 

(and here it is interesting to note how imagery drawn from physics persists):   

Our present statistical telescopes with which we view work, employment 

and economic value are faulty.  Their design does not allow light to be 

reflected off the household . . . This defect in our measuring instruments 

means that we see only the market part of the economy.  In reality the 

economy has two parts, a market section and a household section; both are 

essential for the economy to function effectively. (p. 59) 

Ironmonger proposes that the value of unpaid household work be called Gross Household 

Product (GHP).  And he argues that the System of National Accounts should be revised 

so that the total measure of economic performance, Gross Economic Product, be 

“comprised of Gross Household Product and Gross Market Product” (p.38-9).   

 

Nancy Folbre also makes a strong case for including, counting and giving economic value 

to what are currently seen as non-economic activities. She proposes indicators of 

‘economic health’ to supplement the Dow Jones Index such as the Dolly Jones Index that 

tracks changes in the imputed value of time people work in their homes and communities. 

At the same time, she is wary of reducing “the value of everything we do to a dollar 

estimate, particularly where care-giving is concerned” (p. 66).  
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Taken together all of the feminist approaches of adding on and counting in  aim to 

demonstrate the importance of what were once thought of as non-economic activities – 

housework and other unpaid work, caring and nurturing activities, the building of social 

relationships and networks, and even ‘mother nature’.  They argue that the economy, as it 

now stands, is not the self-contained and autonomous sphere that is usually assumed but 

is lacking and incomplete.  The overarching feminist strategy has been to make this 

concept complete and whole, to add to it all the missing parts.vi  As such, the feminist 

approaches discussed thus far are located within the same lineage or genealogy as 

traditional conceptions of the economy that have constructed it as a bounded entity that 

can be known by enumerating the various parts that make up the whole.  

 

Politics of the Whole 

Feminism has produced a representation that aligns the feminine with domestic 

production/the sphere of reproduction/the gift economy/the economy of care, but that 

separates this and opposes it in some way to the market or the sphere of production that is 

aligned with the masculine. Each part of the whole tends to be seen as distinct and 

arranged in opposition to the other. The strategy of ‘completing’ the economy has 

implications for emancipatory and transformative projects like feminism and left politics.   

 

For those who adopt a conservative feminist politics, the feminized economic domain is 

understood as equal to the masculinized domain.  The task is to explain the dynamics of 

the hitherto  unrecognized economic sphere and bring about a shift in policies to eliminate 

the disadvantages that women face because of their association with one particular sphere 

of economy.vii   
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For those who adopt a liberal or leftist stance the association of the feminine with the 

domestic realm has been seen as a key source of women’s oppression that might be 

overcome by ensuring that women have the same access as men to the market sphere or 

sphere of production.  From this political vantage it is difficult to imagine that 

domesticity might contain emancipatory potential, for women’s liberation is to be secured 

largely by renouncing that part of the economy associated with the feminine. The growing 

divisions between women who work in well-paid jobs outside the home and women (who 

in the US are frequently illegal migrants) employed as their domestic workers can be seen 

as one “unintended side-effect” of feminism’s focus on getting women “out of the home” 

(Mattingly 1998, 1999).   

 

For others more attracted to a radical feminist reversal of masculinist valuations the 

invisible layer, the feminine realm, or the gift paradigm is seen as holding the key to 

salvation, while the visible layer, the masculine realm, the exchange paradigm, contains 

the seeds of societal devastation.  In the layer cake model, for example, the icing and top 

layer are seen as masculinized, money-making and exploitative, while the bottom two 

layers are seen as feminized, governed by need and non-exploitative relationships. This 

compartmentalizing of the economy makes it difficult to imagine that market-based 

production might contain any features of worth, and that the social cooperation sector 

might, for example, produce inequitable relationships.  In these dualist models of 

economy one side of the binary is privileged as the source of emancipation while the 

other side is renounced. If you like, one of the legacies of the double-entry bookkeeping 

system is the desire to account for the world in terms of a ledger with credits on one side, 

debits on the other.  
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Underlying all these stances is the view that a more complete representation of the 

economy will inform a political transformation. In the epilogue to her book, Marilyn 

Waring takes it further asserting that ‘the system could not stand the pressure [of fully 

enumerating women’s economic contribution] and would be transformed by the 

additions’ (p. 256).  She suspects that the strategy of counting in will bring about the sort 

of economic revolution advocated by radical feminists; in Audre Lorde’s terms, Waring 

hopes to use the tools of the master to dismantle the master’s house.  

 

But can the feminist political project be this simple? 

 

We are concerned with some of the consequences of the realist project of analytic al 

completion and empirical measurement that characterizes much feminizing of the 

economy. And we are wary of expecting that by producing a more complete 

understanding of what is included in the economy a transformative feminist politics will 

be enacted.  

 

In our view a representational politics is not necessarily strengthened by recourse to an 

empiricist argument about inclusion and accuracy. Indeed the attempts by mainstream 

economics to redress the invisibility of women’s work through, for example, Gary 

Becker’s ‘new home economics’,viii or the World Bank’s advocacy of social capital, point 

to entirely acceptable and depoliticized (in feminist terms) efforts to enlarge the scope of 

the economy. It seems that the strategies of adding on and counting in might fall short of 

generating a feminist politics of transformation. They add to the picture of what 

contributes to the production of goods and services but they do not necessarily help us 

think differently about the economy. Furthermore, by staying within a binary framing of 
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economic activities (masculinized/market and feminized/household, etc) the ‘added in’ 

sectors, though recognized and counted, remain locked in the subordinate, under/devalued 

position vis a vis the ‘core’ economy. It is hard to extrapolate from this vision a positive 

politics of transformation that really shakes up what we think of as economy and helps us 

to enact economy according to feminist economic ethics (whatever they might be).   

 

Deconstructing the Economy 

Hazel Henderson’s promotion of an alternative economics that might enable ‘a saner, 

more equitable, gender-balanced, ecologically-conscious future’ (1995, p.9) comes 

closest to the kind of project that interests us—of imagining and enacting alternative or 

noncapitalist ec onomies. Both Henderson and Brandt offer examples that open up ‘the 

economy’ to difference.  Consistent with her interest in renewable energy sources 

Henderson uses the environment as an axis of differentiation within the monetized 

economy to distinguish between green and brown capitalist enterprises.  For example, she 

distinguishes between traditional businesses that have no interest in 

environmental values, and the ‘contrarians’: ‘mostly smaller, younger, 

innovative enterprises, investment funds, venture capitalists and investors 

already positioned in the cleaner “greener” social markets of the 21st 

century. (1998, p. 8).   

Brandt on the other hand identifies what she calls ‘empowering businesses’—those 

enterprises that empower people as an integral part of their economic activities.  As she 

points out these businesses may be small or large, privately or cooperatively owned, 

profit-making or not-for-profit, organized by private individuals, community groups, 

religious organizations, government agencies or a combination of any of these (1995, p. 

113).  Through her interest in community activism and empowerment, Brandt opens up 
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the economy to multiple axes of differentiation that include a variety of styles of decision-

making, forms of ownership and organization, and emphases on profit or other core 

values.  In so doing she provides a picture of a diverse economic landscape made up of all 

sorts of capitalist and non-capitalist enterprises.   

 

In all these moves a rigid and oppositional dichotomy is dissolved.  It is possible to see 

greater diversity within the layers of the economic cake and, importantly, we think, 

connections across what were previously thought of as separate and opposed layers.  The 

multiple axes of differentiation that Brandt identifies suggests that economic practices 

and enterprises can be conceived as having multiple identities, rather than a singular and 

essential identity that places them on one or the other side of the ledger.ix   

 

The work of Henderson and Brandt provides an example of deconstructing ‘the 

economy’, as well as adding to it.  They take characteristics more readily associated with 

the non-monetized part of the economy, ‘mother nature’ and ‘social cooperation’, and 

find these within the monetized part of the economy.  In so doing they provide insights 

into the variety of ways goods and services might be produced in the market sector 

outside of mainstream capitalist firms—through nonprofit initiatives, cooperatives, 

alternative capitalist enterprises that operate according to a social or environmental ethic.  

This strategy resonates with our own efforts to represent a diverse economy in which 

multiple and unfixed economic identities can be conceived (see Figure 2). 
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Figure 2 A Diverse Economy 
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 In our representation, the economy is emptied of any essential identity, logic, organizing 

principle or determinant.  In place of the view that the economy is a whole comprised of a 

pre-established number of parts or sectors, we see the economy as an open-ended 

discursive construct made up of multiple constituents. Our first stab at conceptualizing 

the radical diversity of economic relations has been in terms of the coexistence of  

• different kinds of transaction with their multiple calculations of commensurability  

• different ways of performing and remunerating labour    

• different modes of economic organization or enterprise with their multiple ways of 

producing, appropriating and distributing surplus labour 

In the diverse economy we cannot easily read off credits and debits but are forced to 

inquire into the specific conditions of any economic activity before we can advocate or 

oppose it. While this renders the project of political transformation more complex, it does 

not preclude proposing interventions inspired by feminism. 

  

To illustrate this point consider the many ways and contexts in which the caring labour of 

childcare is practiced in the diverse economy.  Figure 3 describes a range of possible 

situations in which the ‘work’ of childcare is done.x Many of these locations outside of 

the traditional household where mothers care for children (unpaid, unregulated and 

traditionally undervalued) have arisen as a result of feminist struggles. Certainly in 

Australia the community cooperative childcare movement, successful agitation for 

government-funded childcare and community trade networks and baby-sitting clubs are 

directly attributable to a variety of different kinds of feminist politics. That the corporate 

sector has responded with capitalist childcare and domestic service agencies is likewise a 

by-product of the feminization of the paid workforce. The diversity of economic relations 

that currently characterize child care-giving reflects the unparalleled success of a  
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Figure 3 The Diverse Economy of Childcare  
  
 

Transactions Labour  Organizational Form  

 
MARKET  

 
• Domestic service market 
• Childcare market 

 

 
WAGE 

 
• Hired housekeeper 
• Worker in corporate 

childcare centre 

 
CAPITALIST 

 
• Body-hire agency eg Dial 

an Angel Inc. 
• Work-based childcare 

center 
• Capitalist childcare centre 
 

 
ALTERNATIVE 

MARKET 
 
Local trading systems 
• Childcare offered on LETS 

network 
Alternative currencies 
• Baby-sitting club (hours 

calculated) 
Underground market 
• Cash-in-hand to 

neighbourhood teens 
Barter 
• Direct and equivalent 

exchange of childcare 
hours 

 
ALTERNATIVE  

PAID  
 
Cooperative 
• Childcare cooperative 

worker 
Self-employed 
• Family day care mother 
Indentured  
• Domestic servant who is an 

overseas contract worker 
(paid in cash and kind) 

In kind 
• Live-in student who does 

childcare in return for 
room and board  

 

 
ALTERNATIVE  

CAPITALIST 
 
Environmental ethic 
• Steiner kindergarten  
Social ethic 
• Religious kindergarten 
State enterprise 
• Community based 

(government funded) 
childcare centre 

 
NON-MARKET 

 
Household flows 
• Parents sharing childcare 
Gifts 
• Family and friends offer to 

baby sit 
Indigenous exchange 
• Child ‘given’ to kin to raise 
 

 
UNPAID  

 
Family care  
• Care at home by parents 
Volunteer 
• Childcare by friends and 

neighbours 
• Volunteer-provided care at 

church, meetings 
 

NON-
CAPITALIST 

 
Communal 
• Childcare cooperative 
Independent 
• Family day care 
Feudal/Peasant 
• Extended family with 

obligatory childcare 
 



 19

transformative feminist economic project which has multiplied the options for how 

women and men raise children in our society as well as achieving other interests and 

objectives.xi Within this diverse economy on both sides of the market/non-market, 

paid/unpaid, capitalist/non-capitalist divides there are opportunities for economically 

exploitative and emotionally oppressive conditions as well as fair and emotionally 

creative ones. It seems to us that a feminist economic politics would champion the latter 

in all locations of the diverse economy in which childcare is performed.  

 

To take this point one step further we join with Henderson, Brandt and Matthaei (2001) in 

suggesting that a transformative feminist economic politics might advocate the 

proliferation of diverse economic forms that promote in all sectors of goods and services 

provis ion what Brandt calls the “positive social values and self-directed structure” of the 

invisible economy (1995, p.55). In all economic activities across the board we could 

promote the valuing and strengthening of traditionally coded ‘feminine’ qualities such as 

nurture, cooperation, sharing, giving, concern for the other, attentiveness to nature, and so 

on, as well as traditionally coded ‘masculine’ qualities such as independence, 

experimentation, leadership and adventurousness. We are particularly committed to 

strengthening the viability of non-capitalist activities in which social surplus is 

communally produced and distributed on the basis of ethical principles to collectively 

decided upon ends.xii  Our interest is in fostering an economy in which the 

interdependence of all who produce, appropriate, distribute and consume in society is 

acknowledged and built upon.   

 

There can be no doubt that feminists have produced a truly inspirational figure/ground 

shift in how we see the economy. Our emerging feminist economic politics takes 
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sustenance from the incredible insights of feminist interventions that have, in so many 

different ways, forced a recognition of the creativity, productivity, resilience and 

solidarity of that half of the economy that has traditionally not been seen or accounted for. 

Feminizing the economy via the deconstructive move extends this powerful 

representational politics in a different direction, opening up a myriad of ethical debates in 

all nooks and crannies of the diverse economy about the kinds of worlds we as feminists 

would like to build.  
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ENDNOTES 

                                                 
i See Grosz, 1990 for the concise elaboration of phallocentrism upon which our conception of 
capitalocentrism was modeled.    
 
ii Early analyses saw the sphere of reproduction as a dependent creation of capitalist development that 
changed in response to changes in the nature of capitalist production (e.g. Mackenzie and Rose, 1983). 
Later analyses emphasized a more open set of determining relations between the two spheres (Mackenzie, 
1989; Parr, 1990). Outside of geography other socialist feminists had theorized the dualism in terms of 
different modes of production—the capitalist and the domestic (or patriarchal) modes of production 
(Delphy, 1984; Folbre, 1987). This allowed for more independent dynamics of articulation (rather than 
dependence) to be posited between the two spheres/modes. 
 
iii Of course there is a much more extensive literature on the gift within mainstream anthropology in which 
the dualism between gift and exchange is not necessarily mapped onto gender difference, nor is the study of 
gift-giving used to rethink notions of economy. Recent ‘non-feminist’ attempts to do the latter by focusing 
on the gift include Gudeman (2001) and Godbout (1998).  
 
iv For Henderson it seems that almost everything is part of ‘the economy’. The same could be said of the 
recent ‘non-feminist’ conceptualizations of social capital.  Along with economic capital, human capital and 
natural capital there is now social capital—that network of social relationships based on trust and 
reciprocity on which effective economic development and growth are seen to depend.  Building social 
capital, it is argued, builds economic capital (Woolcock, 1998).  Use of the term capital shifts the boundary 
between the economic and the non-economic in such a way that social relations are included as part of ‘the 
economy’.  
 
v See Luxton, 1997 for some international comparisons. 
 
vi It is interesting to note how the metaphor of wholeness reoccurs in this literature.  Barbara Brandt’s book 
is entitled ‘Whole Life Economics’ and includes a chapter on ‘Discovering the whole economy’, and 
sections on ‘Men reaching for wholeness’, ‘Women reaching for wholeness’.  Likewise one of Hazel 
Henderson’s chapters is subtitled ‘Re-membering wholeness’; and Marilyn Waring has a chapter on 
‘Glimpsing the whole’.  
 
vii This leads to a range of interventions from supporting ‘women who want to be mothers’ to assisting 
women to become entrepreneurs. 
 
viii The argument is that women’s work has been included in economic theory since the 1960s when the neo-
classical paradigm was extended “to add time to the resource constraint faced by the household, permitting 
the integration of labor economics and home economics through a unified theory of economic decision 
making”. Hence “decisions such as those to have children and the allocation of market and non-market 
work within the family could be theorized as the utility-maximizing choices of families” (Hewitson, 2001, 
p.7). 
 
ix In Vaughan’s work we can see a similar deconstructive move when she identifies the many forms of gift-
giving that take place in the mainstream exchange economy. While it might be a stretch of the imagination 
to construe the extraction of surplus value by capitalists from workers as a gift, it is less so in the context of 
worker cooperatives when, for example, decisions are taken to distribute part of the surplus generated by 
the business to the community or to members who are building houses, rather than to plough it back into 
business expansion. Similarly we could take Folbre’s work and inquire into the ways in which the 
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characteristics of the invisible heart—care, obligation and reciprocity—inform transactions otherwise 
governed by the invisible hand of market.   
   
x It should not go unremarked that feminist geographers have produced some of the most insightful 
empirical analyses of many of these sites in which caring labour is performed. See, for example, Gregson 
and Lowe (1994); Hansen and Pratt (1995); England (1997).  
 
xi This is not to ignore the significant threats currently posed by so-called family-friendly governments to 
the viability of this diversity, especially where community-based and cooperative child care is concerned. 
 
xii Our recent paper on the Mondragon Cooperatives has begun to flesh out one guiding framework for 
enabling ethical economies (Gibson-Graham, 2003).  
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I N T R O D U C T I O N

Co-ops reflect the triumph and struggle of democracy. . . . Disagreement
and conflict are as much a part of democracy as the power of collective
action. Managing disagreement and resolving conflict in a productive
fashion are part of crafting an effective democracy. 

While everyone knows the consequences of destructive conflict, the
advantages of constructively managed conflict include greater
understanding, enlightenment, and consensus.

—Bob Greene and Heather Berthoud, Berthoud/Greene Consultants

PURPOSE OF THIS MANUAL

Multi-stakeholder cooperatives (MSCs) are co-ops that formally allow for governance by

representatives of two or more “stakeholder” groups within the same organization,

including consumers, producers, workers, volunteers or general community

supporters. Rather than being organized around a single class of members the way that most

cooperatives are, multi-stakeholder cooperatives enjoy a heterogeneous membership base. The

common mission that is the central organizing principle of a multi-stakeholder cooperative is also

often more broad than the kind of mission statement needed to capture the interests of only a

single stakeholder group, and will generally reflect the interdependence of interests of the multiple

partners.

Multi-stakeholder cooperatives are the fastest growing type of co-op in Quebec, which itself is

home to one of the most productive and vibrant cooperative development sectors in the world.

There is also evidence of the increased use of this model in many European countries and growing

interest in this form of co-op in the United States as well. While it is only in the last 20 years that

this model has had formal legal recognition in various national or regional laws, the idea of

involving a broader community in a cooperative venture is of course much older than that. Italy
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was the first country to adopt a multi-stakeholder statute in 1991 after two decades of experimentation

on a local level.

In Europe and Canada, multi-stakeholder co-ops are typically formed to pursue primarily social

objectives and are particularly (although by no means exclusively) strong in the areas of healthcare and

social services. In the U.S,. sustainable food systems has been a particular area of interest for multi-

stakeholder cooperative activity. This kind of multi-member cooperative venture can also be found in

childcare, healthcare and brewing. Most multi-stakeholder cooperatives that have been formed in the

U.S. are quite small, but in Quebec some are larger enterprises and in the U.S. one nonprofit

corporation governed by multi-stakeholder model has revenues of several billion dollars. 

The simplicity of the definition—members of two or more parties joining together to travel a

common path—belies the complexity of the practice. Consciously choosing to focus on commonalities

rather than differences does not necessarily come naturally to people, and there are few accessible role

models for this approach in the business sector. Replacing animosity or indifference with understanding

and common purpose requires a set of communication and interpersonal skills that many of us may be

unsure we possess. Because of this, some co-op observers have fretted about the potential for high

transaction costs in a multi-stakeholder approach and have predicted failure. Interestingly, however,

recent research from Canada suggests that such conclusions are not supported by empirical evidence,

and in many diverse situations, multi-stakeholder cooperatives are thriving.1

What we do know is that despite a considerable lack of information and support, interest in this

model is unabated and the number of multi-stakeholder co-ops actually formed continues to grow. The

purpose of this guide is to provide some basic information about a range of issues for those considering

a multi-stakeholder approach to their enterprise, while welcoming the development of additional

resources in the future as the practice of multi-stakeholder cooperatives becomes more widespread.

THE BASICS

A co-operative is an autonomous association of persons united voluntarily
to meet their common economic, social, and cultural needs and aspirations
through a jointly owned and democratically controlled enterprise. 

—International Cooperative Alliance

What Is a Cooperative? 
Throughout this guide, we assume a basic knowledge of the cooperative business structure. For

those who are new to this kind of enterprise, the cooperative principles are included as Appendix A to

this manual, while a basic primer on “What is a Cooperative?” is included as Appendix B.

The Unique Place of Multi-Stakeholder Cooperatives
The standard way to differentiate a cooperative from alternate forms of business enterprises is to

ask the fundamental questions of: “who owns it, who controls it, who benefits from it?” With a

2 Solidarity as a Business Model

1 See Leviten-Reid, C. and Fairbairn, B. “Multistakeholder Governance in the Social Economy:
Towards a New Framework for Research,” working paper.
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cooperative, the answer to all three of these

questions is the same—the cooperative is

owned and controlled by the members who

benefits from its services. Typically,

cooperatives have drawn their membership

from a single class of stakeholders—producer

cooperatives are owned by producers, worker

cooperatives by workers, consumer

cooperatives by consumers etc. In fact, in the

U.S. some state statutes even limit the ability

of cooperatives to be structured in any way

but to the benefit of a single class of

constituents. Even in the absence of legal

constraints, some observers have questioned

whether it is ever possible to reconcile the

inherent conflict of interest between actors

representing different ends of the supply and

demand continuum—to unite producers, for

example, who it could be assumed would

want the highest prices to be paid for their

product and consumers who would want the

lowest price. 

Such a simplistic analysis forgets, however, that even a single constituency cooperative model masks

what may well be a lively set of differences between members of a common class. Large and small

producers, for example, often have very different needs of their cooperative, and the services demanded

by one set of members may be useless at best for another. And credit unions, one of the largest and

strongest of cooperative sectors worldwide, necessarily embrace on a daily basis the conflicting interests

of borrower-members who desire low interest rates and depositor-members who favor high interest

rates.

A multi-stakeholder cooperative is one where such differences of perspective and experience are

not only tolerated, but embraced. Multi-stakeholder or multi-membership cooperatives consciously

chose to draw membership from two or more classes of constituents, be they producers, consumers,

workers, or simply community supporters who may have little or no direct role in daily operations of

the enterprise. Such cooperatives represent a diversity of interests, but a commonality of need or

aspiration on the part of the stakeholders, capturing a range of types of interests and impacts that an

organization has, while recognizing the interdependency between them. In Quebec, such cooperatives

are called “Solidarity” cooperatives specifically to recognize their organizational basis to bolster

commonalities rather than solidify differences. In fact, all multi-stakeholder cooperatives everywhere

could be said to be practicing “Solidarity as a business model.” 

And indeed, choosing to focus on common interests rather than divergent ones is as rational a

choice as any. While it may be easier to characterize each stakeholder class as a single interest group,
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“Solidarity (multi-stakeholder)
cooperatives represent a rearticulation
of the linkages between economic and
social spheres in an environment where
the global economy and new
technologies call for a potentially
unlimited mobility of capital, labour and
knowledge. The local roots of solidarity
cooperatives, which are owned and
operated by local actors for the benefit
of their members, represent an obstacle
to this de-local ization and maintain the
balance between local socio-economic
needs and the challenges and
opportunities presented by the local
economic system.”

Jean-Pierre Girard, Canadian expert 
on multi-stakeholder cooperatives
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reality is much more complex. In most situations, members or their families can claim allegiance to

more than one stakeholder category—they are workers, but also consumers or they are producers but

also community members. Different groups also may share important objectives, even if it seems their

direct interests seem to be opposed.  Parents may have an immediate interest in the lowest cost daycare

possible for example, while daycare workers may want the highest wages possible, but there is no

denying that both groups have a much larger common interest and stake in the effective and nurturing

care of children. And in fact, if one looks beyond the simple

transactional level, the evidence is quite clear from a systemic

point of view that good wages draw better quality caregivers

for children and results in less turnover. This benefits parents

both in their social objective of the nurturing of children and

in their economic objective of pursuing employment with

stable and dependable child care in place, so the economic

interests of the two parties may not in reality be as much

opposed as first seems. 

While such talk may sound like so much “kumbaya,” it has a sound basis in economic practice.

Producers and consumers, for example, may be assumed to have completely different economic needs

in terms of price, but they have a very compelling common interest in a rational and sustainable overall

system of supply and demand. After all, if there is no reliable supply of the product you want in the

marketplace, it doesn’t very much matter what the price point is. 

Similarly, it may seem like the town librarian has no particularly compelling interest in whether the

local sawmill shuts down—the librarian has no direct role in the that particular economic micro-system

and no apparent basis for interest. Yet in fact in a small community with few employers, it may make a

tremendous difference to every community member whether a major employer in town stays or goes.

No jobs, no tax basis, no library, no librarian. In such an instance, everyone in town is a “stakeholder,”

whether that role is formally recognized or not. 

The Boisaco case study on page 27 provides a compelling example of such a situation with a

successful cooperative solution. In this case, the people of the town of Sacré-Coeur, Quebec joined

together with foresters and millworkers to save a failing lumber mill which had already gone through

bankruptcy three times. Ownership of the new co-op was divided equally amongst the three groups.

Now, 25 years later, what has happened is that the community was not only able to save this single

production facility, but the co-op has since gone on to create several more successful subsidiaries,

securing over 600 new jobs for this remote village of 2,100 people.  Even in the worst of economic

times, there is full employment in the town of Sacré-Coeur because of the direct and indirect jobs

created by the cooperative and the full-employment philosophy under which it operates. 

The Boisaco co-op not only reversed the decline and secured the future of an existing economic

enterprise, it actually helped to create new business opportunities and new markets that had not been

envisioned before. What a multi-stakeholder co-op did in this case was to give outside supporters a

formal way to contribute to the success of an important enterprise, and thus to the economic health

and vitality of their community. What it also did is provide a means to bring together all the best

thinking from a wide range of interested parties, in this case with amazingly positive results. 

4 Solidarity as a Business Model

“Society as a whole benefits
enormously from the social ties
forged by those who chose
connective strategies in pursuit
of their particular goals”

—R. Putnam, Better Together, p. 269.
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“Transaction” vs. “Transformation”
Another way to understand the multi-stakeholder cooperative model is to consider the different

time horizon inherent in the solidarity approach. While a traditional price-driven business model

(whether cooperative or not) may be seen as primarily transactional, the multi-stakeholder cooperative

enterprise is often focused on being more transformational. Early cooperatives focused on correcting

blatant market failures—bringing electricity to rural America in the 1930’s is one primary example in

this country. Even bringing to market something as basic as safe, unadulterated food—the need that

spurred the formation of the original Rochdale Pioneers cooperative in 1849 and birthed the modern

cooperative movement—can essentially being seen as correcting market failure. Multi-stakeholder

cooperatives represent a more nuanced development. They have emerged recently not so much in

response to the complete lack of availability of a particular good or service in the marketplace, but

rather a rejection of the quality of an important good or service as it is presented in a conventional

investor-driven or government-controlled marketplace. When the perception of the absence of certain

desirable qualities is coupled with the confidence that it is possible for constituents to build a better

way themselves, a fruitful ground for multi-stakeholder cooperatives is born.  

Multi-stakeholder cooperators are not interested in single transaction or even season of

transactions, but rather in building a long term relationship based upon on a stable foundation of fair

pricing, fair wages and fair treatment for all parties. It requires all members to look beyond their

immediate short-term interests and join with their business partners to envision a system where

everyone’s interests will be met in different ways over the short-term and the long.

The difficulties inherent in creating such a new system should not be underestimated. Broader,

systems-based thinking is challenging in and of itself.

Particularly in the face of a dominant economic

system which values short-term results and elevates

the importance of price and profit at the expense of all

other variables, it takes courage and stamina to “buck

the system” in favor of a different, more holistic set of

principles and approach. When the original Group

Health doctors first aligned with consumers in the

1950’s to create a new kind of “patient-centered”

healthcare system that would eventually become

HealthPartners (see profile on page 37) they were ostracized by their peers for challenging the fee-for-

service medical model and called the “Commies on Como” for the street that housed their original

clinic. While Gandhi was undoubtedly wise when he said “you must be the change you wish to see in

the world” he did not say it would be easy. For that reason, it is vital that organizers of multi-

stakeholder cooperatives are cognizant of the financial and/or social pressures that operate on their

members, and do their best to minimize these. 

Sympathy or abstract ideas of a more cooperative economy may be enough to incent community

stakeholders, but it is rarely sufficient to engage constituents such as workers or producers whose

livelihood depends on the success of the co-op. Like any other successful co-op, the multi-stakeholder

cooperative must be able to provide tangible, meaningful benefits to members in the short-term to be

effective, even as it is trying to change overall market structures in the long term.
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DIFFERENT CLASSES OF MEMBERSHIP

Multi-stakeholder cooperatives can allow for as many different classifications of membership

as seems necessary, in practice as few as two or as many as eight. Different classes of

members will certainly have some similar interests, but likely not exclusively so. Yet they

will all share the same overall mission of the cooperative, which itself should be an articulation of the

benefit that the co-op intends to provide to members. Unlike in many traditional cooperatives,

differences will not only be tolerated but expected in the area of member contribution, with different

classes of members bringing their own unique set of knowledge, perspectives and resources to the table.

Members may also have a varying stake in the outcome of the enterprise and so governance rights

and/or economic returns may be parceled out in a manner that—while equitable in the context of the

cooperative and its objectives—may not be equal to one another.

The varying membership classes possible in a multi-stakeholder cooperative may be grouped into

three major categories—that of Cooperative User, Cooperative Worker, and Cooperative Supporter:

User Membership Classes

Consumers: Consumer cooperatives are perhaps the most common kind of cooperative in the

world, reaching millions of members worldwide. Cooperatives that are typically organized along

consumer lines include grocery stores, credit unions, healthcare and housing cooperatives. Consumer-

focused cooperatives have the advantage of a potentially very broad reach (all of us are consumers to

one degree or another) but the attendant disadvantage of an interest level or knowledge base among

members that is potentially quite shallow (we can all belong to lots of different consumer co-ops

operating in lots of different industries without actually knowing very much about how any of these

businesses are run). Since the role of consumer is inherent in any supply chain, from a market

perspective consumers bring a vital piece of knowledge and commitment to the cooperative, that of the

eventual purchaser of goods and services. 

Clients: Clients represent an important sub-set of consumers, that of recipients of vital services

such as daycare, home health care or other (primarily) health or social services. Clients’ relationship to

the cooperative is generally much more intense than that of ordinary consumers and their reliance on

its services more marked. A shopper can buy carrots anywhere, but the person who comes into a home

to provide home health care services is going to have a profound effect on the clients’ quality of life.

The PACE cooperative profiled on page 35, provides jobs for clients of its mental health services and

representatives of this client class have a majority voice on the board.

Families of Clients: Given their need for social services, some direct clients are not able because

of age (daycare) or ability to take on a direct governance role in a cooperative. In these cases, the

viewpoint of the client is often represented by their family members. While families have an important

perspective to bring to the table, it is important to understand that the point of view of clients and

families of clients are not necessarily identical. In certain instances, for example youth cooperatives or

social service cooperatives benefiting adults living with disabilities, it may be important to structure

specific governance roles—however limited—for the cooperative beneficiaries themselves that are

separate from their families, as a means to gain insights and build capacity.
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Institutional Purchasers: Another important sub-set of consumers is that of institutional

purchasers. In some cases, such as hospitals, nursing homes, or even restaurants, the purchaser of food

products is different from the person who will be ultimately consuming it. In these instances, it may be

important to craft a membership category to represent the interests and perspective of institutional

buyers because of the profound effect they may have on the chain of supply and demand. In the

Producers & Buyers Co-op profiled on page 32, for example, a local hospital played a pivotal role in

helping to rebuild the local food system by putting it’s substantial buying power to work through a

cooperative organized with local producers. Not only were the hospital’s purchasing dollars important,

but the clout of having such a well-regarded local institution as a founding member of the cooperative

helped to raise their profile in the local community and convince other healthcare and educational

institutions to get involved—something that producers on their own would have had a much more

difficult time achieving.

Producers: Another major class of traditional cooperative user-members is producers. Most often,

producers’ cooperatives have referred to agricultural producers, who band together to process and/or

market their goods. Producer cooperatives can also be formed by groups of artisans, however, or

anyone one else for that matter bringing a particular good to market. Similarly to the way consumers

bring the perspective of the “demand” side of the market equation to the table, producers bring the

“supply” perspective, including their intimate knowledge of sub-markets, supply channels, production

parameters and the actual cost of taking something from idea to reality. Producers’ commitment and

investment in the cooperative can vary from intensive to fairly superficial, depending upon the number

and ease of their alternative distribution and sales channels.

Groups of Producers: Depending on the industry, some multi-stakeholder cooperatives create a

different membership classification for groups of producers or aggregators of product as opposed to

individual producers themselves. Picturetank, for example, a French multi-stakeholder photography

cooperative profiled on page 30, has membership classifications both for individual photographers, and

for collectives of photographers who work together. 

Intermediaries: Processors, Distributors etc.: Another group of players that may warrant a seat

at the cooperative table are those individuals and businesses which help bring consumers and producers

together by processing, distributing, or otherwise handling product in important inter mediary stages.

Some cooperatives would simply hire such functions out, as they would many other tasks in their

production process. In other cooperatives however, these intermediary functions are viewed as vital

elements of local infrastructure necessary to build producer capacity and enhance the entire supply chain.

In such cases, having representatives from each element of the supply chain at the same table would be

deemed critical to the cooperatives success. Fifth Season Cooperative profiled on page 40 is an example of

a co-op where processors and distributors are each a separate membership class.

Worker Membership Classes

Workers: In places like Quebec which has specific enabling legislation for multi-stakeholder

cooperatives, workers are singled out as a special class of Stakeholder because of the central role they

play in the execution of the co-op’s vision and implementation of its strategy. Some practitioners find

that having workers (particularly non-management workers) serve on the board is difficult because it
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puts them in a potentially conflictual role when

it comes time to evaluate the chief executive.

Other cooperatives find that it is quite possible

to structure around these potential difficulties

by, for example, having an employee-director

recuse him or herself from sensitive personnel

discussions. Many find that the industry

information and perspective that can be

provided by a director who spends 40 plus

hours a week in pursuit of the cooperative’s

mission as opposed to a few hours a month is

invaluable. Some CEOs would be very

uncomfortable having an employee serve as a

cooperative director, and certainly it would take

a special kind of CEO to see the value of this arrangement and put it to use to the benefit of the co-op.

Many would argue, however, that it takes a special kind of CEO to manage a multi-stakeholder

cooperative overall, and that a leader with the communication and interpersonal skills to manage an

organization with many competing perspectives at the table would also be the kind of leader who could

productively handle having employees as directors as well. Eroski, the distribution arm of the famous

Mondragon cooperatives in Spain (page 35) is probably the largest multi-stakeholder cooperatives in

the world with half a million members and a board evenly divided between workers and consumers.

Weaver Street Market (page 29), one of the oldest multi-stakeholder cooperatives in the U.S., has made

use of a joint worker-consumer model for over 20 years. 

Professional Employees: Certainly many conventional corporations have the CEO serve on the

board of directors, and some companies, particularly smaller, privately held ones, might also have other

executive employees like the CFO or COO serve as well. This arrangement is not generally practiced by

cooperatives, however, which do not tend to favor such a concentration of power even if it were

permissible in the bylaws. Some multi-stakeholder cooperatives, however, were founded by a class of

professional employees such as doctors or social workers, and may well have representatives of that

professional class of worker serve in a governance role in addition to other stakeholders.

HealthPartners, for example, a nonprofit healthcare organization was first founded in the 1950’s as a

collaboration between local doctors and consumers to find a better way to organize and pay for

healthcare. It is still governed under a multi-stakeholder model which includes both doctors and

consumers. Their story is on page 37. 

Supporter Member Classes

Community Members: Many multi-stakeholder cooperatives make a place in their structure for

supportive community members to participate. While these individuals do not play a specific role in the

day-to-day life of the cooperative the way that employees, consumers or producers do, they are often

willing and able to invest money, volunteer time and/or specific expertise to help the co-op succeed.

The ability to attract additional start-up funds is the main reason that many multi-stakeholder
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cooperatives chose to add a community supporter category to their membership classification. Another

oft-cited reason for including community members is the “political capital” they can bring. Well-

regarded local players can bring their existing networks and relationships to bear for the benefit of the

cooperative, helping to raise the co-op’s profile in a positive way and giving immediate credibility to the

enterprise. Bringing business or industry expertise to a new or struggling co-op is another advantage of

a community membership class. Particularly if the other members of the co-op have limited business or

governance experience, the addition to the board of one or two local community members with

business acumen and discipline can add a dose of perspective, balance and reflection to a board that

would otherwise be made up of a single class of members. Solidarity multi-stakeholder cooperatives in

Quebec are the fastest growing kind of new cooperatives and many organizers specifically chose this

structure in order to take advantage of the supporter membership classification. 

Supporter members, as the name implies, are involved in the cooperative in order to support the

primary membership base. As such, they often take a back seat to the other member classes in terms of

governance seats and surplus distribution rights etc. At the same time, members of the supporter class

are seen to be an important element in the success of the co-op, vital enough not to be treated as silent

partners, but given a real role in the business. The PACE cooperative profiled on page 35 uses its

supporter member category to provide a role for individuals who have graduated from its employment

services to keep an active connection to the co-op. Black Star Co-op Pub and Brewery in Austin, Texas

(p. 44) added this category to both raise capital and solidify its relationship to the local community. 

Investor Members: In the last 10 years, several U.S. states have adopted special “limited

cooperative association” (LCA) statutes that allow for the creation of an investor class of cooperative

member in addition to the primary class of producers or consumers. However, these statutes differ

substantially from the multi-stakeholder cooperative statutes that exist in other countries in several key

respects. While they do allow for one or perhaps more additional membership classes, LCA statutes

have a very different orientation from the European or Quebecois solidarity co-op statutes in that the

sole purpose for the addition of membership classes under LCAs is to attract investment capital. Thus

the acknowledged “stake” of additional classes of members in the LCA-type co-op is limited to a

financial one. In addition, most multi-stakeholder cooperatives elsewhere severely limit the ability of

outside “supporter” members to participate in the economic gains from the co-op, and some even

forbid it entirely. LCA cooperatives

on the other hand, specifically allow

for the distribution of net earnings

based upon investment contribution

as well as patronage and place no

limits on investor returns. LCA

statutes continue to be controversial

in the U.S. co-op community because

of their apparent legitimization of a

speculative investment motivation

within the cooperative structure and

for whatever the reason, they have not
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been widely used. 

It is possible, however, to make use of these special U.S. statutes to introduce a kind of “investor”

member which is, in fact, at heart a supporter member. Affordable housing cooperatives, for example,

often have difficulty attracting public subsidies in the U.S. because they are not structured as charitable

nonprofits. A nonprofit housing organization could use a multi-stakeholder approach to this problem

by using their nonprofit status to be the recipient of subsidy funds from a grantor, and then use the

limited cooperative association model to join a housing cooperative as an investor member. The 

housing nonprofit would invest the subsidy funds as an investor member, and then use its governance

powers within the cooperative to assure the grantor that the subsidy funds would be used for their

intended purpose. More information about Limited Cooperative Association statutes can be found in

Appendix C. 

T A B L E  1
Variations in Potential Multi-Stakeholder Membership Classes

Short Term Long Term Non-financial Equity Stake in
Need Objective Contribution Contribution Outcome

Consumers Accessible Access to Purchasing Generally Low-high,
location and specialized power low depending on
price good or alternative

services; supply sources
predictable 
pricing, 
supply

Producers Production Reduced risk; Industry Medium–high Low–high,
costs covered sustainable knowledge; depending on

source of specialized alternate
income; product distribution
market channels
development

Workers Reliable work; Safe, Industry Low-medium High
fair wage respectful, knowledge;

gainful firm-specific
employment knowledge

Community Existence of Healthy and Possible Low– Low-medium
Members resource in vibrant local special sometimes

community economy expertise quite high
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ALLOCATION OF GOVERNANCE RIGHTS

One of the most fundamental decisions that members of a multi-stakeholder cooperative

will make in writing their bylaws is the allocation of governance rights between different

classes of members. Traditional cooperatives abide by the “one member, one vote” rule,

and with the exception of some secondary cooperatives (co-ops of co-ops) which may use

proportional voting, generally all board seats are elected based upon the individual votes of all of

the co-op members.

Multi-stakeholder cooperatives also follow the “one member, one vote” rule, but they often do

so within the confines of the number of board seats allocated to each class of members. So, for

example, all producers will vote for the producer board seats and all consumers will vote for the

consumer board seats, but the number of board seats allocated between those two classes of

members will not necessarily be proportional to the number of members in each. 

This structuring of voting rights can be a delicate question, but it is an important one and

centers around the issue of what, exactly is the “stake” of each stakeholder in the cooperative. While

it is important that all classes of members in the co-op be represented in some way, it is also

necessary to acknowledge that the some classes of members may have more to contribute and/or

may have a more compelling interest in the success of the cooperative, and should therefore

perhaps have a proportionately larger number of board seats. For example, community supporter

members may be happy to be represented by a small

number of board seats even if they represent a relatively

large number of members because their stake in the

success of the cooperative is less direct than, say, the

stake of workers or producers. In Quebec, supporter

members are limited to a maximum of one-third of

board seats, no matter their number.  Individual

consumer members may also be content to be
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represented by a smaller number of board seats than their numbers might dictate because they

understand that while consumers play a vital role in the food system, their stake in any one retail outlet

is perhaps less than that of the workers who make a full-time job of pursuing the success of that single

enterprise. 

On the other hand, it may benefit a multi-stakeholder food production cooperative to allocate a

board seat for institutional buyers such as hospitals or schools even if there are relatively few of those

members because the buy-in of this class of members may be so important to the success of the overall

co-op. Allocating board seats by virtue of funds invested as traditional corporations do is generally seen

to be antithetical to the cooperative ideal, but allocating seats based upon conducting significant

business with the cooperative may not be. As in all such things, there is no single correct answer; it is all

a question of contribution and balance.

Allocating a set number of board seats for each class of members is the typical way that a multi-

stakeholder cooperative works to achieve a balance of interests. It might also be wise, however, to inject

a little flexibility in the process. Having an overly rigid classification of board seats might have the

unintended consequence of inhibiting rather than encouraging participation by key local leaders whose

numbers may not fit neatly into specific categories at all times. Some co-ops have instilled this flexibility

for themselves by allowing one or two board seats to come from any class of members, to be elected by

the rest of the board. That way, the board can decide if a certain perspective would be useful at one

point in its history, but a different perspective at a different time. 

As the case studies starting on page 27 as well as the sections describing practice in other countries

demonstrate, the procedures in this area varies widely, and there is no single formula for success. 

A successful multi-stakeholder cooperative has inherent in its board structure the “checks and

balances” that characterize any successful democracy. Balancing the interests of  different members

while encouraging understanding and making sure no one voice is allowed to dominate is the job of the 

co-op board.

The multi-stakeholder cooperative model has been

accused of being too complex, but it is also true that life

is often complex. Keeping the notion of a single unifying

mission of the cooperative at the forefront may help co-

op organizers keep from getting bogged down in

structural complexities. One multi-stakeholder

organization we studied ends each board and committee

meeting with the query “have we forwarded our mission

through our work today?’ a practice that helps to keep disparate parties focusing on a single strategic

aim. 

Shaping an equitable board structure is thus only the first step in the process of effective multi-

stakeholder governing. Just as it is often true when bringing groups with disparate interests together

that “good fences make good neighbors”—clear rules and boundaries help people feel` secure—these

are really only a proxy for a trusting relationship that has not yet been established. Devising a balanced

suite of board seats is just the first step in building a trusting relationship between different parties—it

cannot be the only one. The balance and trust will be enhanced by the daily actions of the cooperative
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board in sharing information, treating each

other with respect, and working diligently to

craft solutions that defy a “zero sum game”

mentality (if consumer win, then producers

must necessarily lose), and instead meet the

interests of all stakeholders. A specific

commitment to ongoing learning and the

hearing different perspectives from both

inside and outside the cooperative can also

contribute much to making a healthy cooperative. Hijacking the cooperative in the interests of one’s

membership class is never okay. If each class of members does not feel that the other classes of

members understand their situation and have “got their back” in some way, then a successful multi-

stakeholder venture will be hard to pull off.

Building trust between the members and the board and between different members of the board

will be enhanced by sound overall governance practice including adherence to a written board code of

conduct. A discussion of cooperative governance is beyond the scope of this text, but a brief guide to

effective board members, effective meetings and a sample code of conduct are included in appendices

D, E and F.

DISTRIBUTION OF SURPLUS

Arelated question to the allocation of governance rights is the distribution of surplus. In

traditional cooperatives, distribution of any surplus is generally a function of patronage.

Consumers who buy more from the cooperative or producers who sell more to the

cooperatives will be allocated proportionate shares of any surplus. For multi-stakeholder cooperatives,

this issue again is more complex. Participation and patronage happen differently for different classes of

members, and rights to the distribution of any surplus in a multi-stakeholder cooperative may or may

not correspond to the allocation of governance rights.  A co-op may decide, for example, to pay

community members who make a large financial contribution something akin to a preferred dividend

(thus paying their share of surplus before everyone else’s) but give them only limited governance rights.

Alternately, a cooperative may decide that the bulk of any available surplus belongs first and foremost

to those whose livelihood depends on the financial success of the cooperative, a class that would

generally include the workers in an industrial or service enterprise and producers in a marketing or

value-added production cooperative. The co-op also must decide what portion of surplus is paid to

members in stock and what in cash, and also whether some portion will be kept within the organization

as surplus that belongs to the co-op itself and is not allocated to any membership class. 

As with governance rights, there are many possibilities with no single practice being “right.” What

is important is that distribution of surplus happens fairly and equitably between participants within

each class of membership, and that the interests of different membership classes are balanced in a way

that promotes the overall health of the cooperative. Distribution of surplus is a key decision made by

the cooperative board at the end of every fiscal year, and it is not an automatic process—each year the

board must analyze annual financial performance and weight the financial desires of the members vs.
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the needs of the co-op itself, and make an appropriate decision. The results of this decision may differ

from year to year, depending upon circumstances. 

DISSOLUTION AND TRANSFER RIGHTS

While no founding board member wants to talk about the dissolution of their cooperative,

it is a fact that not every cooperative succeeds. One of the most important decisions that

a founding board will make is to decide under what conditions membership shares may

be transferred during the life of the co-op, and how assets will be distributed in the event of dissolution.

This is particularly important in the case of multi-stakeholder cooperatives that embrace different

classes of members whose financial interests—like consumers’ interest in lower prices and producers’

interest in higher ones—do not always coincide in the short term. Limiting the ability of members to

transfer their membership rights without the explicit approval of the board will help the co-op ensure

that all stock holders are also all stakeholders. 

Co-op founders might also consider incorporating a specific commitment to community solidarity

within their co-op’s organizing documents by mandating that in the event of a sale or dissolution, the

bulk of any surplus value beyond member’s capital contributions and perhaps a reasonable return be

donated to an appropriate organization with a similar mission rather than being distributed to the

members individually. In a multi-stakeholder cooperative, this could be done by providing a special

membership classification for an appropriate designated nonprofit or cooperative development entity at

the outset, with the provision that while this nonprofit member could never be allowed to force

dissolution on the other membership classes, it would receive the bulk of assets in the event the co-op

were broken up or sold. Such a structure would remove any incentive that one class of members may

have to sell a financially successful cooperative for the divided value of the assets rather than keeping it

intact and working to provide jobs and services for the other membership classes in perpetuity. 

This notion of “indivisible reserves,” that is, reserves that remain forever intact and directed toward

community benefit rather than divided for individual return, is one of the hallmarks of the immensely

successful Italian cooperative movement, and one of the major reasons that cooperatives in that country

continue to grow and prosper year and after year. It is also an element of the equally impressive

cooperative movement in Quebec (see page 20). In both these cases, the cooperative movements in

those countries have managed to acquire important tax breaks to incent such community-minded

behavior. Similar tax provisions are significantly lacking in the U.S. where the tax code actually does the

opposite and provides an incentive for the distribution of surplus to individual co-op members rather

than keeping it working for the co-op as a whole. It is important to note, however, that in all three of

the most successful cooperative development systems in the world—Northern Italy, Mondragon, Spain

and Quebec—the practice of foregoing the distribution of some portion of surplus to individual

members in favor of retaining it within the co-op to foster long term job creation notably predates any

tax incentives to do so.  That is, the co-ops in these regions proved that their system of balancing the

economic needs of current and future generations created better results for members, the co-op and the

surrounding community, and only later did the government recognize this and create tax provisions to

encourage more such behavior. 
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Multi-stakeholder cooperatives are an area of considerable and creative experimentation in the U.S.

with a number of new co-ops emerging with the specific aim of reformulating economic relations in ways

that are more supportive of a more stable and healthy local economy. Providing a living example of a more

considered and rational method for the long-term application and distribution of assets may be another way

that these co-ops could lead the rest of the cooperative movement in fruitful new directions. 

THE SOLIDARITY DIFFERENCE

Comparing the Multi-stakeholder Model to others common business structures, the multi-

stakeholder cooperative model differs in a number of important respects from other

commonly used business forms:

Conventional Corporations
Conventional stock corporations allocate both governance rights and profits based upon the

amount of capital invested in the business—the more capital, the more control. While any stakeholder

group including workers, consumers or community members may become stock holders by purchasing

shares of stock in a publicly traded enterprise, their standing in the corporation in that case stems solely

from their financial participation and not from their standing as members of any other group.

Conventional corporations do not have a structural commitment to the well-being of any particular

geographic community or group of people and in fact will often cite their commitment to” maximize

shareholder return” as the reason for disinvestment in a particular plant or locality, transferring capital

to other operations or ventures deemed more profitable. 

A small but growing minority of conventional corporations today however, are re-evaluating the

Profit At All Costs stance and embracing some kind of commitment to ethical business behavior,

however that is defined. While this generally does not involve any change to conventional governance or

distribution rights which are still capital-based, it does begin to acknowledge the potential importance

of maintaining good relationships with other stakeholder groups. In the aftermath of the global financial

crisis of 2008 sparked in large part by the

overly aggressive pursuit of profits by large

financial corporations, a group of students

at Harvard Business School proposed that

newly minted MBAs adopt a new “MBA

Oath” committing themselves to ethical

actions in business. Interestingly, the first

version of this oath penned in 2009

contained a multi-stakeholder

commitment to “safeguard the interests of

my shareholders, co-workers, customers

and the society in which we operate.” By

the following year however, a new version

of the oath had dropped the commitment
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“For systems that are as precious and
complex as local foods, the metaphor of
the invisible hand of the market has too
many flaws.  When rebuilding local food
systems, you need to have diverse
interests at the table and in an ongoing
relationship of equals (as fellow
members).  This is an ongoing learning
relationship, and what better way to foster
that then to have a co-equal ownership
stake.” 

—Margaret Bau, 
USDA Cooperative Development Specialist
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to both co-workers and society at large2 suggesting that the idea of taking a multi-stakeholder

perspective and making an affirmative commitment to the welfare of employees and the community is

still a stretch for many conventional business practitioners. 

Nonprofit Organizations
Charitable nonprofit organizations may share many of the values and objectives of an emerging

multi-stakeholder cooperative, including job creation, community development, environmental

stewardship, and improved care and facilities for children, the elderly, and those living with disabilities.

While the mission of some nonprofits and cooperatives may be similar, however, their activities and the

way they carry out that mission will likely differ significantly. 

One of the most important differences between cooperatives and nonprofits is that a cooperative

board is bound to pursue the interests of the general welfare with its activities, while a cooperative

board is bound to pursue the interests if its own particular membership. Nonprofit organizations do not

have mandated voting rights for different classes of stakeholders, and in fact, in the U.S. it is relatively

rare for a nonprofit to be controlled by a board made up of service beneficiaries. Many nonprofits

involve no beneficiaries in governance at all. Cooperatives, on the other hand, will always have

cooperative beneficiaries or patrons not only on their board, but with a controlling interest. Nonprofits

are also not permitted to distribute surplus or profits to beneficiaries directly, and in the event of

dissolution, all remaining assets go to another nonprofit corporation. Cooperatives may choose to retain

certain assets collectively, but that is a choice they make, and most cooperatives distribute at least some

annual surplus to members directly. Finally, cooperatives are generally seen by their members as

economic engines, business ventures that work for the economic benefit of their membership.

Nonprofits generally rely on charitable contributions and grants from outside organizations and

individuals rather than market-based business revenue to sustain their activities. 

While these differences in governance and market orientation between a nonprofit organization and

a social service cooperative may not be apparent to a casual observer, they are often very important to

cooperative members as the PACE case study on page 35 illustrates. That said, nonprofits that do

embrace a multi-stakeholder governance approach have more similarities than differences compared

with true multi-stakeholder cooperatives. Group Health, the founding organization cited in the example

on page 37, was originally started by a group of credit union, cooperative and labor leaders who had

the cooperative model in mind for their new venture. When state law changed to mandate that all

healthcare plans operating in the state must be nonprofits however, Group Health changed its legal

status to comply. It retained its consumer-doctor governance model however, and functions very

effectively in a multi-stakeholder manner.

A good portion of the growing number of solidarity cooperatives in Quebec (see page 20) are the

result of the conversion of nonprofit organizations to solidarity cooperatives.3 And in Italy, a large

number of social service cooperatives involved groups of volunteers and other stakeholders in various
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3 See Girard, J-P (2004) “Solidarity Cooperatives in Quebec (Canada): an Overview” in: C. Borzaga
and R.Spear (Eds.), Trends and Challenges for Co-operatives and Social Enterprises in Developed and
Transition Countries, Edizioni 31, Trento, Italy.



B A L A N C I N G  I N T E R E S T S

ways even before the introduction of special enabling legislation4 formally creating a multi-stakeholder

cooperative status. 

Other Kinds of Cooperatives
Much has already been said about the differences between a single-perspective or single-purpose

cooperative and one that embraces two or more competing or complimentary groups of members. An

additional point might be made however about the differences between a multi-stakeholder co-op

model with a community membership category and one organized under one of the new state Limited

Cooperative Associations (LCAs) statutes which allow newly formed cooperatives to add a category of

“investor members” to the traditional category of patron members. The primary difference to keep in

mind here is that under LCA statutes, the relationship that investors members have with the

cooperative is purely financial and the benefit that they are seen to be able to bring is limited to

investment capital. The poverty of this view is apparent when compared to the multi-stakeholder

perspective of community membership where these supporter members are expected to bring a wealth

of resources including their good will, expertise, information and relationships to bear for the benefit of

the cooperative in addition to any capital investment, however large or small.5 While other members of

a multi-stakeholder cooperative, particularly those with a direct stake in the day-to-day operations of

the business (producers in a marketing cooperative or workers in a manufacturing enterprise for

example) may have financial return as a motivating factor for joining up with others in the co-op,

community supporter members in a multi-stakeholder co-op will rarely, if ever, cite financial return as a

primary motivating factor for their involvement.

LCA’s also do not embody the idea of systemic change that is so important to many multi-

stakeholder cooperatives. LCA statutes, in fact, have the stated objective of allowing cooperatives to

behave more like conventional corporations at least in terms of their capital structure, rather than less.

Multi-stakeholder cooperatives, in contrast, are often formed to create a viable alternative to the way

that economic transactions are structured in an investor-dominant or government-driven model.

Limited Liability Companies (LLCs)
Since the advent of limited liability company statutes (LLC), many producer groups in the United

States that might previously have organized as cooperatives have formed instead as LLCs. LLC statutes

differ by state, but in general they allow for the same beneficial taxation status as cooperatives

(avoidance of the “double taxation” on dividends taxed at the corporate level and then once again at

the individual investor level) while offering a great deal of flexibility in terms of the allocation of

governance rights and distribution of surplus. What the LLC does not allow for, however, is the

retention of any capital for the ongoing use of the enterprise as opposed to its members. In an LLC, all

profits are fully distributed to members every year. While this works effectively for a group of
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4 Borzaga, C. and Santuarie, A. (2004) Italy: From “Traditional Co-operatives in Innovative Social
Enterprises,” in C. Borzaga and J. Defourny (Eds.) The Emergence of Social Enterprise, Routledge, New
York, New York: 166-181. 
5 For a scathing review of LCAs, see Lushin, L. (2010) “A Trojan Horse in our Midst,” Cooperative
Grocer (November-December 2010).
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individuals or organizations whose motivation to band together is essentially transactional, it does not

work as well for a group with a more overarching long term aim, such as the retention of community

jobs, transformation of patient care practices or re-building of the local food system. These kinds of

objectives take patient capital, which is not something the LLC model is designed to accommodate. 

OTHER WAYS TO SHARE INFORMATION, INVITE PARTICIPATION

Formally sharing governance rights in a multi-stakeholder cooperative is not the only way to

engage a broader community in the pursuit of a common goal. Sometimes, after fruitful initial

discussions, members of different stakeholder groups find that while there is some common

ground between them, there is not sufficient common interest to contemplate going into business

together. One group of stakeholders, for example, may be afraid of the risks involved in sharing

enterprise control with members outside of their own group; others may have a benign interest in the

success of the co-op, but not enough to interest them in the responsibilities of being part of the

governance structure. In these situations it is not necessary to give up on the idea of a shared vision just

because a common enterprise seems unworkable. Some other ways of involving a variety of willing

constituents include: 

Preferred Stock
Many U.S. cooperatives already involve outside community members in the success of their co-op

by offering the sale of preferred shares. These shares offer no voting rights and pay below-market rates

of interest, but offer a way for the co-op to raise flexible capital while giving community members a

tangible way to literally “buy into” the co-op’s articulated vision of fair trade, a sustainable local

economy or whatever other community-minded mission they have chosen to pursue. Offering preferred

shares is not a simple process. Offerings are usually limited to residents of a particular state, are more

restricted for non-producer as opposed to producer cooperatives, and should never be attempted

without the advice of sound local legal counsel with expertise in securities issues. That said, for a single-

class cooperative just looking for a way to raise more funds from a sympathetic local community,

preferred stock may be the easiest way to go. 

Advisory Boards
Even if they are not allotted any formal governance rights, many organizations find it fruitful to

convene regular meetings of key stakeholders to share information, gather input and build support for

their activities. Many nonprofits in healthcare or social services for example, make use of an advisory

board made up of patients, clients, and/or the family members of such to advise them on care issues.

The benefit of an advisory board is, of course, that it allows for a relatively wide variety of input with

very little risk. The downsides are the same—advisory board agendas are general limited to only certain

issues so members never get a full understanding of the business, nor does the organization’s board

gain the advantage of hearing the perspective of patients or clients on a wider variety of issues.

Participation on an advisory board may also be anemic since members have no real power to effect

change.

18 Solidarity as a Business Model
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Labor-Management Committees/Works Councils
Companies that are reluctant for whatever reason to grant employees full ownership or governance

rights might make use of a special internal committee which is given responsibility for dealing with

certain shop floor issues.  This is sometimes seen in unionized settings, but could be successfully

implemented anywhere. 

Partnerships
Sometimes two or more groups of stakeholders find they have some common interests, but that

those interests are limited to a certain set of activities. In such cases, it may be wise for the parties to

structure a way to come together in a partnership around a specific opportunity, but not to merge their

business interests entirely. 

At La Montanita consumer food cooperative in Albuquerque, New Mexico, for example, “buying

local” was a key value of the consumer membership and an important differentiator for the co-op in

their local marketplace. The Co-op’s commitment to buy more local produce, however, was stymied by

frustrating bottlenecks in the existing distribution network of small producers. In answer to this

problem, the Co-op set up a new distribution center where they now work in partnership with local

producers to stimulate the production of regionally produced goods in general within a 300 mile radius

of their store. The distribution center not only serves La Montanita’s needs, but also helps small

growers to more effectively brand their wares and develop relationships with other retail outlets in

addition to the food co-op. The distribution center was not formed as a multi-stakeholder cooperative,

but has the affect of assisting players throughout the distribution chain.

Weaver Street Market (page 29) a multi-stakeholder cooperative itself, also played a key role in the

creation of Eastern Carolina Organics (page 36), a multi-stakeholder co-op of organic farmers and co-

op employees. In some cases, a key customer like La Montanita or Weaver Street may become a

member of a new multi-stakeholder cooperative, in other cases they may be just an important outside

supporter and guide. 

Limited Use of LLCs
If the membership of a cooperative is interested in a more formal partnership with an outside party,

but only under a limited set of circumstances or for a limited set of activities, an LLC can also be

useful. Rather than converting or forming the entire venture as a multi-member LLC however, in this

case the single-member stakeholder group might opt instead to only form an LLC with other parties

for that certain limited purpose. This strategy has been used by single-membership cooperatives, for

example, when the members have wanted to bring an investor into partial ownership of a building or

other expensive facility, yet not allow that investor influence over the members’ core business. Other co-

ops have also used this model to gain critical expertise in sophisticated business activities such as the

marketing of a lucrative brand, while preserving the ultimate control of that brand for the producer-

members alone. One limitation of this strategy for a co-op is that the LLC would not be permitted to

market itself as a cooperative, although the original LLC member cooperative of course could continue

to do so for its core activities. 

Multi-Stakeholder Cooperatives Manual 19



20 Solidarity as a Business Model

THE CASE OF QUEBEC

In a world with many exemplary cooperative stories, the Canadian province of Quebec deserves

special mention as a place where provincial government, local citizens, and the established

cooperative movement have worked together in a most effective way to build a true cooperative

economy. The soil of Quebec is truly fertile ground for cooperative development. Not surprisingly,

Quebec is also a place where multi-stakeholder cooperatives have flourished, especially those that

actively involve community members as stakeholders.6

Quebec boasts some 3,300 cooperatives and mutual with a total of 8.8 million members, which

is more than the total population of the province for of course many people belong to more than

one co-op. Co-ops in Quebec employ nearly 90,000 people and the Desjardin credit union and the

Coopérative fédérée de Québec respectively are the first and fifth largest employers in the province.

Cooperatives have a strong presence in rural Quebec, where nearly 70% of jobs with non-financial

(that is, all cooperatives except for credit unions and insurance) are located outside the large urban

centers of Montréal, Laval and Quebec City. Many of these jobs are in food processing or forestry.

Cooperative entrepreneurship has been a

targeted economic development strategy in

Quebec for more than a century, and the

provincial government has actively sought to

encourage cooperative development in a

variety of ways. The government and co-op

movement cooperate to provide “one stop”

help for technical assistance and financing, and

since 1985 co-op members in certain sectors

can receive special tax deductions or investing

M S C s I N  P R A C T I C E

“Cooperative entrepreneurship rests
on the involvement and commitment
of people in the community.
Cooperatives are created by and for
the community, and are also very
rooted in the community, which
helps maximize local economic
benefits”

—Quebec Ministry of Economic Development,
Innovation and Exportation

6 Statistical data from Ministère de Développpement Économique de l’Innovation et de l’Exporta -
tion du Québec, (June 2010) Support for Cooperative Development (Orientation and Results).
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in their cooperatives. In 2009-2010 this provision channeled

over $31.5 million (Canadian) in new shareholder equity into

eligible cooperatives. Co-op members are also allowed to defer

tax on their patronage dividends if the dividends are

reinvested in the cooperative. Both of these provisions have

resulted in significant member investment into cooperative

ventures.

Beginning in 2003, government assistance to the

cooperative movement was further strengthened and

refocused and the results have been impressive. Since

2006 over 50% of new cooperatives in Canada have been

founded in Quebec, even though the province represents

less than 24% of the population. Over the period of 1997

to 2007 the number of jobs in non-financial cooperatives

in in Quebec rose by an average annual rate of 5.4% per

year. During this same period, job growth in the overall

economy in Quebec was less than half that rate, at an

average of 2.1% per year. A 2008 study by the Quebec

Ministry of Economic Development, Innovation and

Exportation also found that the business survival rate for

cooperatives was also approximately double that for other

businesses. The ten year survival rate for co-ops was over

44% compared with only 19.5% for other kinds of

businesses. Local experts attribute this high rate of

survival to high level of support in the areas of both

planning and operations that new co-ops receive during

the critical start-up phase. 

The Quebecois Cooperative Act allows for the

formation of five different kinds of non-financial

cooperatives including:

• Consumer cooperatives

• Producer cooperatives 

• Worker cooperatives

• Worker shareholder cooperatives

• Solidarity, or multi-stakeholder cooperatives

Solidarity co-ops can include three basic classifications of

membership: users of the service provided by the co-op; co-op employees, and increasingly individuals and

organizations that share the cooperative’s economic and social objectives who join as supporting members.

Each of these categories of members can have sub-categories within it. Solidarity co-ops in Quebec are

particularly active in the fields of home care, social services, arts and culture, and recreation as well as other

services. Today, close to 95% of healthcare co-ops in Quebec are organized as solidarity cooperatives.7 Over

70% of solidarity co-ops in Quebec in general are in enterprises related to providing direct services of some
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T A B L E  2

Number of Solidarity
Cooperatives in Quebec
by Sector
(July 2007)
Leisure 45

Personal Services 37

Social Services 37

Other Services 24

Business Services 22

Arts and Entertainment 21

Accommodations/Food Services 18

Commerce 16

Housing 13

Food Stores 13

Farming 10

Recycling 9

Printing/Editing 8

Consulting 7

Education 7

Computing 6

Forestry 6

Economic Development 6

Daycare Centers 5

Arts and Crafts 3

Manufacturing 3

Utilities 3

All Other 8

TOTAL 327

Source: Ministère de Développpement
économique de l’Innovation et de
l’Exportation du Québec, Direction
des coopératives (Cooperative
Department).
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kind to people, bringing together users (or their families) and providers together in the interest of providing a

sustainable, high quality benefit to members. 

Solidarity co-ops have become particularly prominent in rural Quebec. In addition to rural

healthcare where solidarity co-ops have a very strong presence, interest in using the solidarity

cooperative model for providing “proximity services” (that is, gas stations, grocery stores, cafes and

other necessary services everyone wants to have in close proximity) is also growing as residents see the

need to draw upon community members broadly in the interest of maintaining a minimum basic level

of services. 

Originally the 1997 enabling legislation for solidarity co-ops required that they involve all three

groups of users, workers and supporters. Many potential cooperators found this requirement

cumbersome however and in 2005 the law was changed to allow for solidarity co-ops to be made up of

only two of the three groups. Since then, solidarity co-ops have become the fastest growing kind of

cooperative in Quebec.  

Board seats are elected from within the membership of each group where each class elects the

number of board seats allocated to it in the co-op’s bylaws. Supporter members are not permitted to hold

more than one-third of board seats however, no matter how large their numbers. Outside board members

are permitted as well, but their numbers are counted against the supporter class one-third limitation, so

two-thirds of the board must always be made up of either user or worker members or a combination of

the two. Surpluses are distributed among user members according to patronage (sales to or purchases

from the co-op) and worker members according to hours worked or salary. Supporter members in

Quebec do not get a distribution of surplus, but they are permitted to purchase preferred shares which

pay a dividend rate. Until recently, Quebec law required that the entire membership of a cooperative vote

to approve the board’s recommended plan for distribution of annual surplus; now the board is permitted

to make that decision on their own, but in practice many solidarity cooperatives continue the practice of

presenting the plan for surplus distribution to the entire membership for approval.

While the experience with solidarity co-ops in Quebec has been impressive, they are not without

their difficulties. One experienced developer observed that the mission or “raison d’etre” of the

solidarity co-op is absolutely critical for the maintenance of the cooperative—otherwise, the interests of

a single class of membership can become too strong. In fact, the difficulty of balancing the interests of

three different interest groups was one of the things that led to the 2005 change in provincial law

allowing solidarity cooperatives to be formed by representatives of only two rather than all three

categories of membership groups.

Co-op practitioners in Quebec also noted that solidarity co-ops require both senior management

and boards of directors to be particularly adept at managing diverse interests and perspectives,

something that many of them have not had the training to do. Early data indicate, however, that

solidarity cooperatives in Quebec seem to be handling these challenges. They do not, for example,

appear to be accessing mediation services any more often than board members of other kinds of

cooperatives. Thus it may well be that, whatever the additional responsibilities intrinsic in a multi-
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7 Girard, J-P. (2009) “Solidarity Co-operatives (Quebec, Canada):How Social Enterprises can Combine
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M S C s I N  P R A C T I C E

stakeholder board, members of these boards have been able to rise to meet them, at least to the same

degree as their peers in other kinds of co-ops.8 There is still, however, very little data on this topic. 

Despite the apparent challenges, more and more people in Quebec are choosing the flexibility of a

solidarity or multi-stakeholder approach when organizing a new cooperative venture. And while

solidarity co-ops are most prominent in the Quebec economy as a vehicle for providing healthcare and

other social services, the table on page 21 demonstrates the wide variety of industries in which these co-

ops currently operate, from recycling to food stores to farming, while the case study on page 27 of

Boisaco also illustrates that the model can work very successfully for forestry and manufacturing as well

as social services. 
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SCICs—the French Multi-Stakeholder Option
Across the Atlantic, the French cooperative movement is venturing into the multi-stake holder model

as well. While France has long had a robust cooperative infrastructure of their own, in 2001 they looked

across the border to the success of their Italian neighbors and their new “social co-ops” and created a

French version of this innovation called Société coopérative d’intérêt collectif or SCICs. French

entrepreneurs with a social agenda are exploring this new structure as a way to embrace the interest of all

members in a given community. 

Like the social cooperatives in Italy, the mission of SCIC’s are aimed at serving the community at large

rather than one classified group or membership. Their activities to date range from social services to

tourism to the arts. Examples include a company called Websourd, which creates software that provides

online translation in sign language for the deaf, to a PictureTank, photo agency in Paris profiled on page 30.

SCICs have the option of bringing together users, workers, investors, supporters and volunteers into local

initiatives, or only some of the above. All SCICs however, must incorporate at least worker and user

membership classifications at a minimum. By law, all SCICs are required to abide by the common

cooperative rule of one member, one vote. There is flexibility, however, in the distribution of votes among

the groups of members, referred to in France as member “colleges.” No college can have more than 50% of

the vote nor less than 10% in any given co-op. 

In order to maintain the social mission of these cooperatives, return on investment is capped to parallel

the average interest paid on private bonds. Financial contributors also receive handsome tax breaks

designed to encourage such local investment. France’s cooperative law requires that SCICs reinvest at

least 57.7 % of their surplus back into their indivisible reserves in order to safeguard the longevity of the

enterprise. Similar to Italian law, there is protection from demutualization for these particular kinds of

social enterprises by requiring that all liquidated assets be distributed among organizations or businesses

with comparable social objectives.

Since 2001, there have only been a handful of SCIC incorporations, so the idea is still being tested.

Supporters are hopeful that as the idea becomes better known, SCICs will become a more widely-used tool

for community development and social entrepreneurship, giving people a tool for nurturing local

enterprises and, as one SCIC member put it, “making milk for their communities.”

8 See Girard (2004): 8.
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Italian “Social Cooperatives”
The Italian cooperative movement has prospered since the 1940s, but it was not until the 1970s that

Italian cooperators began to explore the idea of multi-member cooperatives, particularly for the provision

of social services. The first law governing such co-ops was proposed in 1981, but the final version was not

passed until ten years later, following a great deal of debate and experimentation.

Like the governments of many other Western European nations, the late 20th century saw the Italian

government in retreat from its past practice of providing a broad degree of social services directly, and

looking anxiously for alternatives to stem the growing cost of its social welfare system. Italians were

understandably nervous about turning over such vital services to a purely profit-based private market.

Volunteers emerged to fill some of the gap, but a long term solution only arose with the formal development

of a third way, a cooperative approach through their new social solidarity or “social co-op” model. The 1991

law outlines specific rights and benefits that accrued to the cooperative and its different membership

classes, formalizes its connection to the local community and creates a framework for positive

government support.

Social co-ops in Italy come in two varieties—Type A and Type B. Type A social co-ops are those co-ops

which provide services in the health sector, social and cultural industries, as well as education. Type A co-

ops are the majority of social cooperatives, representing about 59% of the total. Type B cooperatives’

objectives are employing segments in society that are often marginalized or difficult to integrate into

traditional job markets. These co-ops must have at least 30% of their workforce coming from

disadvantaged groups, including the handicapped, ex-offenders, troubled youth, recovering addicts and

the elderly. About a third of social co-ops are Type B, while the remainder are a combination of the two

types.

In all social cooperatives, membership can consist of classes of workers, users, investors, supporters

such as public institutions, and volunteers. All cooperatives abide by the one member, one vote rule.

Cooperatives that include volunteers are restricted from having that class exceed 50% of the total

membership, and volunteers’ work can only be complementary to paid employees. While volunteer

members played a crucial role in the launch of the social cooperative sector, lately their numbers have

been dwindling. However, the role of non-volunteer, non-worker community “supporter” members has

remained strong, and are a consistent source of both capital and important links to the local community.

Like other types of cooperatives born from the Italy experience, social cooperatives are supported by

various sector federations and consortia, operating as second tier cooperatives at the provincial, regional

and national levels. These apex organizations provide everything from technical assistance and training to

shared resources. For social co-ops, which are generally small, averaging less than 50 workers each, they

also provide a means for these co-ops to achieve economies of scale through joint bidding. Since the

majority of projects undertaken by these enterprises are contracts with local municipalities, if a

cooperative wants to bid on a larger contract, they can do so by joining with their peers through the

aggregated support structure.

In addition to the enjoying the advantage of a sophisticated cooperative support network, social

cooperatives in Italy also benefit from various tax advantages. Type B social cooperatives, for example, do

not pay payroll taxes if they hire certain percentage of disadvantaged groups. In addition, all social
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cooperatives receive a 25% reduction on land and mortgage taxes. 

A perceived weakness of the model as practiced thus far is the reliance of social co-ops on the state, as

the majority of them have government contracts as their major, although not only, source of revenue.  On

the other hand, the existence of such a reliable and supportive customer base has spurred the growth of

social cooperatives which now number several thousand. The shift in focus from the pure “member

benefit” orientation of traditional cooperatives to one with a broader community focus was also not

without its critics in the Italian cooperative community. Others, however, see Italy’s social co-ops not as a

deviation from historical cooperative practice, but rather a return to its roots in the postwar period when

cooperatives were seen as a  vital tool of economic growth and self-determination for war-weary and

impoverished communities across Northern Italy. 

Whatever its strengths and limitations, other countries across the world are taking notice of the Italian

model, as the social coops continue to pioneer a new frame work for effective multi-stake holder

engagement. 

SPECIAL POPULATIONS, NEW MARKETS

One of the inescapable conclusions one comes to when researching the multi-stakeholder

model is that there really is no one multi-stakeholder model. If there were ever a

development within the cooperative movement characterized by the diversity of its

application, this would be it. Multi-stakeholder cooperatives can be found in a wide range of countries

and settings, in large markets and small, in manufacturing, retail, tourism and social services, and

boasting stakeholder groups representing anywhere from two constituency groups, to eight or ten or

more.

That said, there are some interesting commonalities that appear to be shared by many, although by

no means all multi-stakeholder co-ops. Multi-stakeholder co-ops in North America, for example, are far

more common in rural areas than urban ones, underscoring their potential as an important new tool in

rural cooperative development. Multi-stakeholder co-ops are most common in the social and health

service sectors in Quebec, but in the U.S. the model has generated the most amount of experimentation

in the area of local and organic food systems, demonstrating a clear applicability in any area where local

control and high quality are of principal concern. 

Lots of multi-stakeholder co-ops have actively embraced the “supporter” class of membership (as

these supporters have actively embraced their cooperatives), indicative of what is perhaps a more

widespread willingness among the general population than previously thought to become involved in

some way in the creation or perpetuation of certain important economic institutions in their

communities, rather than leaving that role exclusively to “the market.” Finally, multi-stakeholder

cooperatives may have a special applicability for involving youth, social service clients, low income

workers, or other marginalized populations in the oversight and governance of institutions that have an
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important impact on their lives. Being able to

combine the perspective and experience of these

constituencies with the complementary perspective

and experience of other community members is a

strategy for the development of a uniquely responsive

and empowering local enterprise.

Multi-stakeholder cooperatives also appear to be

surprisingly good at defining and establishing new

markets. The members of the Boisaco cooperative

profiled on page 27 not only saved their own local

lumber mill, but have subsequently organized several

more enterprises besides. Some personal and home

services co-ops in Quebec have now started to own and run residential care centers so that aging

members who can no longer live at home can still remain in the community.9 And the direct linking of

local supply with local demand as seen in the Producers & Buyers Co-op, page 32, has opened up

market opportunities for producers that simply did not exist before the advent of the co-op. Perhaps it

should not be so surprising that new market development is a strength of the multi-stakeholder

approach. Giving up the comfortable confines of your own perspective is often the key to being able to

envision something completely new and different. 
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Being able to combine the
perspective and experience of
marginalized populations with the
complementary perspective and
experience of other community
members is a strategy for the
development of a uniquely
responsive and empowering local
enterprise.
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Following are a series of case studies of existing multi-stakeholder cooperatives in practice.

Examples come from both English-speaking and French-speaking Canada, as well as France and

several regions of the United States. Industries represented include healthcare, social services,

forestry, local food production and sales, beer making and photography:

BOISACO, Quebec, Canada

Quebec’s forestry industry has seen regular, predictable slumps (recent downturns

happened in 1974, 1982-3, and 1991-4), each accompanied by a round of layoffs in the

province’s mill towns and forestry sector. Between the softwood lumber crisis in 2000

and the U.S. housing collapse of 2006, 26,000 millworkers and loggers have lost their livelihoods.

In one corner of Quebec, communities have used a cooperative business model to defy the

boom-bust cycles and short-term thinking that characterize much of the forestry sector.

For tourists, as well as for many urban Quebecers, the province’s effective eastern boundary

lies at Tadoussac. Beyond here, on the north side of the St. Lawrence, extends a rugged territory

where snow squalls in October are frequent, communities are sparse, and the expense of transport

can make commerce difficult. Returns on investment are often modest, and in the days before the

provincial government re-ordered and centralized the economy in the 1960s, locally owned

cooperatives brought electricity as well as grocery stores to many a North Shore town where private

entrepreneurs did not see enough of a profit opportunity to attract their interest. 

Sacre-Coeur, with a population of 2000, located fifteen kilometers from Tadoussac, is in most

ways a typical North Shore community. The town depended on forestry for several generations, but

by 1984, in the wake of one of the cyclical slumps, the local sawmill had undergone its third

consecutive bankruptcy in ten years under three separate managements, and seemed set to close for

good. 

C A S E  S T U D I E S
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“We had a reputation as the [forestry] plant that had lost the most money in Quebec,” recalls Marc

Gilbert, who was an employee at the sawmill at the time. “Nobody wanted to touch us.” Ultimately the

facility, which constituted the town’s main industry, was to remain shuttered for two and a half years.

The town’s residents might have given in to fatalism; but instead, after the bank that held the mill’s

mortgage was unable to find a buyer and offered to sell the plant at liquidation prices, locals decided to

undertake a ground-breaking initiative. Banding together to form the Sacre-Coeur Development

Corporation [Societe d’Exploitation de Sacre-Coeur], they secured the support of a credit union as

well as a provincial government subsidy, and bought the mill for $1.2 million. 

According to those who know the local history, the motive in doing this was to forestall the flight of

young people to the city and the slow death which is the bane of so many single-resource communities

in unfavourable times.

After studying various models, the interested parties decided to constitute themselves as a single

company called Boisaco Inc, owned in three equal parts by a loggers’ cooperative, (Cofor) a

millworkers’ cooperative (Unisaco), and a consortium of local businesses. 

An advantage of this structure, according to Marc Gilbert, who was one of the project’s founders

and until recently served as company president, is that it allows the workers, as majority shareholders,

to benefit from the management experience of the members of the business consortium.

Gilbert says that decision-making is rarely adversarial. “We adopted a shareholder’s charter that

gave everyone [all three parties] a veto right on all big decisions,” says Gilbert. “This forced us [to seek]

a working consensus.” The model is superior to what typically prevails on shop floors, says Gilbert,

where management squares off with unions and the need to explain (or debate) procedures slows down

productivity.

Three months after its reopening in 1985, the combined advantages of a market recovery and the

new management allowed the Boisaco sawmill to generate enough revenue to pay off all its debts. Since

then, the company has divided profit according to a formula that would seem out of place in the

corporate world. Twenty-seven per cent is shared equally as dividends among the three shareholders;

eighteen per cent goes to workers’ bonuses, while fifty-five per cent (an unusually high proportion,

according to Gilbert) is targeted—once taxes have been paid—to research and development. Part of

this fifty-five per cent is also allocated to a rainy-day fund.

Sarah Toulouse, a recent Masters graduate in cooperative management from the University of

Sherbrooke, has studied Boisaco. I asked her why the consortium of business shareholders would agree

to finance Boisaco when they could have obtained a higher return on their investment elsewhere.

“In Sacre-Coeur the [business] shareholders are mostly...folks from the region,” she says. “Their

priority is to keep the region alive.”

Today, Boisaco provides employment to about two hundred workers as members of one of the two

founding co-ops. Moreover, over the last twenty-five years as Boisaco has thrived, it has used part of its

profits to acquire shares in diverse companies in the region with which it has then signed supply

contracts. 

In one such case, Boisaco provides lumber to Sacopan, a one-hundred-worker company founded in

1999 that operates out of the same lot as Boisaco in Sacré-Coeur. Sacopan sells fibrewood doorskins

within Canada and to the USA. In the wake of the American subprime crisis, Sacpan’s sales have
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helped keep Boisaco afloat. “Historically, whenever [home] construction flags, [home] renovation takes

up the slack,” says Gilbert, explaining a strong American niche market for the product. Once the

affiliated companies like Sacopan are factored in, Boisaco can be said to secure employment for six

hundred forestry sector workers throughout the Upper North Shore.

It is source of pride to the company that it has come through the forestry crisis, now seen to be

ending, without a high level of debt, and that it accepted a deficit situation rather than shut temporarily

or resort to lay-offs. And from conversation it is clear that the management sees this decision as rooted

both in sound business sense as well as in Boisaco’s original social mandate. “If we had stopped, we

would have lost our best workers,” says Marc Gilbert, in response to my unstated question. “All those

folks couldn’t have waited four years. They would have lost their equipment. And when we wanted to

start up again, how much would it have cost us to recreate all of it, and all that expertise?”

WEAVER STREET MARKET, North Carolina, U.S. 

Weaver Street Market was founded in

Carrboro, North Carolina in 1988, and

has since become the largest retail multi-

stake holder cooperative in the United States, expanding

to include three grocery stores, a restaurant and a food

production facility. This successful collaborative involves

more than just the traditional food co-op consumer

membership category, but also invites workers to be part

of the ownership and governance structure. 

Workers are eligible to join the Co-op after six

months and pay $500 to join which they can pay

through payroll deduction. Patronage is based upon

hours worked and in the most profitable years, has

added $1 an hour to a worker’s effective wage. Typically 20% of worker patronage is paid in cash, the

rest in stock which is redeemed at the time of departure. About half of Weaver Street workers chose to

join the cooperative.

Weaver Street’s successful model includes an integrated board structure with seven board seats:

Each of the two membership class is allowed to vote for two positions. Two other seats are appointed by

the board and the last seat is reserved for the general manager. The decision to divide the board evenly

between the worker and consumers was not based on any fancy philosophy according to general

manager and founder, Ruffin Slater, “It was the easiest thing to do because it was half and half.” Weaver

Street has found there are many advantages to including both kinds of members on the board. Slater

argues not only do workers provide more knowledge, since they are directly involved with day to day

operations, but they are often more rational, “ground[ing] the board in reality.” “The worker members

take it really seriously. They are reluctant to do something that would really mess things up… those

kinds of things that occasionally consumer board members want to do,” Slater explains. 

Another representative on the board, Curt Brinkmeyer, who is also a worker owner, agrees with
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Slater, adding, “Worker members can bring their experiences from the sales floor and retail stores, so

having multiple members brings more perspectives to the board room.” Yet what he values most about

the model, as a worker owner, is it allows employees to feel a deeper tie to the business, a connection

Brinkmeyer would have missed out on if only consumers served on the board. Brinkmeyer says, “It

gives me connection to Weaver Street as a whole. Not just a job or a place of employment but more

connected to what we do for the community, consumers and workers.” 

Including two appointed seats as well as the general manager has provided key stability for the

board and the board and the cooperative. Consumer and worker director seats change regularly, as is

healthy in a democratic structure, but the general manager and appointed seats tend to be more stable.

Since the selected positions and Slater have been on the board for so long, the cooperative continues to

have “strong institutional memory.” While having the CEO on the board is more of a, “traditional

management structure,” he added “ there are a million pro’s and con’s if you wanted to make a long list

…I think it works well for us… I think anything that provides stability for the board is probably a good

thing.” The other benefit to having a more traditional management structure is it addresses the

importance of expertise and specialization: “You need to focus, you need to have people that are

looking towards the future and are responsible for the decisions that are going to make the coop

better.”

Rigorous adherence to proper role definition (bringing only board-related issues at the board

meeting, etc.) has been part of the Weaver Street formula for success, as has strong communication,

which they have found to be just as important as structure. The Co-op has relied upon a trusted outside

facilitator to help build board consensus, and have used this same skilled individual for years, which has

also helped to lend stability to a board where representatives of some classes of members change

frequently.

PICTURETANK, Paris, France

In the Parisian neighborhood of Belleville is an imaginative

photo agency called Picturetank. If you venture

onto http://picturetank.com , the cooperative’s

website, you will find documentary photographs from across

the world, both politically charged and alluring contemporary images. Yet this dynamic collection of

pictures is not the only aspect that makes Picturetank interesting; their complex multi-stake holder

model proves to be equally as innovative.

Originally founded as a non-profit, Picturetank decided that reincorporating as a Société

Coopérative d’Intérêt Collectif (SCIC) would be a better fit for their endeavor (see profile of SCICs on

page 22). Initially, the partnership involved 15 photographers and a single web designer, who provided

web tools that enabled the photographers to host, manage and publish their work through their website,

Picturetank.com. As the organization rapidly grew to 100 photographers, Picturetank’s clients began

requesting commercial services such as marketing and management of sales, so Picturetank began to

expand its staff and services and adopt a more organized, business-like approach. Yet as they grew,

Picturetank’s founders were reluctant to give up the democracy and inclusiveness that had
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characterized the organization

from its early days.

Picturetank follows in the

pioneering footsteps of

Magnum, one of the most

famous photo agencies of all

time founded by such luminaries

as Henri Cartier-Bresson and

Robert Capa. Magnum was

formed at the close of the

Second World War as a

photgraphers’ cooperative, with

the then radical idea that the

staff should support rather than

direct the photographer’s work

and that the photographers

rather than publications should

hold copyright control of the

images. Picturetank took the

model one step further and created a multi-stakeholder model, inviting the involvement of all workers

as well as photographers and a new category of members, outside supporters. 

Picturetank’s Cooperative includes seven membership classes divided into four groups or

“colleges” which include photographers, other collectives or cooperatives, employees, various

supporters. All members are allowed one vote, but each college has a different distribution of voting

weight. The complex arrangement of balancing of interests is codified in the co-op’s bylaws, but

Managing Director Philippe Deblauwe advises against taking too rigid of a stance in relation to

governance structure. “A cooperative should not be totalitarian,” he explains. “What the co-op

members understand is if they work together they are stronger, so the legal framework can adapt to the

activity and the vision.” 

One of the main balancing acts that Picturetank must perform every day is between the needs of

the individual member photographers and the needs of the agency as a whole. Picturetank’s founders

wanted to provide a platform for affiliation, but stop short of full integration—they did not want to be

in the position of imposing the requirements or standards of the group on the artistic work of any one

individual photographer. Therefore Picturetank acts not only as an agency, but it also provides the tools

that allow its member photographers to manage their individual websites and transactions outside of

the co-op if they chose. One might think these two syndication channels would lead to various conflicts

of interests, but Deblauwe insist this is not a problem because “if a photographer is unable to see the

common interest, they usually find that Picturetank is not for them.” For those who understand and

appreciate the power of collaborative action however, Picturetank members assert “In our opinion the

cooperative is the only legal framework that is able to guarantee the independence and structural

stability essential for the syndication of works on a durable basis.” 
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PRODUCERS & BUYERS CO-OP, Wisconsin, USA
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PRODUCERS & BUYERS CO-OP, Wisconsin, USA
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PRODUCERS & BUYERS CO-OP, Wisconsin, USA
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EROSKI, Mondragon, Spain

Likely the largest multi-stakeholder cooperative in the world, Eroski is the distribution division of

the Mondragon Cooperative Corporation, the famous network of worker-owned cooperatives

in the Basque region of Spain. Eroski began modestly enough in 1969 when 10 consumer

cooperatives joined together and form one large cooperative supermarket. Eroski is now the second

largest retail distribution group in Spain, just behind the French titan, Carrefour. As of 2001, it owned

and franchises more than 1,400 supermarkets, including 55 hypermarkets. The Eroski brand also

includes gas stations, perfume shops, travel agencies and cash and carry shops in both Spain and

France and is still expanding.

Although it began as a consortium of consumer cooperatives, Eroski now includes a worker

member class. Both classes have equal representation on the board and are allowed to elect 250

delegates to the general assembly, which then elects six workers and six consumers to the board of

directors. In deference to its origins as a consumer organization, Eroski bylaws provide that the

president of the board must always be elected from the consumer member group. 

Eroski’s half a million consumer members pay a fee of $75 a year to join, for which they receive a

5% discount on purchases. Worker members are required to provide a much more substantial equity

stake of approximately $6,500, which can be financed through payroll deduction over a three year

period. Worker members also receive a regular distribution of company surplus. The vast majority of

Eroski’s 30,000 employees opt to join the cooperative as they become eligible.

Despite its great size, the co-op remains committed to its roots as a members-owned enterprise and

to its identify as a community-governed cooperative. Since the very beginning, like other cooperatives

in the Mondragon family, Eroski donates 10% of profits to various community education and training

programs, its success making it one of Spain’s largest contributors to charity. Eroski is also a market

leader in the sale of fair trade goods as well as organic and locally grown products.

THE PENTICTON AND AREA COOPERATIVE ENTERPRISE (PACE) ,
British Columbia, Canada

In Okanagan, Canada, a multi-stakeholder cooperative is providing a new, innovative approach not

only to cooperative development, but also to the mental health and recovery services. The

Penticton and Area Cooperative Enterprise (PACE) is an organization dedicated to providing

transition to employment, skill training and paid work to those who are mentally ill.

PACE was incorporated in 2005 as a worker-owned cooperative, although in their case the workers

in their businesses are also technically the consumers or clients of the co-op’s employment services.

PACE’s structure also includes a supporter class of members. The consumer class controls 70% of the

board seats and consists of individuals who are mentally ill and are utilizing PACE’s services, which

includes counseling and transitional employment services. PACE operates a total of 11 businesses,

including a cleaning service, café, and web design firm, which average eight employees each.

All 11 businesses originated from ideas developed and presented to the co-op board by PACE

clients. The members of each business decide for themselves how their enterprise will be managed, but

the majority opt for some style of collective management. Although these businesses have a high degree
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of autonomy, they do receive technical support from PACE, and must submit a financial report to the

board once a year. 

The supporter class of members, with 30% representation on the board, includes former members

of the consumer group. For those who have successfully transitioned and recovered, being part of the

supporter class keeps them connected to PACE’s services in case of a relapse. In addition, having this

second type of membership allows individuals in the community at large to be part of the mission.

Supporter membership is also available to employees of PACE who are not themselves clients, such as

the counselors and trainers who work with the consumer-members. PACE also employs a general

manager who provides business and management expertise but is not eligible for a board seat and is not

a coop member. Like other multi-stakeholder co-ops, PACE is still experimenting with the best formula

for board governance, and is currently considering the option of appointing some board positions.

PACE opted not to incorporate as a charitable non-profit because, as one of the organizers

explained, “we wanted to make money; we want operate like a business.” Part of the goal of PACE is to

ensure that their ventures earn enough of a return to provide consumer members with a living wage. A

cooperative structure helps PACE reach that goal. Another part of their mission is to confront stigmas

that exist about the mentally ill. By providing a means for clients to operate a profitable and viable

business, PACE helps the surrounding community see the economic contributions that can be made by

those who might be seen to be “hard to employ” in other settings, hopefully challenging some existing

attitudes in the process. 

EAST CAROLINA ORGANICS (ECO), North Carolina, USA

Who’s your Famer?” queries the ECO website in big bold letters. All of ECO’s consumers

know the answer to this question, and think that everyone else should know too. That’s

because ECO’s mission is to establishing a local food supply chain for their North

Carolina Community through a local, farmer owned business. This grower and manager owned LLC

was formed in 2005 and cooperatively distributes and markets wholesale organic food to local retailers.

Originally, it was a project of the Carolina Farm Stewardship Association with 13 producers and two

staff owners. Now ECO has 30 grower members and 11 staff members who are all eligible for

membership once they have met certain time requirements. East Carolina Organics’ motto is they are

“farmer owned and they act like it.” Not only do the majority of the profits go back to the farmers, but

the cooperative is able to provide year around growing opportunities for farmer-members.  

ECO’s decision to establish itself as a limited liability company was the result of a North Carolina

Cooperative law that forbids agricultural cooperatives from having more than one membership class.

While disappointed that they could not incorporate formally as a multi-stakeholder cooperative, ECOs

organizers thought that the benefit of adding their management employees as members was worth the

concession. The major advantage they find is the communication flow of information between the two

groups. Through regular interaction with their producer board member peers, the employees managing

the business have a better understanding of the product and of the production and distribution process.

As James Matson, ECO’s cooperative development advisor explains” In a normal business, the agenda

is to charge the highest price you can, but the farmers need to make money selling these goods and
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others need to be able to afford them.” In his opinion, this is when the multi-stake holder model 

works best. 

ECO has a somewhat unusual division of governance and surplus rights, developed by its members

for very specific reasons and codified in the bylaws. The manager class has a higher equity stake,

owning 60% of the shares, yet the producer class receives 60% of the board sits, leaving the manager

class with 40% board representation. The reason for this is that since the Eastern Carolina Organic

philosophy is “acting farmer owned,” the members thought that the growers should hold a controlling

number of board seats. Yet the original managers (currently the only employee members) deferred their

salaries during the star- up of ECO and contributed substantial sweat equity to the business. They also

don’t have the advantage of the economic benefit that producer members do from selling the produce

at higher prices through the co-op, so the organizers felt that given these employees a slightly higher

share of equity ownership in the business seemed like fair compensation. 

James Matson advises all interested in multi-stake cooperatives to define fairness from the start.

The difference in ECO’s equity distribution and voting weight was clearly decided by the members

before they even began to write their bylaws “If It’s not fair for everyone it doesn’t work!” Matson

insists. The success of ECO is evidence of the importance of asking the right questions from the get-go. 

HEALTHPARTNERS, Minnesota, USA

Group Health, the predecessor to HealthPartners, was a mutual health insurance plan founded

in Minneapolis in 1938 by four visionary men. It was an unusual beginning, as none of the

four had any real experience in either health insurance or medicine. A credit union treasurer,

a labor leader, a progressive lawyer and the assistant manager of a large agricultural cooperative—what

they lacked in industry-specific experience they more than made up for in their deep feeling for the

needs of ordinary people, and their understanding of the power of collective action. After seeing family

after family going into great debt because of medical expenses, while others fell into poverty when

family members became ill and could not afford to pay for medical treatment, these four figured there

must be a better way. 

The idea of prepaid health insurance—where consumers pay a set price and in turn receive

complete coverage no matter what—was new at that time. The idea of a consumer-owned healthcare

delivery system was unheard of. Existing state law prevented Group Health from implementing their

vision of a consumer-directed prepaid medical plan right away, and instead they had to be content with

forming a conventional mutual insurance company at first. Local medical societies and the American

Medical Association vigorously fought the idea of anything but fee-for-service medicine as “socialist.”

But after a somewhat rocky start, the new insurance company prospered and by the 1950’s it was the

fourth leading seller of health insurance in the state, counting the governor, lieutenant governor and

state treasurer among its membership. In 1955 the state attorney general overturned earlier opinions

and declared that a prepaid health plan could operate. 

Group Health opened its first clinic in 1957. Signing up members to this new untested idea of

prepaid medical treatment was challenging. Convincing doctors to defy their peers and agree to work

for a salary was even more daunting, especially when that salary would be paid by a consumer-run

board. 



As time went on, Group Health added some benefits to cover visits to physicians outside of their

own medical group to give members a wider choice. But they kept the emphasis on consistent

preventive care that had been their hallmark from the beginning. The company was an innovator in

many other consumer-focused practices that are common today, such as employing nurses to answer

phone calls from worried members after hours. As the company grew from one clinic to over a dozen,

physicians chaffed at the centralized control and negotiated more of a leadership role at the clinic level,

initiating their own programs to improve quality and care outcomes for their patients. The 1990’s

brought significant growth, as Group Health merged with another provider to become HealthPartners,

greatly expanding their network of outside “contract” physicians to supplement their existing network

of staff physicians. The next year, they also acquired a hospital. 

Today, HealthPartners is the third largest health insurance plan Minnesota, with over one million

members and revenues of over $3 billion. About 30% of members still use the core group of

HealthPartner physicians for their care. Medical costs in Minnesota are about 30% below the national

average, while the costs of HealthPartners medical group are about 38% lower, a difference company

leaders attribute to more effective clinical practices rather than lower costs paid to providers. US New

and World Report has placed HealthPartners among the top 50 best health plans in the nation for four

years in a row, and this past year Modern Healthcare also rated it one of the best places to work in

healthcare.

While Minnesota law requires that health plans operate as not-for-profits, HealthPartners

governance structure clearly reflect its roots in the cooperative movement. Thirteen of its fifteen board

members are elected directly by consumer members while two are physicians. One physician board

member is elected by the outside contract doctors, while the second is the head of HealthPartners own

medical group. In contrast to the fears of some early observers from the medical community, having a

majority of consumers governing a healthcare organization has not led to disarray and chaos. On the

contrary, “it’s a great learning experience for clinicians to serve on a board in partnership with

consumers,” said HealthPartners medical director and board member Brian Rank, “because of the

focus on what patients need, and on improving outcomes and experience for our patients and

members. In the past,” he observed, “there has been an asymmetric power relationship in health care.

It was very difficult for patients to effectively partner with their care systems and clinicians, without

ready independent access to knowledge and information. Health Partners flips that relationship around

and has the people who actually received the care setting the direction and objectives for the

organization .” So far, it seems to be working exceptionally well for everyone.
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OKLAHOMA FOOD COOPERATIVE, Oklahoma, USA

We do not sell any mystery food” is a

motto of the the Oklahoma Food

Cooperative. In this cooperative,

which operates on a pre-order basis, consumers

don’t simply place an order with an anonymous

source; instead, they know exactly which

Oklahoma producers are providing their goods. 

Best of all, it’s easy. The co-op provides an

online forum for the farmers to list their produce

and merchandise, and the customers can order

directly online from any of the co-op’s farmers.

With its first order in 2003, the cooperative had a vision of creating a local food system for the

community at large. Realizing that this local system involved many participants, the cooperative

decided to establish multiple membership classes. 

The co-op has two sets of decision makers: consumers and producers. Although both membership

classes have the same voting power, the board has designated a minimum of one seat each to producers

and consumers so each class has at least one representative.

Some friction is inevitable with the two classes involved with the Cooperative at various levels. One

board member puts it this way: “The producer class is in a better position to become the squeaky wheel

because they are more visible; you are dealing with their livelihood. The stakes are not as high for

consumer members.” Reserving a vice-president seat on the board of equal power for each class, the

board member says, ensures continued education, communication and understanding between the two

groups. 

The Oklahoma Food Cooperative hopes one day to have enough profit to pay out patronage to

members. More immediately, however, the cooperative is hoping to set up a management system that

moves away from having board members function as managers. 

Oklahoma Food Cooperative’s goal is not to get the best deal for one party but rather to run a

business that serves the community’s food economy. One cooperative member explains, “We want the

famers to live off of the food they sell and the consumers to be able to afford it.” 
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5TH SEASON COOPERATIVE, Wisconsin, USA
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Reprinted with permission



5TH SEASON COOPERATIVE, Wisconsin, USA continued 2
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5TH SEASON COOPERATIVE, Wisconsin, USA continued 3
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5TH SEASON COOPERATIVE, Wisconsin, USA continued 4
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BLACK STAR CO-OP PUB AND BREWERY, Texas, USA

Black Star Co-op Pub and Brewery incorporated in 2006 as a

worker-consumer hybrid co-op, opening up for business in

September 2010. The Brewery strives to pair its objective—

to educate peers about cooperative ownership and values—with the

ideal of enjoying quality food and drinks while doing so. 

The brewery co-op has one membership class with three subsets

of decision makers: consumers; the workers assembly; and

supporters, including other cooperatives and nonprofits. 

There are nine seats on the co-op’s board. The worker assembly

may hold as many as three seats but those must be elected by the

membership at large, not only by the worker sub-class. 

Consumers and workers each have one share and one vote, while cooperative and nonprofit

members each get two shares and two votes because of the greater number of people they represent.

Organizational members cannot themselves be elected as delegates to the board but instead vote for

individual members of the brewery. 

At first some of the workers were skeptical of the idea of inviting consumers and supporters onto

the board of a co-op with a strong worker cooperative orientation, but over time this problem has been

diffused through dialogue between the board and workers. The board recognizes the brewery cannot

exist without the workers, and the entire membership understands the need for healthy conversation

between the various stakeholders groups. 

Consumer and supporter members played an important role in start-up of the co-op by proving the

majority financing to launch the business so the co-op did not have to rely on capital from the

workforce alone. The consumer member option has proved popular with local residents, and this group

is now approaching 2,000 members. In addition to the start-up capital they lend, another important

advantage, which fits well with the Co-op’s philosophy, is its diverse membership fosters stronger

connections with the Austin, Texas community where they reside.
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Traditional economic theory would largely predict the downfall of something as unwieldy

as a multi-stakeholder cooperative. Challenged with the high transaction costs

necessitated by the involvement of so many parties, these theories would predict that

multi-stakeholder organizations would soon revert to one dominated by a single stakeholder group,

or else fall apart entirely under the weight of their own competing objectives. As Catherine Leviten-

Reid deftly notes in a forthcoming paper, however, this just doesn’t seem to be the case, at least not

yet. She posits an alternate theory, whereby instead of thinking of the high transaction costs of

involving multiple parties, it may instead be

more appropriate to think of multi-

stakeholder enterprises as more highly

evolved coordinating mechanisms for the

collection and coordination of disparate

information in the pursuit of common

needs. 

Other researchers agree, pointing out

the reduced transaction costs that will

ultimately emerge through the increased

levels of information, trust and involvement

resulting from the multi-stakeholder

approach:

the disadvantage of increased costs cause by interest harmonization and decision-making

is balanced by a number of advantages of this specific organizational typology, namely

better quality of services (services correspond to the users’ needs) and the reduced

transaction costs (due to trust relations, resulting from knowledge of local conditions and

stakeholders’ involvement.10

R E S E A R C H  O N  M S C s

10 Munkner, H. quoted in Girard (2009): 236.

“The supposed inefficiency (of
involving multiple stakeholders)
actually is essential for creating the
virtuous circles of human connectivity
that are basic to the organizations’ s
effectiveness and that have valuable
spillover effects beyond the group
itself”

—Robert Putnam, Better Together, p. 270-271



46 Solidarity as a Business Model

R E S E A R C H

Due to the emerging nature of the sector there is little empirical research on multi-stakeholder

cooperatives specifically. A 2004 survey of 79 multi-stakeholder cooperatives in Quebec revealed a very

high level of satisfaction among members with their cooperative’s governance process, with co-ops

reporting both a high level of engagement on the part of different members, and a clear ability to reach

consensus in decision-making. When asked to identify future challenges, most members cited economic

issues rather than problem with board governance11, indicating that the multi-stakeholder governance

model did not present them with the insurmountable challenges that some theorists fear.  

Indeed, contrary to what cynics might suppose, there does not seem to be any evidence that multi-

stakeholder cooperatives are any less efficient or more argumentative than single-constituency

cooperatives, and even a bit of evidence to the contrary. What little empirical evidence there is suggests

that the well-being of different constituencies within a multi-stakeholder cooperative is not a zero-sum

game—one set of members does not need to win at the expense of the others. In the largest

comparative study to date for example, which involved over 300 cooperatives, Borzaga and Depedri

found that on both social and financial measures, workers fared equally well in cooperatives organized

as multi-stakeholder co-ops and worker-only cooperatives—the addition of other stakeholder groups in

the co-op did not take away at all from the ability of co-op workers to achieve their aim of meaningful

and remunerative employment.12

Researchers in both Quebec and Italy stress the evolving nature of the sector, however, with a

vigorous level of current interest and experimentation going on in both those countries. 

BRIDGING AND BONDING

Asummary of relevant research would not be complete without a mention of the important

work of Robert Putnam on the topic of social capital and the tangible value of social

networks. In his seminal work on the topic, Putnam makes an important distinction between

the complementary notions of “bonding” and “bridging” social capital. Bonding social capital is what

happens when networks link people who share crucial similarities; these tend to be inward-looking.

Bridging social capital describes the power of the networks and relationships that happen when people

with essential differences join together; these types of networks are more outward-looking. Putnam

describes bonding as a kind of sociological Super Glue—when we are sick, it’s our bonding social

capital partners who bring the chicken soup. Bridging social capital is akin to sociological WD-40—it’s

what keeps a diverse democracy vigorous and inclusive. 

Healthy societies need both, but bridging social capital—the kind that brings diverse groups

together—is, Putnam points out, much harder to create than bonding. Bonding can be a precedent to

bridging, but in some instances it can also preclude it. Both kinds take time to create, and are of

necessity a local phenomenon. While overall Putnam sees from his research that the level of sociability

11 Chagnon, J. (2004) “Les Cooperatives de Solidarite au Quebec”, in I.e.E. Developpmnet economique
(Ed.) Gouvernement du Quebec as discussed in Leviten-Reid, C. forthcoming.
12 Borzaga, C. and Depedri, S. (2010), “The implications of Stakeholders’ Participation on Goals’
Achievement and on Performances: the case of Italian Social Cooperatives”, paper presented at the
meeting of the International Association for the Economics of Participation (July). Paris, France. 



and civic participation in the United States appears to be

declining, he also concludes that that this larger trend masks a

tremendous amount of variability on the local level. 

Working together fosters the bridging kind of social

capital, as does civic engagement. In his 2003 book of case

studies, Better Together, Putnam points out that social capital is

most often the byproduct of the pursuit of some particular

shared goal, rather than a goal pursued in and of itself.  Taken together, these observations support the

conclusion that multi-stakeholder cooperatives could indeed be important vehicles for the building of

that elusive bridging variety of social capital that make pluralistic democracies prosper. 

For more on building social capital see Appendix G. See also the list of frequently asked questions about social

capital on the Saguaro Seminar website,  www.hks.harvard.edu/saguaro/faqs.htm.
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“Social capital represents not a
comfortable alternative to social
conflict but a way of making
controversy productive”

—Robert Putnam, Better Together, p. 3.
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PLANNING FOR SUCCESS

Information, dialogue and sunshine are three

concepts that come up frequently in the discussion

of successful multi-stakeholder cooperatives. Like

the proverbial blind men and the elephant who each

examined a different part of the elephant (ears, tail,

trunk, limbs) and described the animal completely

differently (and incorrectly) as as a fan, rope, snake or

tree, if each party to a transaction can only describe and

understand their own situation the probability for anyone

having a comprehensive understanding of the entire

system of supply and demand is slim. Multi-stakeholder

cooperatives by their nature seek out different

information and new perspectives. But to be successful

they also need to know how to share this information in

ways that make it meaningful to members of the other

groups. Information is important, but dialogue is just as

key. Dialogue has a crucial role to play in building trust

as well, as does sunshine or transparency around all

transactions. Different constituencies who don’t have natural networks of trust can build these over

time through common objectives supported by clear, comprehensive and predictable information.

Several observers of this sector have pointed to the particular need for training and support for

multi-stakeholder boards and management in the area of facilitation, consensus-building and

deliberative democracy. Parties to these enterprises are expected to do a lot of bridging to groups

outside of their own, which is a challenging assignment. The more skills and support they have in

doing this, the better it will be for the entire co-op. Having regular outside facilitators at meetings

or adopting practices such as informally rotating the chairmanship between representatives of

C O N C L U S I O N



different groups are some things that co-ops in our case

studies have done to build both skills and trust. 

Reinforcing social cohesion and common mission

at every appropriate opportunity is another best

practice. Multi-stakeholder cooperatives by their nature

seek a broad range of participants. This makes it all the

more important that those who do participate remain

true to the shared mission. Reminding each other at every meeting of the common purpose for coming

together as well as planning for small, tangible wins and then linking those wins to the overarching

common mission will help members feel included and on-track. Building social cohesion is incremental

and cumulative—pacing yourself for the long haul is vital to avoid disappointment and burnout.

Robert Putnam in his work also makes some interesting observations about the efficacy of story-

telling in building social capital and cohesion, and about the importance of shared space, whether

physical or virtual. These are points that multi-stakeholders could certainly take into consideration. 

“Multi-stakeholder boards can be difficult because of the different interests
that people bring to the table but the approach brings with it real strength of
the recognition that ‘we are all in this together’ . . if you really believe in
diversity then it becomes our responsibility to develop the ability to listen to
each other and come to common ground . . .” 

—Dr. Brian Rank, Board Member, HealthPartners

“A FAVORABLE ÉLAN OF COMPROMISES”

Aprominent expert on multi-stakeholder cooperatives once prosaically used the phrase “a

favorable élan of compromises” when describing the emergence of multi-stakeholder

cooperatives in Quebec.

élan: é.lan (noun): vigor and enthusiasm, often combined with 
self-confidence and style

Think about pursuing compromise not as a strategy imbued with cynicism or defeat but rather one

characterized by enthusiasm, self-confidence and style, and you have the best of what multi-stakeholder

cooperatives can bring. 

Another colleague in Quebec characterized their cooperative development system as a “learning

voyage.” For multi-stakeholder cooperatives, building new structures and breaking new ground every

day, it is important to keep this positive perspective in mind. Mistakes will be undoubtedly be made.

The key question in contemplating a multi-stakeholder approach is not “will it be perfect?” but rather

“Can we do better than what we have right now? And if so “Can we do it alone?” If your answer to

these questions is “yes,” we can do better, but “no,” we can’t do it alone, then you might want to

consider a multi-stakeholder approach. 
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“Democracy is quite
demanding.” 

—Michel Clement, Coordinator for
Cooperative Development, 

Ministère de Développpement 
économique de l’Innovation et 

de l’Exportation du Québec
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Appendices B, D, E and F are excerpted with permission from In Good Company: The Worker

Cooperative Toolbox published by the Northcountry Cooperative Foundation. 

Appendix C is an article by Lynn Pitman of the University of Wisconsin Center for Cooperatives reprinted

from the November-December 2010 issue of Cooperative Grocer.

Appendix G comes from the website www.bettertogether.org/150ways.htm

APPENDIX A: THE COOPERATIVE PRINCIPLES
The current  articulation of these seven principles, approved by the International Cooperative

Alliance (ICA) at a 1995 meeting that celebrated the 150th anniversary of the modern cooperative

movement, is as follows:

1. Voluntary and Open Membership
Cooperatives are voluntary organizations, open to all persons able to use their services and

willing to accept the responsibilities of membership without gender, social, racial, political, or

religious discrimination.

2. Democratic Member Control
Cooperatives are democratic organizations controlled by their members, who actively

participate in setting their policies and making decisions. Men and women serving as elected

representatives are accountable to the membership. In primary cooperatives, members have equal

voting rights (one member, one vote), and cooperatives at other levels are also organized in a

democratic manner.
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3. Member Economic Participation
Members contribute equitably to, and control democratically, the capital of their cooperative. At

least part of that capital is usually the common property of the cooperative. Members allocate surpluses

to any of the following purposes: developing their cooperative, possibly by setting up reserves, part of

which would be indivisible; benefiting members in proportion to their transactions with the

cooperative; and supporting other activities approved by the membership.

4. Autonomy and Independence
Cooperatives are autonomous, self-help organizations controlled by their members. If they enter

into agreements with other organizations, including governments, they do so on terms that ensure

democratic control by their members and maintain their cooperative autonomy.

5. Education, Training, and Information
Cooperatives provide education and training for their members, elected representatives, managers,

and employees so they can contribute effectively to the development of their cooperatives. They inform

the general public—particularly young people and opinion leaders—about the nature and benefits of

cooperation.

6. Cooperation among Cooperatives
Cooperatives provide the most effective service to their members and strengthen the cooperative

movement by working together through local, national, and international structures.\

7. Concern for Community
Cooperatives work for the sustainable development of their communities through policies approved

by their members.
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APPENDIX B: WHAT IS A COOPERATIVE?
The International Cooperative Alliance defines a cooperative as “an autonomous association of

persons united voluntarily to meet their common economic, social and cultural needs and aspirations

through a jointly owned and democratically controlled enterprise.” It is, essentially, an enterprise

formed by a group of people who join forces and work together to solve a problem or reach a goal that

they all share. In a cooperative, only members are permitted to own common shares of equity. All

cooperatives are owned and governed democratically, applying the principle of “one member, one

vote.” 

Cooperative members come from all walks of life, and they are all ages and belong to all income

groups. People form and join cooperatives to meet all sorts of needs, and they buy and sell all kinds of

products and services, ranging from child care to groceries to agricultural products to financial services.

There are cooperative day-care centers and cooperative burial societies. There is probably a cooperative

somewhere in the country to meet every kind of need imaginable.

Cooperatives are differentiated from other business entities in three ways: member ownership,

member control, and member benefit. A cooperative is an enterprise where ownership, control, and

benefit are all held by the same group of people: the cooperative members.

Joint Ownership
Co-op members are not just customers, employees, or users of the business—they are also the

business owners. In an investor-owned business, owners are concerned mainly with making money. In a

cooperative enterprise, by contrast, member-owners are concerned not only about whether the

enterprise is making money, but whether the business is meeting the needs of its member-owners.

These needs may be economic (making a fair wage), non-economic (contributing to a healthy

environment, or setting an example of worker participation in business management), or some

combination.

Democratic Control
Participation in the decision-making process is one of the primary ways business owners exercise

their rights as owners. In a typical investor-owned company, each investor casts votes in direct

proportion to the number of shares the investor owns—that is, more shares equals more votes equals

more control. In a cooperative ownership structure, by contrast, control is vested with each member,

not each share of stock. This means that each member casts one vote in any business decision that is

put before the membership, regardless of the number of shares owned. Cooperatives are operated

according to the democratic principle of “one member, one vote.”

Co-ops are led by member-elected boards of directors. The co-op’s manager or other top staff

report directly to the board. Since the board members are the ones who will be leading the organization

and making key decisions on behalf of the membership, the most important vote that any co-op

member makes is for the board of directors. In a worker co-op, all members engage in electing their top

leadership. In an investor-owned business, by contrast, the board of directors is typically composed of

top company management, plus some outsiders.
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Member Benefit
Cooperatives are operated for the benefit of their members. Like any business, a cooperative must

make at least as much money as it spends, but spending decisions are also based on delivering the

greatest value to members. In an investor-owned business, profits are distributed based on the number

of shares owned. In a cooperative, net income (income over and above expenses) is redistributed back

to the members based on some equitable system. This system is called “patronage” and the

redistributed profits are called “patronage rebates,” “patronage refunds,” or sometimes “patronage

dividends.” Members are “patrons” of the co-ops, and profits are redistributed back to members based

on how much business they do with the co-op (that is, how much they “patronize” it). In a producer

co-op, this might be how much grain, milk, or other product the farmer-member markets through the

cooperative. In a consumer co-op, patronage refunds would generally be based on the total annual

purchases from the co-op. In a worker co-op, patronage is measured based on an equitable formula of

labor input, either according to hours worked, pay level, seniority, or some combination of all three.

Thus, while a conventional investor-owned business provides returns based on capital input, a worker

cooperative provides returns based on labor input. 

Because cooperatives are operated for the benefits of members and not as speculative investment

vehicles, they function essentially at cost. This fact means that cooperatives enjoy the attractive tax

benefit of single taxation. In an investor-owned corporation, profit is taxed at the corporate level before

it is distributed to members as dividends. Individual stock owners must then pay tax a second time on

this income at their individual level. In a co-op, by contrast, only profits that are kept by the company

as retained earnings are taxed at the corporate level. Earnings that are passed through to members are

only taxed once, at the individual level. 

Cooperative Principles
Equity. Equality. Self-help. Self-responsibility. Democracy. Solidarity. These are the values on which

the modern cooperative movement was founded and the basis for the organization of every cooperative

enterprise in the world today.

The origins of the modern cooperative movement can be traced to the city of Rochdale, England,

at the beginning of the Industrial Revolution. In 1844, a group of industrial trade unionists, tired of the

poor quality and high prices of goods sold through the company store, set out to make things right. The

Rochdale Society of Equitable Pioneers opened its first cooperative store on Toad Lane.

From the outset, the group’s purpose was more noble than simply selling quality, affordable

provisions and clothing. It also proposed the building of houses “in which those members desiring to

assist each other [in] improving their domestic and social conditions, may reside.” The group also

recommended “the formation of worker cooperatives to help the unemployed; the purchase of land for

common cultivation; and the promotion of education and sobriety.” While some of these early efforts

were more successful than others, the clarity, consistency, and breadth of these cooperative principles

are striking. From the beginning, these co-op pioneers envisioned cooperatives as a way to give

ordinary people greater control over their lives, to improve their economic conditions, and to protect

them during hard times. These principles, developed more than 150 years ago, live on today in the

thousands of cooperative institutions that exist throughout the United States and the world.
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Co-ops Today
Any type of business can be a cooperative. In the United States the largest co-ops are often

agricultural co-ops and credit unions. Indeed, since the beginning of our nation, farmers and ranchers

have joined together to pool the funds and manpower necessary to process or harvest their goods.

Credit unions are often developed by employees of large organizations to provide financial services to

their members.  

Co-ops also abound internationally. In Quebec (Canada), Northern Italy, India, and Japan, for

example, cooperatives play a significant role in the national and regional economies. The most famous

worker co-ops in the world are the Mondragon cooperatives in the Basque region of Spain, an

association of over one hundred cooperative enterprises, forming an entire cooperative economy in

which factories, schools, banks, retail stores, and services operate on a cooperative basis. 
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APPENDIX C: LIMITED COOPERATIVE ASSOCIATIONS 

Understanding the ULCAA:
A report from the University of Wisconsin Center for Cooperatives
By Lynn Pitman

Since 2001, new cooperative laws have been adopted in five states—Wyoming, Tennessee, Iowa,

Minnesota, and Wisconsin—and introduced in the Nebraska state legislature. These laws do not replace

existing cooperative statutes. They provide for the establishment of a new type of business entity, the

limited cooperative association (LCA), which has characteristics of both the traditional cooperative and

the limited liability company (LLC). Because the LCA can be structured in ways that contradict

fundamental principles under which cooperatives traditionally have operated, there is concern that

these new laws will subvert or dilute the cooperative business model.

Traditionally, a business organized on a cooperative basis subordinates the interests of the capital

investor to those of the business user, or patron. Cooperative control is in the hands of its member-

patrons, and returns on investment capital are limited. Member-patrons are the primary source of

equity capital, and net earnings are allocated on the basis of patronage instead of investment.

The new statutes have been presented as one approach to the problems of modern-day capital

formation within the traditional cooperative structure. In contrast to past cooperative laws, the new

statutes all specifically allow the distribution of net earnings on the basis of investment contributions, as

well as on patronage, and do not set limits on investor returns. Investors may have voting rights and

may be eligible for election to the board of directors. The statutes provide varying levels of protection

for patron-member interests by setting minimums for patronage-based earnings distributions and by

making special provisions for patron-member voting and patron majority representation on the board

of directors.

Besides limited liability for its members, both the LLC and the LCA also offer a choice in tax

treatment. The organization may elect to be taxed as either a partnership or as a corporation, although

this flexibility may affect the organization’s status as a cooperative for federal tax purposes.

* * *

Most cooperatives are incorporated under state cooperative statutes. These statutes are not uniform

and describe cooperative structure and operations with varying levels of specificity. All states have at

least one cooperative statute, and many are specific to agricultural producers. To protect the interests of

the cooperative patron, some state statutes require the cooperative to operate on a nonprofit basis, so

that goods or services are provided at cost. Other statutes protect patron interests by requiring that net

earnings…be distributed on the basis of patronage.

Furthermore, many state statutes, as well as federal cooperative tax laws, set limits on dividends or

interest paid on a cooperative’s capital stock. As a result, cooperatives have limited access to outside

sources of capital, and cooperative members must provide significant portions of the equity needed for

startup ventures or expansions.

The challenges posed by equity capital formation have been especially visible in the agricultural

sector, where cooperative businesses play a significant role…
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* * *

Dividend rate, opportunities for asset appreciation, and voting rights tied to level of investment are

criteria that are used by a nonpatron investor to evaluate an investment opportunity but are limited or

prohibited by cooperative statutes. Cooperatives have attempted to address these issues in a variety of

ways, including conversions, joint ventures and the use of the limited-liability company business

structure.

The exploration of alternative business forms set the stage for the development of the LCA. The

first state statute governing this type of business structure was passed in Wyoming in 2001 and was

specific to agricultural operations. Since that time, the applicability of this new type of cooperative to

other business development situations has been recognized. Later statutes have a broader scope and

encompass many business sectors. The specifics in the state statutes vary, but all provide some

guidelines on patron voting collectively, voting power of patron-elected board of directors, and

allocation of profits to patrons.

The concurrent drafting of a proposed uniform cooperative statute by the National Conference of

Commissioners for Uniform State Law (NCCUSL) mirrors these developments. NCCUSL began

working on a draft cooperative statute in 2004. As was the case with state LCA statutes, it was not

meant to be a replacement for state traditional cooperative laws, but rather to “provide a flexible

cooperative act to aid agricultural producers associated for economic development.”

* * *

As the draft statute evolved, so did its scope. The October 2005 working draft is entitled “Uniform

Limited Cooperative Association Act” (ULCAA). The draft’s prefatory note drops reference to

agricultural producers and describes its purpose as “...another statutory option for organizing

cooperatives as a way to encourage economic development.” This and subsequent prefatory notes and

memos explore the need for an organizational structure which reflects the legal, historic, and functional

differences of the cooperative business form but allows increased equity investment incentives for

outside investors.

Existing LLC statutes are flexible enough to be used to establish a cooperative business structure

that includes investor members with control and voting rights. However, the ULCAA was developed for

use as an “efficient template” for creating this type of business organization, incorporating cooperative

principles and practices drawn from a review of existing cooperative statutes. To balance patron and

investor member interests, the ULCAA also includes provisions for collective patron voting, voting

power of patron-elected board of directors, and sets a minimum allocation of profits to patrons.

* * *

Of the 22 limited cooperative associations described in 2005…only 36 percent were agriculture-

related ventures. The 26 LCAs formed since May 2005 continued this trend, with 31 percent related to

agriculture. Because the newer Iowa and Wisconsin statutes are both multisectoral, they are being used

for a broad range of new cooperative businesses, including both consumer and purchasing cooperatives.

* * *

…[M]any of the associations formed under the LCA statutes were likely to operate as traditional

cooperatives, and information gathered on several of the newer cooperatives indicate similar operational

plans. 
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Many of these new LCAs do not appear to be the type of capital-intensive agricultural ventures

that originally spurred the development of LCA business statutes. Because the statutes are relatively

new, familiarity with them may still be developing within the business law community, affecting the

frequency of their use in the formation of new cooperative businesses. In addition, the requirements

built into the LCA structure to protect patron-member interests may not provide the level of control

and the options for exit that would contribute to the attractiveness of an investment opportunity.

Whether the LCA structure is sufficiently flexible to accommodate the needs of outside investor-

members, while protecting patron-member interests in larger-scale projects, is unclear at this time.

However, a commonality of interests beyond the financial also may exist between investor- and

patron-members. Cooperatives are seen as effective tools for addressing local community economic

development issues and for promoting local ownership. Investor-member support and participation in

these types of projects may be motivated by community development as well as financial

considerations. The LCA structure allows for investor-members to participate in and support

community development projects that otherwise might not be able to attract sufficient capital for start

up. 

Excerpts from “Limited Cooperative Association Statutes: An Update.” University of Wisconsin Center for

Cooperatives 2008 staff report. The full report may be viewed on the UWCC website: http://s.coop.3qk.
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APPENDIX D: EFFECTIVE BOARD MEMBERS

Selecting the Board
The greatest threat to the survival of a cooperative is a poorly performing board of directors. 

Being a positive participant in effective cooperative governance is the most important job a co-op

member has. All cooperatives, whatever the kind, share the basic premise of one member, one vote. All

cooperative members share equally in voting for the board of directors, and also by law must be allowed

to vote on major decisions affecting the cooperative’s future, such as a sale, merger, or dissolution of the

business, as well as any changes to the bylaws. Beyond that, however, cooperatives enjoy wide latitude

in structuring how other decisions affecting the business will be made. 

Six Traditional Major Areas of Responsibility of the Board of Directors

1. Mission: Determine the organization’s mission and set policies to ensure the fulfillment of the

mission.

2. Fiscal: Establish fiscal policy and ensure the ongoing financial integrity and viability of the

 organization.

3. Leadership: Hire, evaluate, and if necessary, fire, the Executive Director. 

4. Supervision: Provide ongoing supervision, direction and support for the Execution Director.

5. Strategic Planning: Provided the long rand vision and plans for the organization, and develop

 priorities and policies to pursue and implement these plans.

6. Public Image: Represent the organization to the public and advocate for the organization.

The Board of Directors should not:

• Become involved in day to day operations;

• Hire or supervise staff other then Executive Director; or

• Micro-manage the Executive Director or the staff.

Directors of a cooperative business have the same legal responsibilities as directors of any other

corporation or business. The exact legal obligations of boards of directors vary from state to state, but

most state statutes encompass the basic dues of care, loyalty, and obedience. Because of the unique

nature of cooperative businesses, however, board members must attend to some additional duties.

Unlike investor-owned businesses, which are often focused solely on making a profit, co-ops operate

profitably to meet the needs of their members. Co-op directors must know what those needs are. They

also must ensure that the members are educated about cooperatives and about their rights as members.

The board has an official responsibility to communicate with member-owners about the financial

health of the organization and about the plans and vision of the board.

When a new cooperative is formed, the corporate bylaws will reserve certain decision-making rights

for the membership as a whole. Any other decisions, by definition, may be made by the board of

directors. In practice, certain other issues might be taken to the membership at large for input. When

setting up a co-op, it is important to outline how decisions will be made: When will the group as a

whole make decisions? What kinds of decisions can board officers or committees make? How will such

decisions be made? Will approved decisions require collective agreement or a simple majority? 
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Learning to Promote Sound, Fair Governance: 
Qualities of an Effective Board Member

Good boards don’t just happen, they are made. An active, thoughtful, and directed nominations

process is a key element that differentiates effective boards from ineffective ones.

Before recruiting individuals for your board, think about what the board as a team is charged with

doing, and what will make the board as a team most able to fulfill its leadership responsibilities in ways

that will benefit the entire co-op. The board members must be able to work together to fulfill the

board’s responsibilities while representing the diverse interests of the co-op. It is important to consider

how leadership roles can be shared among people so that the skills and experiences of each person

complement those of the others. 

First decide what skills and qualities you want this group to have, and then determine what skills

and qualities are lacking in the group. Target your recruitment so you can fill in these gaps.

Some members will stand out immediately as good candidates for the board. Others will have more

subtle qualities that make them potentially good candidates. Individual board members must provide

the pieces that fit together to form an effective group, but no individual board member is required to

have every skill or leadership quality necessary to the group as a whole. One board may need a person

with particular skills and experience, while another may need someone very different. The goal is to

build an effective group; each individual is only one piece of this equation. 

The following types of people may be good board candidates:
• People who have participated actively at co-op meetings or events.

• People who have shown initiative, diplomacy, knowledge, and judgment in addressing issues

facing the co-op or another group.

• People who are demanding change and will take on responsibility for initiating it. 

• People who help a meeting simply by being there—through their people skills, organizational

skills, sense of humor, or positive spirit.

• People who inspire trust or are seen as team builders.

• People who are good listeners.

People enjoy having their strengths recognized by their peers. 

Keep in mind that all boards will need training to carry out their duties effectively—training in

financial management, group process, cooperative legal issues, and so forth—and that adults learn

differently than young people do.  

Below is an outline of some of the personal characteristics of an effective board president, but the

ideas listed are true for all board members. Striving to create something really special for and with your

fellow members is what can make serving on the board of a cooperative a uniquely rewarding

experience. 

Personal Characteristics of an Effective Board President
Commitment to Service—Above all, the president must be committed to his or her role as a

 servant of members. An effective servant does not always do the leading, but implements the will of

members.
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Vision—The co-op looks to the president for inspiration. Members want to hear how good the

 cooperative can be. A good president looks for the positives and talks about them. The president must

visualize how the board, committees, and volunteers function separately, and also how they work

together to achieve the co-op’s goals.

Perspective—The president needs to be able to step back from the day-to-day activities and assess

what is happening, as if for the first time. That includes having a sense of humor.

Impartiality—An effective president is able to remain objective and open-minded in all

discussions. He or she must be willing to listen to intensely different points of view.

Caring—The president must care for the conduct of the co-op and for the well-being of its

 members. A strong president has the ability to affect others positively and to generate enthusiasm in

others.
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APPENDIX E: BOARD MEMBER CODE OF CONDUCT

Board of Directors Code of Conduct
As a co-op director, I pledge to do my best for the co-op and will:

• Devote the time needed to fulfill the responsibilities of the position.

• Attend all regular and special board and committee meetings.

• Be prompt, attentive, and prepared for all board and committee meetings.

• Contribute to and encourage open, respectful, and thorough discussions by the board.

• To enhance board understanding and cohesiveness, attend and actively participate in the board’s

training sessions and annual planning retreat.

• Consider the business of the co-op and its members to be confidential in nature.

• Disclose any personal or organizational conflict of interest in which I may be involved, and refrain

from discussing or voting on any issues related to that conflict.

• Be honest, helpful, diligent, and respectful in my dealings with the co-op, other directors, and the

co-op’s management, staff, and members.

• Refrain from becoming financially involved or associated with any business or agency that has

interests that are, or could be perceived to be, in conflict with the co-op’s interests.

• Work for continued and increased effectiveness in the co-op’s ability to serve its member-owners.

• Be a team player and agree to abide by the majority action of the board, even if it is not my own

personal opinion.

• Present the agreed-upon view of the board of directors, rather than my own, when I speak on

behalf of the co-op to employees, members, shoppers, and the general public.

• Refrain from asking for special privileges as a board member.

• Work to ensure that the co-op is controlled in a democratic fashion and that all elections are

public, fair, and open to the participation of all members.

• Strive at all times to keep members informed of the co-op’s status and plans and of the board’s

work.

• Continually seek opportunities to learn more about the co-op and its operations and about my

responsibilities as a board member.

As a co-op director, I agree to abide by this Statement of Agreement in both letter and spirit. 

______________________________________       ______________________________

Signature                                                            Date
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APPENDIX F: TIPS FOR EFFECTIVE MEETINGS

Characteristics of Effective Meetings
• The atmosphere is informal, relaxed, and comfortable. People are involved and interested. There

are no signs of boredom or tension.

• There is a great deal of discussion in which everyone participates. The discussion stays relevant to

the topic(s) at hand. If the discussion gets off the subject, someone quickly brings it back.

• The task or objective of the team is well understood and accepted by participants. Participants are

committed to achieving it.

• Participants really listen to each other.

• Disagreement is expressed openly and without fear of conflict. Differences of opinion are honored

and thoroughly explored before decisions are made. If differences cannot be resolved, participants

agree to live with them and move on. 

• Decisions are reached by consensus. Formal majority voting is not used.

• Criticism of ideas is frequent, frank, and phrased constructively. Participants avoid personal

attacks.

• People are encouraged to express their feelings as well as their thoughts. There are no hidden

agendas and few surprises, since participants are open about sharing their feelings. 

• When action is agreed upon, clear assignments are made and participants accept individual

accountability.

• The facilitator does not dominate interaction. Participants do not defer unduly to the facilitator.

All participants exercise leadership responsibilities.

• The group is highly conscious of its own internal processes. Frequently, it will stop to examine

how well it is doing and take a look at things that may be interfering with its functioning.

Problems are discussed openly until a solution is found.

Key Meeting Roles

Meeting Facilitator
Responsibilities: To begin and end the meeting on time; to keep the meeting focused on results; to

keep the meeting moving; to model and use facilitative behaviors; to keep discussion on track; to keep

the discussion balanced; to summarize; to encourage all participants to contribute; and to listen, look

for, and point out areas of agreement. See “Role of Meeting Facilitator,” below, for more details.

Recorder/Minute Taker
Responsibilities: To record ideas and suggestions made by participants, to record agreements and

decisions reached, to seek out clarification when necessary.

Timekeeper
Responsibilities: To keep track of time spent on agenda items, to warn leader or facilitator when

time is running out.
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Participant
Responsibilities: To contribute to the meeting in a constructive way; to share information that is

useful; to listen carefully to other points of view; and to pay attention to both task and process

functions.

Role of Meeting Facilitator
Co-op meetings don’t have “someone in charge”; they have facilitators. The board president is

usually the meeting facilitator, but the board can assign the facilitator role to anyone. A facilitator is a

member who steps out of the decision making to focus on the meeting process, how the discussion

runs. Skilled facilitating keeps a meeting focused, moving, and productive.

Small meetings are generally easy to facilitate; large meetings are tougher. Start small and gain

experience. With practice and attention, anyone can become a great facilitator.

Here’s a quick checklist of the facilitator’s role:

• Make the meeting space comfortable.

• Provide meeting supplies (extra handouts, newsprint, tape, etc.)

• Start and keep the meeting on time.

• Move the group from one agenda item to the next.

• Recognize people and give them their opportunity to speak.

• Keep issues clear and manageable.

• Make sure that people stick to the issue.

• Encourage positive attitudes.

• Make sure that everyone participates.

• Sum up discussion points.

• End discussion if a decision cannot be made.

The following outlines a facilitator’s job in detail. All of the listed goals are necessary, but the tools

are suggestions. Experiment and learn as you go.

Focus
It’s the facilitator’s job to stay out of the debate and keep discussions on track. An unfocused

meeting quickly becomes inefficient and frustrating.

1. Separate yourself (as facilitator) from the discussion. Try not to add content to the discussion. As

facilitator, your role is to focus on the process.

• If you know that you have a strong personal stake in a proposal, ask someone else to facilitate the

meeting.

• If you give any personal input, start by saying, “Stepping out of my facilitator role. . . . “ It is

important that people do not give your opinion more weight because you are acting as facilitator.

2. Keep the issue clear and manageable.

• Start the discussion with a time for “clarifying questions.” This is a time for people to make sure

they understand the issues or proposals, not to discuss them.

• Break large, complicated issues or proposals into smaller parts.

• Post the agenda or steps needed to reach a decision where everyone can see them.
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3. Make sure people stick to the issue.

• Keep a “parallel agenda” or “parking lot” if unrelated issues come up. Jot down notes of concern.

Later, you can address these issues quickly, or pass them to a committee, or table them for a

future meeting.

4. Keep speakers from repeating points that have already been made.

• Write points on a large pad of newsprint or a whiteboard.

5. Keep the meeting moving. Be aware of time.

• Set time limits for each agenda item.

• Choose a timekeeper.

• Remind people how much time remains. If you run out of time, have members either extend the

time limit or set another time to continue the discussion. If you extend the time, have the

members decide if the meeting will go longer or what will be tabled for another time.

Participation
It’s the facilitator’s job to recognize speakers and get everyone involved. The more points of view

that are expressed and then addressed, the stronger final decisions can be. Everyone has valid opinions.

Everyone can have creative solutions.

1. Recognize speakers; call on people to speak in turn.

• Keep a “stack.” Write down people’s names as they raise their hands and use that list to call on

people in turn. People may not get to speak at the exact moment they want, but they will

understand that the system is fair. 

2. Make sure everyone gets a chance to speak.

• Go around the circle, giving each person a brief, uninterrupted chance to speak.

• Ask questions to prompt quiet members to speak.

• Break the discussion group into smaller groups so it’s less intimidating.

• Try to have everyone speak once before anyone speaks a second time.

• Clarify the issue under discussion as needed.

3. Encourage everyone to speak his or her mind.

• If someone seems to be holding back, try to engage them in the discussion.

• Give people easy ways to participate. Ask the group a question and have people show thumbs:

thumbs up means agree, in favor, and thumbs down means disagree, against. Thumbs to the side

means unsure, neutral.

4. Encourage creativity, especially when discussions get stuck.

• Hold brainstorms where everyone adds to a list of ideas without any evaluation. The group can

discuss specific ideas after the brainstorm.

Positive Attitudes 
It’s the facilitator’s role to set the tone of the meeting. Good meetings are relaxed, organized,

friendly, and fun.

• Keep discussions from getting too heated by scheduling breaks.

• Give positive feedback.

• Discourage nonconstructive feedback and criticism.
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• Refer to points and proposals by titles, not the names of the person who presented them.

• Make the space comfortable.

Pull It All Together 
It’s the facilitator’s role to achieve clarity before the group makes a decision. This is one of the most

important parts of facilitating—and often the hardest.

1. Sum up what’s been said; in voting, review points of opposing proposals; in consensus, repeat

points to be addressed and solutions.

• Use a whiteboard or flipchart to list points of the proposal(s).

• Review important points of the discussion (on paper or orally). This way the group can see how

the decision has been reached.

• Know if or when a decision cannot be made. The people may need more facts, opinions from

others, or time to think,.

• Ask members what they need or want to feel comfortable making a decision.

2. Make sure everyone understands the decision.

• Restate the decision. Ask for group approval. Make sure the recorder writes it down exactly.

Board Meeting Facilitation Tips
Good facilitation makes all the difference between feeling energized or drained by a meeting.

Strong facilitation helps all members participate equally. Although leading a board discussion is usually

the president’s job, facilitation may be assigned to any person who has a knack for watching the clock

and the agenda, and for encouraging everyone to participate in discussions.

Running meetings and managing them well is not something that anyone is born knowing how to

do; it is an acquired skill that takes talent and experience. With time, each facilitator discovers his or her

own strengths and style. Don’t be hesitant to secure (and be willing to pay for) outside help if you need

it.

The basic job of the facilitator is threefold: Begin the meeting on time, keep the meeting moving,

and end the meeting on time.

Begin the meeting on time.
• Allow some time for small talk and settling in.

• Create an impromptu agenda, if necessary.

• Walk through the agenda, emphasizing desired outcomes (decision, review, or discussion) for each

item.

• If agenda topics have appeared in prior meetings, establish continuity by giving a brief review of

actions taken since their last consideration.

Keep the meeting moving.
• Don’t move too fast or push too hard.

• Stick to the allotted times for agenda items.

• Summarize frequently to avoid confusion or misunderstanding, and bridge from one topic to the

next.

• If a discussion becomes complicated or lengthy, propose a way of addressing the topic in another
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way or at another time.

• Keep the discussion balanced.

• Encourage all participants to contribute. The facilitator should be sensitive to everyone’s needs to

digest or articulate information, especially when discussing complex topics or making difficult

decisions, while keeping the discussion moving and tactfully cutting short repetitive arguments.

• Listen, look for, and point out areas of agreement.

Bring the meeting to a conclusion.
• Be committed to ending meetings on time.

• Get clear agreement on action items, including who will be responsible, time frames, how

progress will be checked, and how progress will be evaluated.

• Some boards routinely set aside a block of time at the end of each meeting to give members a

chance to air questions or concerns. To prevent the meeting from becoming a gripe session, it

helps to have ground rules for this sort of exchange.

• Time should be allowed at the end of each meeting for a meeting evaluation process. Encouraging

board members to give feedback can improve teamwork and make the job of being a board

member fun. All board members are responsible for helping make meetings effective.

• Set the tentative date and time of the next meeting, if appropriate.

Using the Consensus Model for Decision Making
Making decisions as a group can be difficult. Voting sometimes leaves a group deadlocked,

frustrated, or resentful. Often, an answer is not a simple “yes” or “no.” One way a group can reach a

decision that unites participants instead of dividing them is through consensus. Consensus is defined as

reaching general agreement. An effective meeting facilitator will attempt to guide the group to

consensus on decisions using the following techniques:

• Encourage the presentation of viewpoints, especially when they are conflicting. Real consensus

comes only after open discussion and acknowledging differences.

• Listen carefully for agreements and hesitations within the group. When a decision can’t be made,

state points of agreement and hesitation. Stating points of agreement helps group morale, may

lead to agreement “in principle” on the issue, and may make it possible to agree on new ideas.

Stating points of hesitation can make them clearer and allow for resolution. Many times,

hesitations are based on misunderstanding and restating can end those misunderstandings.

• Test for agreement as soon as a decision seems to be emerging. State the tentative consensus in a

question and be specific. For example: “Do we all agree that we’ll meet on Tuesday nights for the

next two months, and that a facilitator will be chosen at each meeting for the next one?” rather

than “Do we all agree to do this the way it was just suggested?” If you are unclear about how to

phrase the decision, ask for help.

• Insist on a response from the group. Don’t accept silence or grunting for consent. Participants

need to be conscious of making a contract with each other.

• Sometimes stating the perceived agreement in the negative helps to clarify the group feeling: “Is

there anyone who does not agree that…?” This method is especially helpful for groups under time

pressure or with a tendency for nit-picking, but it is also important for group members to be fully
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supportive of the decision. If you have doubts about their commitment, ask them.

• Be suspicious of agreements reached too easily. Test to make sure members really do agree on

essential points. 

• Offer alternatives when there is no agreement.

• Ask those who disagree to offer alternative proposals for discussion and decision.

• If an agreement still cannot be reached, people may need time to reflect on the feelings behind

their opinions. Propose a break or a period of silence, or postpone the discussion.

• If postponing the decision, try to reach an agreement on a process for what will happen before an

item is brought up again. It is often productive for representatives of opposing factions to draft a

compromise proposal together.

There are many models of consensus-based decision making, and the one described below is just

one of them. The idea behind this model is to avoid having anyone leave the table feeling disgruntled,

excluded, or dismissed. This model isn’t appropriate for every decision you make, but it can be helpful

for times where you’re dealing with potentially divisive issues.

When making a decision, instead of voting “yes” or “no,” have everyone express support for the

decision in terms of a number between 1 and 5:

5 = I feel strongly about this and will take the lead to make sure it happens.

4 = I feel strongly about this, and will work to make sure it happens.

3 = I am okay with this.

2 = I am not okay with this, but will not stop it.

1 = I am opposed to this, and will work to prevent it from happening.

After everyone has voted, tally and share the responses with the group. Begin by asking the 1s and

2s to share their concerns. Ask them to relate their opinion directly to the values, goals, and objectives

of the cooperative. Then ask the 4s and 5s to share their viewpoints and do the same thing. The goal is

to share viewpoints until everyone in the group is comfortable with the decision. Even in a consensus

decision-making process, the group may opt to overrule a single member or small group that stands in

the way of where the others feel strongly the organization should go. Also, if there are no 5s, you may

ask if the proposal is a good idea to begin with.

Ground Rules for Meetings
It’s a good idea to set some formal meeting ground rules that everyone agrees to abide by. Like the

code of ethics, ground rules describe the highest level of behavior that meeting participants should

practice at all times, but that may be forgotten in the heat of discussion.

• Arrive on time. Stay until the end.

• Begin all meetings on time.

• Start the meeting with introductions and an explanation of the meeting process.

• Come prepared, having read all relevant materials beforehand.

• Recognize and state when you have a conflict of interest. Do not vote on any motion in which you

have a stated conflict of interest.

• Make no judgmental statements.

• Seek to understand before being understood.
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• Speak respectfully. Never raise your voice above a normal speaking tone.

• Talk to the issue, not to the person.

• Don’t criticize those who are absent.

• Ask questions when you do not understand. There are no stupid questions.

• Take turns speaking. Try not to speak again until everyone else has had a chance to speak.

• Don’t speak at the same time. Don’t interrupt.

• State your motions positively. Try to pair a solution with every problem.

• People can disagree without being disrespectful. Everyone needs to be heard and respected, but

that does not mean everyone gets his or her own way.

• Talk about meeting issues at the meeting, not in the parking lot after the meeting.

• End all meetings on time.

• Thank all attendees for their support and dedication.

Roberts Rules of Order
Robert’s Rules of Order is a time-proven tool for meeting process. You don’t have to be a

parliamentary whiz to use basic concepts that help you stick to an agenda and finish the meeting in an

hour or two. The table shown below summarizes the most commonly used parliamentary procedures.

Adopting these, even informally, can often help at times when discussions stray from the business at

hand, or when conflict becomes stressful.

Following 
parliamentary Need a Is it Can it be What vote

Process procedure, one says: second? debatable? amended? is needed?

Introduce business “I move that . . . Yes Yes Yes Majority

Motion by committee “Finance committee 
moves . . . “ No Yes Yes Majority

Suspend further 
consideration of “I move to table 
an issue the motion.” Yes No No Majority

Postpone discussion “I move to postpone
for a certain time the discussion until . . . “ Yes Yes Yes Majority

Amend a motion “I move to amend Only if motion
on the table the motion by . . . “ Yes is debatable Yes Majority

End a debate and 
amendments “I call the question.” Yes No No 2/3

Give closer study to “I move to refer the 
something matter to the_________ 

committee.” Yes Yes Yes Majority

Adjourn a meeting “I move that we adjourn.” Yes No No Majority

Motions that occur occasionally
Following 
parliamentary Need a Is it Can it be What vote

Process procedure, one says: second? debatable? amended? is needed?

Protest breach of “I rise to a 
conduct point of order.” No No No No vote

Vote on a ruling “I appeal the 
of the chair chair’s decision.” Yes Yes No Majority
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Following 
parliamentary Need a Is it Can it be What vote

Process procedure, one says: second? debatable? amended? is needed?

Suspend rules “I move to suspend
temporarily the rules so that . . . “ Yes No No 2/3

Avoid considering an “I object to consideration
improper matter of this motion.” No No No 2/3

Request information “Point of information.” No No No No vote

Take up a previously “I move to take 
tabled matter from the table . . . “ Yes No No Majority

Reconsider an action “I move to reconsider 
the vote on . . . “ Yes Yes No Majority

Troubleshooting a problem meeting
Problem Solution

Lack of agenda Send a written agenda in advance to all meeting participants, increasing the

odds that people will come to the meeting prepared.

Poor attendance Were you clear about the meeting date, time, and location? Did you invite the

correct people to the meeting? Did you poll participants to choose a

convenient time and location?

Distractions Be sure to choose a meeting time and location that is free from distracting

sights and sounds. Make sure the seating and the room temperature are

comfortable.

Late arrivals Start the meeting on time. If you don’t start the meeting on time, you’re

penalizing the people who were on time and rewarding the latecomers.

Socializing Get down to business at hand and follow the agenda. Do not try to talk over

the people talking on the side, but be silent until the disruption ceases.

Wandering from Make sure discussion sticks to the agenda. Bring back the strays.

agenda Use parliamentary procedure.

Meetings run late Follow the agenda. Table items to be discussed at the next meeting or assign

the work to a committee. Interrupt lengthy speakers, if necessary, and ask

them to summarize. End the meeting on time.

Handling a Meeting Monopolizer
A “monopolizer” is a person who attempts to take charge of a group, monopolizing its discussion

and trying to determine its direction. Many cooperatives have a monopolizer or two. Left unchecked, a

monopolizer can ruin a committee, split a board, or even destroy a co-op’s sense of community.

Handling a monopolizer is a delicate matter because the co-op does not want to arbitrarily silence a

member. That would be a violation of the member’s right to voice a minority opinion within the
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democratic organization. The solution for the co-op is twofold:

• Proper use of the majority-rule democratic process.

• Effective meeting management by the meeting facilitator.

Responsibility for ensuring the success of the democratic process falls to the board, which is elected

and empowered to run the meetings of the cooperative. Committee chairs have the same power

delegated to them from the board.

Encourage the Democratic Process
The democratic process is designed so that organizations can get business done fairly and

effectively. This includes preventing one person from taking over the agenda or making decisions

without a vote. Anyone in the group can move that time limits be imposed, or that each person gets to

make their point succinctly and only once. The group can adopt the process by majority vote. This not

only puts clear limits on the monopolizer, but shows him or her that the group has heard enough from

them.

Manage the Person and the Meeting
If someone has previously demonstrated a tendency to monopolize, a board member could speak

privately with the individual before the next meeting. Ask the monopolizer what he or she wants to

accomplish. Tell them that speaking too much doesn’t help their case, but rather turns people off. Help

them formulate a simple request they can make at the next meeting and suggest that they then stop

talking unless the president calls on them again.

In a meeting, it is the facilitator’s responsibility to protect everyone’s right to be heard. Set the

ground rules, then stick to them firmly and consistently. Make raising your hand essential. Only allow

someone to speak after being properly recognized. If anyone speaks before being called on, interrupt

him or her. A gavel is useful in these instances.

Even a positively inclined monopolizer can create a difficult situation. Such a person may volunteer

lots of their time to the co-op and may be well liked by everyone, but feel a need to be in charge of

everything. But if the situation continues, other people stop trying to get involved. Another danger is

that if the monopolizer should disappear, there could be a sudden leadership vacuum. Consequently,

even a positive monopolizer should be encouraged to move over a bit and let others assume important

roles.
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APPENDIX G: 
150 THINGS YOU CAN DO TO BUILD SOCIAL CAPITAL
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The L3C: A More Creative Capitalism 
By Jim Witkin | January 15th, 2009  

 
During his 2007 Harvard commencement address, Bill Gates, now the world’s best funded philanthropist, 
called on the graduates to invent “a more creative capitalism” where “we can stretch the reach of market 
forces so that more people can make a profit, or at least make a living, serving people who are suffering 
from the worst inequities.” 

It doesn’t take a Harvard grad (or Harvard dropout like Gates) to 
understand that traditional market forces mostly work against the notion of a socially beneficial enterprise 
(one that seeks social returns first and financial second). Existing for-profit corporate structures demand a 
higher financial return than a social enterprise can usually deliver; while non-profit organizations have 
limited access to capital and a tax-exempt format that limits a strong profit orientation. If the social 
enterprise field is to evolve and grow, what’s needed is a hybrid of the two forms, a structure that supports 
a “low profit corporation.” 
Enter the L3C (low-profit, limited liability company), a new corporate structure designed to attract a wide 
range of investment sources thereby improving the viability of social ventures. In April 2008, Vermont 
became the first state to recognize the L3C as a legal corporate structure. Similar legislation is pending in 
Georgia, Michigan, Montana and North Carolina. But if the L3C seems like the right choice for your social 
enterprise, you don’t have to wait! L3Cs formed in Vermont can be used in any state. 
 
Flexible Ownership Attracts a Range of Investors 
The goal of the L3C form is to bring together a mix of investment money from a variety of sources. This 
process starts with investments from Foundations known as Program Related Investments (PRIs). 
Foundations are required to spend at least five percent of their assets in a given fiscal year in order to 
maintain their tax-exempt status. They have two basic options for spending their money: they can make 
grants, where there is no financial return on the money, or they can make program-related investments 
(PRIs) investing in for-profit ventures and potentially earn a return. 
But to qualify as a PRI, the investment must relate to the Foundation’s mission and the risk/reward ratio 
must exceed that of a standard market-driven investment (ie, the risk must be higher, and the return lower). 
Surprisingly, the use of PRIs by Foundations is limited even with the potential to earn a small return. 
Because of burdensome and costly IRS requirements to verify PRIs, many foundations shy away from 
investing in for-profit ventures due to the uncertainty of whether they would qualify as PRIs. 
Unlike the Limited Liability Corporation (LLC), the L3C is explicitly formed to further a socially 
beneficial mission. The L3C’s operating agreement specifically outlines its PRI-qualified purpose. This 
should make it much easier for Foundations to make program related investments in social ventures while 
ensuring their tax-exempt status remains secure. 
Like the LLC, the L3C is able to form flexible partnerships where ownership rights can be tailored to 
meet the requirements of each partner. This flexibility permits a tranched or layered investment and 
ownership structure. The Foundation’s L3C membership stake provides for a very low rate of return and 
can be subordinate to the other investors. Because the Foundation can invest through PRIs at less than the 
market rate while embracing higher risk levels, this lowers the risk to other investors and increases their 
potential rate of return. So the remaining L3C memberships can then be marketed at risk/return profiles 
necessary to attract market driven investors. 
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The end result: the L3C is able to leverage Foundation PRIs to access a wide range of investment dollars 
through a flexible partnership structure. Additionally, profit and loss flow through the L3C to its members 
and are taxed according to each investor’s particular tax situation, making it easier for non-profits and for-
profits to partner together. 
Some examples of L3C entities that have been created or are in the process: carbon trading, alternative 
energy, food bank processing, social services, social benefit consulting and media, arts funding, job 
creation programs, economic development, housing for low income and aging populations, medical 
facilities, environmental remediation, and medical research. 
 
L3C Advocacy  
The L3C concept was formed by Robert Lang, CEO of the Mary Elizabeth & Gordon B. Mannweiler 
Foundation, Inc. Marcus Owens, a tax attorney with Caplin & Drysdale in Washington, DC, wrote the basic 
law. The Mary Elizabeth & Gordon B. Mannweiler Foundation has funded the Americans for Community 
Development whose purpose is to promote the L3C and the adoption of this new corporate form in all fifty 
states. Mr. Lang and others formed the first L3C, L3C Advisors, for the purpose of helping social ventures 
structure, organize & finance L3C’s. 
The L3C is still in “proof of concept” form, but will be put to the test this year. Because the first L3Cs 
were formed in 2008, this means 2009 will be the first year that the concept will be tested with the IRS. 
Hopefully, the IRS will readily accept Foundation investments in L3Cs as valid PRIs. Steve Gunderson, 
CEO of the Council on Foundations, which supports the L3C approach says “we’re optimistic” that the IRS 
will also support this approach to PRI investing. 
The economic realities of connecting social needs with capital markets is leading to innovations like the 
L3C form. As the problems that social ventures try to solve get bigger and more widespread, hopefully 
these types of innovations will keep pace. 
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Collective Action and the Politics of Affect 

 

Gerda Roelvink  

 

Introduction: The Politics of Anti-Globalisation  

 

The anti-globalisation movement is the contested banner for a range of new collectives that gather 

together diverse participants around common concerns (Callon and Rabeharisoa 2008, Latour 2005; 

Roelvink 2009). What interests me about these collectives today is that, despite their label, they have 

explicitly shifted away from a politics that aims to uncover and resist neoliberal ideology. The World 

Social Forum movement is exemplary in this regard. The WSF began in 2001 in opposition to 

neoliberalism:  

  

The World Social Forum is an open meeting place where social movements, networks, 

NGOs and other civil society organisations opposed to neo-liberalism and a world 

dominated by capital or by any form of imperialism come together to pursue their thinking, 

to debate ideas democratically, for [sic] formulate proposals, share their experiences freely 

and network for effective action.   

(http://www.forumsocialmundial.org.br/main.php?id_menu=19&cd_language=2 [accessed 

23.09.08]) 

 

 As the WSF has grown from 25-30,000 attendees at its inception to 155,000 in 20051 (Keraghel and 

Sen 2004), participants have become aware that, while mobilising participation, the discourse of 

neoliberalism does not necessarily prompt the creation of alternatives. Rather, the discussion and 

generation of knowledge about neoliberalism can stymie participants’ hopes for other worlds and 

strengthen neoliberal discourse.  

 

                                                 
1 The last meeting in one location before the forum took a polycentric form. 
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Several scholars have investigated this shift in the anti-globalisation movement from a politics 

focused on ideology to one that bypasses and potentially disrupts habits of thinking about 

neoliberalism. Focusing on mass gatherings such as the Seattle demonstrations in 1999, Brian 

Massumi (2002a) and Maria Hynes and Scott Sharpe (2009) suggest that the anti-globalisation 

movement has embraced a politics of affect. Working in the tradition of Spinoza and Deleuze, 

Massumi and Hynes and Sharpe view the anti-globalisation collectives as shifting compositions of 

multiple interacting bodies, where “bodies are reciprocally distinguished with respect to motion or 

rest, quickness or slowness, and not with respect to substance” (Spinoza as quoted in Hynes and 

Sharpe 2009, 7). Affect relates to an increase or decrease in the collective body’s capacity to act 

(Hynes and Sharpe 2009). While affect is thus not the same as emotions felt by an individual,2 

Massumi suggests that it can be felt: “every transition is accompanied by a feeling of the change in 

capacity” (213, original emphasis; see also Massumi 2002b). This feeling of change also has affects; it 

increases the intensity of affect, “[giving] the body’s movements a kind of depth that stays with it 

across all its transitions – accumulating in memory, in habit, in reflex, in desire, in tendency” (213, 

original emphasis). As a politics, affect can create feelings of possibility in the context of hegemonic 

ideology and hopelessness (Anderson 2006; Gibson-Graham 2006). Thus Ben Anderson (2006, 738) 

suggests that affect expands the political field because it introduces awareness of endless possibilities 

in every moment and brings attention to practices that might capture some of these possibilities to 

create change.  

 

An example of a politics of affect practiced in the anti-globalisation movement is provided by Hynes 

and Sharpe’s (2009) analysis of the shifting bodily relationships in mass protests. Hynes and Sharpe 

are interested in shifts in the capacity for action of the collective body constituted by protesters at the 

1999 Seattle demonstrations. They focus on the protesters’ response to violence waged by police and 

the passage from bodies paralysed by teargas to bodies joining together in resistance. In this passage 

Hynes and Sharpe detect a shift in the protesters’ collective capacity for action: “There is a transition 

from the state of being ‘asphyxiated and blinded’ [by tear gas] to the state of having ‘arms locked 

more tightly’, which seems to represent an increase in the power of acting” (8). Hynes and Sharpe 

therefore argue that violence can increase the possibilities of affecting and being affected. Drawing 

                                                 
2 Emotions are seen as a personal and qualified experience of the body’s movement (Anderson 2006, 736; Massumi 
2002a, 213). 
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on Spinoza, they suggest joy and sad passions as a way to “gauge affect” (8) and note the joy tinged 

with sadness in protesters’ accounts of Seattle.  

 

Reflecting on the Seattle demonstrations, Massumi is concerned that in addition to potentially 

making new connections between people, violent performances also often produce fear that 

heightens existing divisions between people. And Hynes and Sharpe suggest that mass 

demonstrations can decrease the possibilities of action for those gathered around them, such as the 

police whose “forceful movements” generate a weakness, a limit in their ability for affecting and 

being affected (9).3 Massumi thus asks, “are [there] ways of practising a politics that takes stock of 

the affective way power operates now, but doesn’t rely on violence and the hardening of divisions 

along identity lines that it usually brings[?]” (235). In response to Massumi’s question, this article 

explores the kind of politics the WSF has moved to. In 2003 the WSF shifted in stance from the 

saying “no” to neoliberalism to the “many yeses”, that is, to the affirmation of diverse alternative 

movements and projects currently underway (Keraghel and Sen 2004, 483; Kingsnorth 2003). The 

WSF joined other anti-globalisation movements to practice a politics centred on affirmation rather 

than resistance (Hynes, Sharpe and Fagan 2007). While attention has been given to the force of 

affect in the experience of and resistance to ‘capitalism’ (Hynes and Sharpe 2009, Massumi 2002a, 

Stewart 2007), I am interested in exploring how affect might be operationalised in a politics of 

affirmation that aims to generate economic possibility. In this article I investigate the force of affect 

in an alternative form of collective body to that of mass protests. I begin by extending Bruno 

Latour’s (2004a) account of how bodies learn to be affected in collectives to consider how thinking is 

moved by the play of affect (Connolly 2002). William E. Connolly’s (2002) neuropolitics of affect 

helps me to consider the role of affect in the production of new knowledge. I then turn to Michel 

Callon and Vololona Rabeharisoa’s (2003) work to begin my exploration of the operation of affect in 

collective action. I am particularly interested in how affect can be utilised by anti-globalisation 

collectives in a pedagogy for imagining new economies and in the third section of this article I bring 

a politics of affect to bear on Paulo Freire’s pedagogy. Freire’s work draws attention to the 

importance of testimony as a collective affective technique for prompting new thinking. In the 

fourth section I discuss one session of the 2005 WSF to illustrate how my understanding of a politics 

                                                 
3 This is not to simply dismiss violent protest outright, and thereby move towards the assertion of a single strategy for 
social transformation. As Isabelle Stengers notes, “The matter is not to demand a unifying principle which would be 
stronger than divergence, but to learn how to work together not in spite but through the divergence” (Stengers and 
Zournazi 2002, 255). 
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of affect might be practiced. Affect is not a force that can be directly observed or documented and it 

operates in “a zone of indiscernibility” (Connolly 64). Rather than documenting the force of affect, 

then, this article draws attention to the WSF in order to gesture towards what a politics of affect 

might look like4. I adopt the description of the WSF as a “pedagogical space” for social movements 

to analyse current realities and create new ways of re-imagining the future (Andreotti and Dowling 

2004, 605). As receivers of testimony, researchers can be caught up in a politics of affect. The article 

thus concludes by briefly commenting on the role of researchers in collective action.  

 

Collective Politics and the Force of Affect 

 

The Spinozan approach to a politics of affect focuses on the shifting relationships that constitute the 

collective body’s affect or “force of existence” and capacities for action (Hynes and Sharpe 2009, 7). 

In order to explore how affect shapes thinking and the production of new knowledge, I need a 

theory that shows the impact of affect on individual bodies in the collective. I am interested in the 

way that changes in the collective’s capacity for action are embodied. Latour’s (2004a) work directs 

attention to the relationship between the individual and collective bodies. Latour’s work on affect 

suggests that for a body to be alive in the world it must be able to be moved by its relationships with 

the wider body-world or collective body. Latour calls this “learning to be affected” (see also 

Hinchliffe 2003; Gibson-Graham and Roelvink 2009). He illustrates learning to be affected with the 

perfume industry and the training sessions through which a pupil becomes a ‘nose’: 

  

It is not by accident that a person is called ‘a nose’ as if, through practice, she had 

acquired an organ that defined her ability to detect chemical and other differences. 

Through the training sessions, she learned to have a nose that allowed her to inhabit 

a (richly differentiated odoriferous) world. Thus body parts are progressively acquired 

at the same time as ‘world counter-parts’ are being registered in a new way. Acquiring 

a body is thus a progressive enterprise that produces at once a sensory medium and a 

sensitive world. (Latour 2004a, 207, original emphasis) 

 

                                                 
4 Kathleen Stewart’s (2007, 4) work is instructive on other creative ways of evoking the force of affect or, as she describes 
it, “to find something to say about ordinary affects by performing some of the intensity and texture that makes them 
habitable and animate”.   
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The capacity of a nose to be moved by the world, to detect different odours in this case, is achieved 

through the training session made up of a teacher, pupil and an odour kit. Without these elements in 

relationship to each other the body would be static and odours would smell the same. Latour thus 

suggests that the kit, teacher and pupil can be viewed as a collective body that enables the 

differentiation of an “odoriferous world” (207). Learning to be affected is thus co-transformative, 

increasing the collective’s capacity for action in a more highly differentiated world. Latour’s work 

also shows how this capacity is embodied (in this case through the nose) as individual bodies learn 

to be affected in collectives/body-worlds. 

 

While Latour’s concept of learning to be affected demonstrates embodied learning in collectives, 

Connolly’s work provides a way to explore in detail how thinking is moved by living bodies. Connolly 

is interested in a “neuropolitics” of affect which he describes as “the politics through which cultural 

life mixes into the composition of body/brain processes” (xiii). This mix of culture and bodies 

occurs in “a zone of indiscernibility because within this zone we are still unclear exactly how the 

mixing occurs, how complex each layer of capacity is, and how much room there is for mobility and 

creativity once a set of initial capacities and dispositions has become organized” (64). Although it is 

indiscernible, Connolly argues that this zone is vital to creativity and he goes on to thematize 

body/brain/world interactions in order to develop an appreciation of affect as a source of creative 

thinking. His work is particularly instructive for exploring the role of thinking, language and ideas in 

a politics that utilises the force of affect.  

 

For Connolly, affect relates to “body/brain systems” interacting with the world and “traces of past 

experiences” (62). More specifically, affect operates in the encounter between the different layers of 

thinking that are triggered by one’s engagement in the world. “Thought embodies” this thinking 

process (65).  Performances, such as film, structured through “‘irrational cuts’ between scenes” are 

especially effective at producing the “movement of affect” (67). The breaking up of a narrative 

“opens a new round of intrasubjective communication between your virtual register and a conscious 

line of reflection” (67); “it allows new thoughts to stroll or run onto stage, now and then setting an 

internal dialogue into motion that brings something new or exciting into being” (71). Outlining this 

“multidimensional process of thinking”, Connolly explains:  
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First, there is the dissonant conjunction between the scene and the distinctive thoughts it 

might rapidly mobilize in people with different, affectively imbued memory banks. Second, 

the initial encounter may later spur more disciplined thinking about the fugitive relation 

between the virtual register and consciousness in thought. And third, the conjunction of the 

first two moments might later yet encourage a disciplined train of thought about the relations 

among affect, discipline, and technique in fomenting new thoughts and enabling a disciplined 

train of thought. For discipline and logic are both essential to a sustained train of thought. 

(Connolly 2002, 71)   

 

Expression and language, such as bodily posture and words, have a role in articulating the play of 

affect. Connolly in fact suggests that language and linguistic distinctions operate throughout the 

process of affects, “even if they do not exhaust them and even if many thoughts move too fast to 

render the linguistic element explicit” (71). Expressions will also be shaped by the “public context” 

and transformed through the process of putting affects into language (71-72). Yet new expressions 

have the potential to intervene in discourse and, importantly, to generate alternatives to restrictive 

discourses and binary thinking (73). I am interested in exploring how this process of affect might be 

utilised as a politics to create new knowledge and a more highly differentiated world with greater 

possibilities for action. 

 

How might a neuropolitics of affect be enacted by contemporary collectives gathered around 

common concerns? Callon and Rabeharisoa’s (2003) case study of a muscular dystrophy collective is 

useful for extending Connolly’s work to collective action that creates new possibilities. Callon and 

Rabeharisoa’s case study investigates the Association Fransaise contra les Myopathies (AFM), a 

French muscular dystrophy association formed to create new knowledge. They describe this 

association as a “hybrid collective” to reflect the “mixing [of] humans and non-humans” (195) in the 

constitution of knowledge, identities and spaces for political intervention (198). Hybrid collectives 

are engaged in processes of learning to be affected by the collective body-world (Callon and 

Rabeharisoa 2003; Gibson-Graham and Roelvink 2009). The AFM collective developed in response 

to the dehumanisation of patients with muscular dystrophy and the medical community’s lack of 

interest in the disease. The AFM gathered together patients and families to create new possibilities 

for living with muscular dystrophy. They took photos, collected testimonies and employed other 

research methods to collect and convey patients’ experiences of life with muscular dystrophy. Just as 
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the odour kit enables the nose to differentiate odours, through their research patients and families 

developed a kit of representations that differentiated life with muscular dystrophy. Through their 

initial research the AFM made bodily experiences available for dialogue with medical researchers. 

This research disrupted the discourse representing patients with muscular dystrophy as a single 

homogeneous terminal case. It created a discursive interruption in which the play of affect and 

creative thinking about the disease could occur in the emerging collective. 

 

The AFM embarked on fundraising to continue research into life with muscular dystrophy and 

partnered with the medical community. The broader collective that formed through this partnership 

launched a range of new research projects to build knowledge of the disease. This research has had 

important effects and demonstrates the possibilities for action potentially generated through 

processes of learning to be affected. It has created different therapeutic options for patients and 

personalised and humanised them in the eyes of scientists, constituting them “as individuals caught 

up in a peculiar network of social relations” (199). Patients, in turn, learnt to experience their body in 

relation to others in the collective, including scientists, prostheses and genes, and they have come to 

see these others as “part of themselves” (199). The research has also created opportunities for new 

alliances between a range of experts to conduct research and further differentiate the picture of 

muscular dystrophy:  

 
The more knowledge about…the disease advances, the more complex the picture 

becomes. The number of actants involved (all kinds of proteins, antibodies, enzymes, 

etc.) multiplies and causal links proliferate. As a result, differences between individual 

patients intensify, and the number of specialists that can be mobilized increases. This 

opens the way for strategic options. (Callon and Rabeharisoa 2003, 199) 

    

From my perspective, this case highlights that learning to be affected can be undertaken by 

collectives to create knowledge that increases the possibilities for action. Callon and Rabeharisoa 

describe this knowledge in terms of a “discourse [that] combines the biological and the social to 

produce what Paul Rabinow has suggested calling a ‘bio-sociality’” (1998-1999). More specifically, 

this discourse “[links] individual behaviour or social relations to biological data in a constantly 

revisable way” (1998). The possibilities for action Callon and Rabeharisoa highlight are a range of 

scientific research options each with “a different set of alliances” (1999). This approach to the 
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politics of affect opens up the possibility that the anti-globalisation movement might create a new 

econo-sociality, connecting economic information with social relations to create new economic 

identities, experiments, alliances and options for ethical decision making (see Gibson-Graham and 

Roelvink 2009).   

 

Operationalising Affect through Freireian Pedagogy  

 

The pedagogy of social movement collective action builds on a long tradition in Latin American 

politics, instigated by the influential work of Paulo Freire and his well known book Pedagogy of the 

Oppressed ([1968]1996). Beginning in the 1940s, Freire developed a pedagogy through which the 

masses could come to identify oppressive ideologies of the present and begin a dialogue for utopian 

futures (Gaudiano and Alba 1994).5 His work suggests that social change arises through assemblages 

that generate other ways of knowing and being in the world. Freire’s pedagogy offers a way of 

thinking about the practices whereby hybrid collectives come to express affecting body-worlds 

through collective knowledge and discourse. As I discussed in the previous section, Connolly (2002) 

shows how in the play of affect which triggers multiple lines of thought, some thoughts are captured 

and expressed. He further differentiates this process in which affect is expressed and translated into 

discourse and provides a guide to reading Freire’s pedagogy (73-74). The first step involves the 

creation of a “new word or phrase” and its introduction into public (73). This new word or phrase 

has an effect on the public discourse which it enters, for instance, it could express “an absence 

retrospectively where none had been experienced before” (73). Second, this new word or phrase 

offers others a way to capture and express similar feelings or sensibilities. Third, if the word or 

phrase comes to express a common experience it can be translated into discursive representation. As 

the new word or phrase becomes “an object of thought” it might be used to think about and act on 

the world (73). These steps correspond to Freireian thinking on generative themes and dialogue, 

                                                 
5 Freire’s vision of social transformation was developed in a context in which the discourse of capitalist imperialism was 
dominant and Marxist understandings of the peasant and working class as agents of transformation prevailed. Freire’s 
politics is grounded in modernist Marxist ideas about revolution, the unitary singular subject and an instrumental view of 
political action. Consequently, there has been much debate on the applicability of Freire’s work to the diverse agents of 
social transformation found today. Peter McLaren and Colin Lankshear (1994), for instance, have questioned the 
importation of Freire’s ideas to the global North and to post-colonial contexts. They also ask whether Freire’s work can 
be applied to contemporary forms of capitalist power. Despite this questioning they argue that two central remaining 
ingredients in Freire’s pedagogy are the experience of diverse forms of oppression and the desire for change.  
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through which an awareness of other possibilities of being in the world is generated and expressed in 

language. 

 

Social movement groups gather together around common concerns. For Freireian scholars common 

concern is achieved through generative themes. Generative themes are centred on everyday experience 

and arise from the “thematic [or discursive] universe” in which people see themselves (Freire 1996, 

77). Freireian scholars further suggest that gathering around and discussing generative themes, such 

as neoliberalism and or capitalism, can have a creative effect, generating a space of hope and 

possibility (Johnston and Goodman 2006). Freire distinguishes the difference between one’s 

discursive universe and alternative possibilities as the difference between the ‘is’ and the ‘ought’ (see 

also Johnston and Goodman 2006). Naming the ‘is’ is the initial task for those gathered around 

generative themes. For Freire (1996, 68) to name something is to problematise it and thus to begin to 

change the world. Naming the ‘ought’ relates to Connolly’s (2002, 73) first step of the creative force 

of affect, “revealing an absence” – an alternative to the ‘is’ – “retrospectively where none had been 

experienced by most before”. Josee Johnston and James Goodman (2006, 20) highlight the WSF as 

exemplary of a gathering around generative themes and write that the movement “establishes 

frameworks for living and acting together that provide fertile soil for growing paradigmatic 

alternatives – for connecting critiques of ‘what is’, to the many different visions of ‘what ought to 

be’”. In 2005 the WSF was organised into thematic spaces in which participants gathered around a 

range of generative themes. “Espaco F, Social Struggles and Democratic Alternatives – Against 

Neoliberal Domination”, for example, included sessions called “Knowledge, democracy and 

revolutions”, “SCHOOL: Against Education Commodification”, “Global Apartheid, Global 

Alternatives”, “Reform or Revolution” and “Women and Trade Unions – Towards a Wider Working 

Class Politics”. All of this is just a taste of what the programme had to offer for the 27th of January, 

the first full day of sessions (Forum Social Mundial: Programacao 2005). These thematic spaces 

reflect participants’ concerns about the world. For example, some sessions named and thereby 

problematised existing forms of oppression or the ‘is’ of generative themes, such as “Global 

Apartheid”, while at the same time gesturing towards an ‘ought’, such as “Global Alternatives”. This 

‘ought’ reveals an absence and a space of possibility (Johnston and Goodman 2006).   

 

Yet the pitfalls – such as the squelching rather than prompting of creativity – of critical discussion of 

one’s discursive universe have been well documented (Gibson-Graham 2006; Latour 2004b; 
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Sedgwick 2003; Roelvink 2008). Sedgwick’s (2003) work, for example, suggests that critical analysis 

has become analogous with, and even indistinguishable from, paranoid thinking. Drawing on 

Melanie Klein and Silvan Tomkin’s thinking on paranoia, Sedgwick develops a picture of the critical 

thinker who, taking a “depressive” “anxiety-mitigating” stance, is continuously expanding their 

existing discursive universe to anticipate and thus negate any element of surprise (128, 130). The 

critical thinker achieves this by putting themselves in their enemy’s shoes; that is, only by performing 

the paranoid fear is the theorist able to anticipate surprise. And even the failure to anticipate surprise 

confirms that “you can never be paranoid enough” (127). Connolly (2002, 76) similarly suggests that 

“habits of feeling and judgment” capture affect in familiar moralistic, reactive and depressive stances 

that limit alternative visions of the world and possibilities of being. The sense of possibility and hope 

and even the ability to name the alternative ‘oughts’ following discussion of the ‘is’ in Freireian 

pedagogy is, then, not automatic and needs to be thought through in relation to affecting bodies in 

dialogue.  

 

For Freire knowledge and agency are fundamentally connected (Gaudiano and Alba 1994). Indeed, 

he writes that “to speak a true word is to transform the world” (1996, 68). Such transformative 

knowledge is collectively constituted through dialogue. Freire emphasises the co-production of 

learning and knowledge and in Pedagogy of the Oppressed he writes, “Authentic education is not carried 

out by ‘A’ for ‘B’ or by ‘A’ about ‘B’, but rather by ‘A’ with ‘B’, mediated by the world – a world 

which impresses and challenges both parties, giving rise to views or opinions about it” (74; see also 

Gaudiano and Alba 1994, 136). Central to this process is testimony:  

 

For me, teaching is the form or the act of knowing, which the professor or educator 

exercises; it takes as its witness the student. This act of knowing is given to the student as 

testimony, so that the student will not merely act as a learner. In other words, teaching is the 

form that the teacher or educator possesses to bear witness to the student about what 

knowing is, so that the student will also know instead of simply learning. (Torres and Freire 

1994, 103) 

  

In social movement struggles witnesses of an event narrate and give testimony to their experience for 

judgement by others (Routledge 2003). Testimony calls on the recipient to believe what they say. In 

Freireian dialogue testimonies are centred on personal experience infused with love for the world 



 

 

11

and hope for the future (Freire 1996). In testifying to an experience one conveys memories of that 

experience as it was lived, bearing witness to elements of that experience that are not governed by 

dominant discourses linked to oppression (Laub 1992; Oliver 2004). Testimonies are conveyed in 

words and through bodies (Sharpe 1999), in other words, through cognitive and affective registers. 

Theorists of affect argue that these two registers need not be consistent with one another and they 

may be more powerful at producing moments of creativity when they are not. In fact, this is one way 

in which the affective register can prompt new trains of thought. Gibson-Graham’s (2006) and 

Anderson’s (2006) research shows how experiences of surprise, delight, hope and desire that break 

with existing habits of thought can open thinking to other possibilities. Scott Sharpe (1999), drawing 

on Julia Kristeva’s work on the effects of bodily drives or the “semiotic” on symbolic 

communication, shows how bodily posture, the rhythm of speech, laughter and other expressions of 

the semiotic can “disrupt or destabilise the symbolic and thus the social order” (99)6. In Sharpe’s case 

study semiotic expressions are seen to disrupt the dualistic discourse of natural and medicalised 

childbirth, “[enabling] an appreciation of a multiplicity of experiences” (100). Testimonial accounts 

of social movement struggles expressing hope, like those recounted at the WSF, are often at odds 

with prevailing cognitive understandings of the oppressive hegemonic powers expressed in the ‘is’ of 

generative themes, such as neoliberalism. This disjuncture is an important part of creating a new 

stance toward the world. While a testimony might discursively document the penetration of 

capitalism into yet another part of the globe, through other affective registers it can also relay hope 

for the future that conflicts with this discourse.    

 

Testimonies with affective force can also create connections between people in ways that bypass 

cognition (Connolly 2002). Described by Connolly as the “contagion of affect”, affect is carried 

through multiple channels, such as public gatherings, and flows, such as through voice, bodily 

movement, touch and texture (75). Testimonies can operate in this way, creating connections 

between the person testifying and the recipient. As Freire notes in a passage quoted above, to be a 

recipient of a testimony is to experience the knowledge conveyed through that testimony. 

Experiencing what it feels like to know something can have affective and cognitive force on the 

recipient, prompting a relationship to the other and expanding the collective’s capacity for affecting 

and being affected, prompting joy.  
                                                 
6 Connolly too notes that the play of affect is also expressed through “the timbre of our voices, the calmness or intensity 
of our gestures, our facial expressions, the flush of our faces, the rate of our heartbeats, the receptivity, tightness, or 
sweatiness of our skin, and the relaxation or turmoil in our guts” (76). 
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Through dialogue that follows testimonies at the WSF, social movement groups can begin to 

develop a new discourse corresponding to their hopes and desires of how the world ‘ought’ to be. 

Connolly suggests that this sense of possibility, what I have read as Freire’s ‘ought’, can be expressed 

in a word or phrase, although always with an excess of affect. Theorists of brain body connections 

argue that the translation of bodily experience into thought and language is vital to the actualisation 

of the creative force of affect (Connolly 2002). Once the play of affect is captured in thought it 

might be creatively expressed in language (67). Through collective dialogue this language can become 

an object of thought and communication – through bodies and words – creating “the practical 

opportunity that the coining, expression, and representation of the new phase creates for you and 

others to work on yourselves to render your actual sensibilities more congruent with the self-

representation you advance” (74). In Callon and Rabeharisoa’s muscular dystrophy case study, for 

example, “the patient’s identity and that of the group of patients, of which he or she becomes a 

member, are simultaneously shaped” by the new bio-social discourse and they came to consider 

themselves as part of a hybrid collective (1999). Transformations in identity that are brought about 

when one becomes part of a collective in this way resonate with the Foucauldian idea of “self 

cultivation”, the “care of the self” that can lead to new ways of “being in the world” (Gibson-

Graham 2006, 6). Connolly draws on Nietzche to describe this as a “self ‘artistry’” process whereby 

“consciousness enables humans to devise experimental practices and arts by which to work on 

affect-imbued thoughts below its direct regulation but pertinent to its conscious deliberations” (77). 

The WSF can be viewed as a collective experiment enabling self-cultivation.  

 

The World Social Forum: Putting this Pedagogy into Practice 

 

Closer examination of the thematic spaces of the WSF suggests how affect might be utilised in 

pedagogical practice. Particular sessions brought many different groups together. The sessions were 

mostly self-organised by groups coming together around a particular issue, including picking up from 

discussions begun at previous forums and affiliated events. Sessions typically took the form of 

individuals testifying to groups gathered in tents about the struggles and interventions they were part 

of, closely followed by discussion and debate. The session “Change the World Without Taking 

Power: Intercontinental Dialogue on Theory and Praxis of Social Movements Against-In-and-

Beyond State and Capital” is of particular interest here because it focused on new forms of power 
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like “affect modulation” (Massumi 2002a). The generative theme of this session might be described 

as, ‘oppression is installed through diffuse channels and transforms relationships’ (the ‘is’) and, 

‘alternatives are constituted through material struggles in everyday life’ (the ‘ought’). This session 

involved many different participants, from academics, such as sociologist John Holloway, to social 

movement representatives, such as representatives from the Argentina Movement of the 

Unemployed, the Occupied Factory Movement of Argentina and activist representatives from a 

number of different countries such as Germany, the Philippines, Italy, Brazil, South Africa, Thailand 

and India. These participants shared their experiences through testimonies to struggle, such as the 

testimony of the representative from the Coalition Against Water Privatisation in South Africa. 

 

The Coalition Against Water Privatisation was formed in 2003 by the Anti-Privatisation Forum, the 

Anti-Eviction Campaign and many other social movements and activists. The work of the Coalition 

has been documented in a research report written by Prishani Naidoo (2005a) and published by the 

Centre for Civil Society at the University of KwaZulu-Natal. The Centre for Civil Society is a 

research centre committed to supporting non-profit and community organisations and collaboration 

more generally.7 The Coalition was initiated by residents of Phiri in Johannesburg in response to the 

privatisation of the commons, in particular public services like water and electricity. Previously 

residents of Phiri and other areas had free access to water and saw this access as “essential for 

meeting their basic needs for survival” (Naidoo 2005a, 156). As Naidoo explains, water was viewed 

as a common and shared source of life and thus, in Stephen Gudeman’s (2001) terms, as a 

foundation for community (157). In South Africa the provision of common resources to all sectors 

of society was offered by the South African government in 1994 as a response to the social divisions 

and exclusions created through apartheid (Naidoo 2005a, 159). At the 2005 WSF Naidoo’s testimony 

placed the Coalition’s intervention within this longer history of struggle and shifting regimes of 

governance in South Africa, from collective struggle and strategies of ‘ungovernability’ during 

apartheid (such as mass boycotts, strikes and armed struggle), to the struggle to create alternatives as 

the new regime of post-apartheid governance shifted to a politics of ‘inclusion’.  

 

I was a recipient of this testimony and what I initially heard was a sophisticated, confidently delivered 

narrative of the development and adaptation of neoliberal govermentality. For instance, I heard how 

the new post-apartheid regime of governance has linked the idea of ‘responsible citizenship’ with the 

                                                 
7 See http://www.nu.ac.za/ccs/ [accessed 06.06.08]  
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privatisation and commodification of public services and has sought to implement this neoliberal 

rationality through pre-paid meters and other user-pays systems. In the broader historical context of 

South Africa, Naidoo’s testimony and report suggested that after the period of ungovernability it has 

been difficult for the South African government to shift the responsibility for public services to 

citizens as consumers, because consumers simply do not pay and use debt as a form of resistance 

(160). The pre-paid meter is seen by the government as a technology to eliminate the ‘option’ of debt 

altogether. That is, the meter is viewed as a technology of neoliberal governance implemented to 

transform how people relate to and use common resources. The prepaid water meter threatens not 

only the commons but also, by powerfully “individualising the relationship of people to the resources 

necessary for life”8, shifts government responsibility for public provisions to individuals. This 

technology is linked by the Coalition to practices like budgetary advice, planning and other 

technologies to reveal a broad network of neoliberal governance. Together these technologies aim to 

reshape community life. This testimony fitted nicely with my thinking at the time (Roelvink and 

Craig 2005) which was highly attuned to intellectual debates about neoliberalism and my written 

comments show how I used these habits of thinking about neoliberalism to digest these accounts. 

My notes included, for example, statements such as “sounds like ‘roll-out neoliberalism’ (Peck and 

Tickell 2002) and reflects the adaption of neoliberal policy”. 

 

In her testimony Naidoo also bore witness to the Coalition’s struggle. In doing so, her narrative of 

neoliberalism was punctured by something different – an intervention centred on “reclaiming of our 

common”:  

 

It is in the struggles of people against these attacks on life, that our movements, such as the 

Anti-Privatisation Forum and the Anti-Eviction Campaign, have emerged. One of our key 

strategies in these struggles has been that of reclaiming our common – reconnecting water 

and electricity that has been disconnected, and putting people back into the homes from 

which they have been evicted, denying the commodification of resources that are basic 

necessities for life and insisting on their common ownership by us all. Against the language 

of ‘responsibility to pay’, campaigns such as ‘Operation Khanyisa’ (‘Operation Switch 

On/Light Up’) and ‘Operation Vula ‘manzi’’ (‘Operation Open The Water’) have allowed for 

                                                 
8 Transcript from the 2005 WSF session “Change the World Without Taking Power”, available online: 
http://www.all4all.org/2007/06/3160.shtml [accessed 23.09.08]. 



 

 

15

people to come together again in refusal of a logic that speaks against life and the common, 

and to institute in the immediate an alternative to this logic – freely connected water and 

electricity. (Transcript from the 2005 WSF session “Change the World Without Taking 

Power” available online: http://www.all4all.org/2007/06/3160.shtml [accessed 23.09.08])  

 

Naidoo described the Coalition’s enormously challenging and constantly shifting struggle to 

reconnect people with resources while assisting them to reassert common ownership. Following this 

description, she went on to testify to the government’s response to the Coalition’s efforts, such as 

the criminalisation of the Coalition’s actions and attempts to convert the struggle through 

concessions including reducing electricity debt and provision of a certain quantity of free water. 

Naidoo was again picking up the narrative of neoliberalism, noting “that these measures are but 

partial solutions to problems that persist, replicate, and change their form, with an unchallenged 

overall framework of neoliberalism”.9 Yet the interruption in Naidoo’s testimony – her recollection 

of the Coalition’s inventions – had produced a break through which affect could play. Her testimony 

to this invention/alternative was by no means clearly formed – it was a gesture to other possibilities 

conveyed largely by her physical presence; on stage she looked small while her voice was powerful, 

confident and energised. The stories about the struggle to truck water to people, the dangers of 

reconnecting electricity illegally and the risks of contesting state power expressed strength, hope and 

a will that could affect participant witnesses in the session. Naidoo’s description of “freely connected 

water and electricity” provided words from which a discourse of the commons and the collective 

subject could be developed in dialogue with other participants in the session.  

 

The session “Change the World Without Taking Power” included many other testimonies. In one 

moving example a woman conveyed her experience of the precarious yet hopeful life shared among a 

group that occupy a forest in Germany. There were also testimonies from agricultural plantation 

workers from the Philippines and from a movement in Northern Italy that utilises squatting as a 

form of social provisioning, especially for migrants. As with that of the Coalition, these testimonies 

included experiences of social movement struggle and intervention. Yet each testimony was very 

different. The representatives spoke of radically different interventions in a variety of languages and 

their testimonies were more or less formed with some narratives delivered confidently and others in 

                                                 
9Transcript from the 2005 WSF session “Change the World Without Taking Power”, available online:  
http://www.all4all.org/2007/06/3160.shtml [accessed 23.09.08] 
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stuttering, less confident ways. Each representative and a range of other participants were recipients 

of these testimonies. Interrupting my notes on and thinking about neoliberalism, I recorded these 

gruelling stories of experimental interventions, including the German woman’s life in the occupied 

forest which she described as “dodgy”. Not captured in my notes, but recalled through the 

excitement I experienced which in turn has driven this research, was the physical presence of these 

representatives in Porto Alegre, their strength to get up and tell their stories, the performance of 

their interventions as existing alternatives, their calls for others to join them, and the sense of 

possibility that energised the participants in dialogue. This sense of possibility, I think, was related to 

the affecting bodies gathered in the session and the increased opportunities of being affected 

generated by the testimonies   

 

Following the simultaneously translated testimonies of the participants the session divided into small 

groups to discuss specific themes arising from the testimonies. This framework for discussion 

developed by the organisers gave each group a specific question which required the proposal of an 

intervention as an answer. The questions included:  

 

How do we refuse and live? How do we defend ourselves against state oppression? How can 

we develop alternative social relations? What is our relation to the state-centred struggle 

against capitalism? How do we multiply and expand our fissures? What other questions 

should we be asking?       

 

While the testimonies performed particular experiences from around the globe, dialogue in the small 

group discussions that followed aimed to articulate common visions to feed back to the larger group.  

 

The small group discussions brought together representatives who had given testimony and 

recipients of that testimony. Having both experienced and been affected by the preceding 

testimonies, the dialogue between participants that followed aimed to capture and magnify this affect 

in order to generate new thoughts and build a collective language. The action-directed questions were 

important in guiding participants’ dialogue to explore absences and possibilities rather than focusing 

only on the constraining discourses at odds with the hope felt by participants yet penetrating each 

testimony, such as the logic of neoliberalism. Through collective investigation of the testimonies and 

discussion questions participants were able to form relationships with one another and together, 
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through dialogue, to discover new possibilities of being. These exchanges enabled participants to 

capture and magnify moments of affect generated in the words of the testimonies and this was 

reflected in a shift in discourse. The suggestions put forward were notably stripped of concern about 

neoliberalism and instead proposed diverse alternatives such as traditional medicine, new 

technologies, systems of reciprocity, the formation of cooperatives and ideas about how to maintain 

and build the connections initiated in the session. The co-constitution of proposals and the ideas that 

emerged for future intervention further connected these participants and the projects they 

represented through a common language that could be used for self-cultivation. In the session 

“Change the World Without Taking Power” this language concerned the multiple and diverse 

registers of being shaping social movement struggle. As Naidoo reflected after the session: 

 

Without seeking to derive any consensus out of the discussions, activists were able to share 

and engage in a discussion about the creation of alternatives to capitalism through new, 

shared understandings of power to understand the ways in which capitalism controls us as 

individuals and ways in which we are able to live outside of it… In the words of a comrade 

from the MTD-Matanzas [the occupied factory movement in Argentina], ‘…. Before, our 

slogans were for freeing the prisoners, fighting neoliberalism; today, our struggle is on a 

different terrain – it is in our heads; in how we live; in our family structures; it is in creating 

new forms of family and love; it is in rethinking life’. (Naidoo 2005b)  

 

This vision was accompanied by an orientation to self-cultivation, with participants drawing attention 

to the relationships between thought, language and the way in which the world is lived and 

experienced. This was demonstrated by the debate over how workers might redefine themselves in 

accordance with their vision of alternative economies rather than as unemployed as in the occupied 

factory movement in Argentina and the Argentina Movement of the Unemployed (Naidoo 2005b). 

 

Following the small group sessions, the subsequent forum regrouped all participants to share ideas, 

generate email lists and proclaim a collective. In addition to the more traditional sense of a collective 

organisation, the session had performed a collective of interacting body-worlds akin to a hybrid 

collective. The Freireian pedagogical techniques of the WSF can be seen as enabling Latour’s (2004a, 

205) “learning to be affected”, “meaning ‘effectuated,’ moved, put into motion by other entities, 

humans or non-humans”. The session, a hybrid collective involving diverse representatives, 
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translators, speakers and microphones, tents and chairs and so on, differentiated and transformed 

body-worlds into a range of possibilities for action and experience. In bringing together diverse 

participants and, through dialogue, developing a collective knowledge of the world, the session 

“Change the World Without Taking Power” can be understood as enacting a new econo-sociality. 

 

Conclusion: Performing New Worlds through Hybrid Collectives  

 

As it has grown and shifted from a stance of opposition to one of affirmation, the WSF has re-

oriented itself towards the creation of new knowledge. It shows little concern, however, with the 

creation of a singular prescription for action or manifesto. Rather, like other social movement 

performances (Hynes et al. 2007), its force lies in the act of participation and the arousal of hope for 

new worlds. This is not just a hope for the future, although it is that too, but an experience of new 

possibilities in the present; the experience of learning to be affected in collectives and thereby 

contributing to the differentiation and proliferation of alternative economic possibilities for action. 

In this article I reread Freire’s pedagogy through Connolly’s Neuropolitics to show how such an 

experience of possibility can be generated through learning centred on dialogue. The 2005 WSF 

session “Change the World Without Taking Power” juxtaposed a range of narratives about 

neoliberalism punctured with accounts of experimental economic interventions. Together these 

testimonies triggered moments of “affective energy” for creative thinking (Connolly 2002, 76).  In 

collective dialogue this energy was harnessed and new thoughts were captured and expressed 

through a language of the multiple and diverse forces that shape social movement struggle. This 

session can be seen as a first step in the generation of an alternative economic discourse to guide 

experiments in self-world cultivation.  

 

When I arrived at the 2005 WSF, I believed that my role as a researcher was to document the 

mutations of neoliberalism and to analyse how shifts in neoliberal governance were co-opting social 

movements. In doing so, I hoped to help social movements resist neoliberalism. Participating in the 

WSF sessions, however, and receiving social movement testimonies to experimental interventions 

and economic alternatives, shifted my thinking from neoliberalism to the alternative economic 

experimentations currently underway. I also began to see myself as part of a hybrid collective 

creating new worlds. This collective includes all that made the WSF possible (such as technologies 

required for dialogue, tents, food markets and so on), participants of the WSF and the collectives 
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they represent and more. Taking this point further, the hybrid collective in which I have learnt to be 

affected reaches out to encompass debates in the research fields of social movement studies, actor 

network theory, neuroscience and pedagogy, and the academic infrastructure through which this 

knowledge travels10 . Importantly, this hybrid collective has created a different role for me than that 

of a critical observer; it has produced openings in my habits of thinking and trained me to appreciate 

the diverse economic interventions and alternatives around the world. Ultimately this hybrid 

collective has enabled me to engage in this line of thinking and has led to this article. In turn, by 

elaborating a technique for creative thinking that can be used to increase the options for economic 

action, this article can be seen to contribute to the performation of a new econo-sociality (see also 

Gibson-Graham and Roelvink 2009). This research thus joins others aiming to perform diverse 

economic experimentation around the world and to open up the economy as a site of decision 

making, ethical debate and possibility (Gibson-Graham 2008). The politics that I have gestured to in 

this article embraces a utopia of hope, that is, a utopia centred on the possibilities contained in the 

present (Stengers and Zournazi 2002, 254).  
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ADDITIONAL
READINGS
Additional Readings can be downloaded directly: 
The Think Tank that has yet to be named
The Think Tank that has yet to be named compiles critical texts on a range of subjects 
in a series of readers (print and digital) for free distribution. 
Download here: http://thinktank.boxwith.com/readers/ 
Readers include: 
 22 Readings on Research, Activism, the Academy and Conduct 
 30 Readings on Neutrality as it relates to Art, Politics, Biology and Space.
 25 Texts on “Community” in Question: Conversations on art, activism, community 
 23 Readings on Art, Activism & Education 
 A Conversation on ART ACTIVISM + EDUCATION • Pedagogical Factory: How  
 We Develop a Critical Reader on a Topic of Great Importance 
 22 Readings on Artists & Gentrification: Think Tank Reader Vol. II 
 31 Readings on Art, Activism & Participation (in the Month of January):    
 Think Tank Reader Vol. I 

A CALL TO FARMS: Continental Drift through the Midwest Radical Culture Corridor 
Download here: http://www.heavydutypress.com/books/farms_pdf/view 

Foodworks: A Vision to Improve NYC’s Food System 
On November 22nd, City Council Speaker Christine C. Quinn unveiled an 86 page, 
comprehensive plan that sets a bold vision for a more sustainable food system—a 
ground-to‐garbage approach unprecedented in the history of our city. The plan, ‘Food-
Works’, provides a blueprint for addressing issues at every phase of the food system from 
agricultural production, processing, distribution, consumption and post‐consumption. The 
proposals focus on combating hunger and obesity to preserving regional farming and 
local food manufacturing to decreasing waste and energy usage. Speaker Quinn outlined 
59 policy proposals spanning five phases of the food system. The proposals included new 



legislation, funding initiatives and far‐reaching goals that present a long‐term vision for 
a better food system. 
Download here: http://council.nyc.gov/html/action_center/food.shtml 

Art Work (organized by Temporary Services) 
Art Work is a newspaper and accompanying website that consists of writings and 
images from artists, activists, writers, critics, and others on the topic of working within 
depressed economies and how that impacts artistic process, compensation and artistic 
property. The newspaper is distributed for free at sites and from people throughout the 
United States and Puerto Rico. It is also available by mail order from Half Letter 
Press for the cost of postage. 
Download here: http://www.artandwork.us/ 

Dark Matter Archives 
The evolving mission of this site is to provide knowledge, documents, and tools about 
the history and current practices of culture’s “missing mass.” Its goal is to reinforce 
whatever degree of autonomy marginalized artists, informal artists, and art collectives 
have wrested from the mainstream institutions of culture.
Download here: http://www.darkmatterarchives.net 

Escape the Overcode
This publication contains a selection of texts and essays by the writer Brian Holmes 
that engage with the possibilities and problematics of geopolitics and geopoetics. 
Holmes is a crucial contemporary writer and thinker whose insight into current social 
and political developments and how they relate to artistic processes opens up a new 
field of “geocritique”.
Read full text here: http://brianholmes.wordpress.com/2009/01/19/book-materials/



BIBLIOGRAPHIES



CONTINENTAL	
  DRIFT	
  

A	
  16Beaver	
  Seminar	
  with	
  Brian	
  Holmes	
  

http://www.16beavergroup.org/drift/	
  

(on)	
  the	
  Ground*	
  	
  
New	
  York	
  (Feb.	
  15-­‐17,	
  2008)	
  
Midwest	
  Radical	
  Cultural	
  Corridor	
  (June	
  4-­‐14,	
  2008)	
  	
  
Zagreb	
  (Nov.	
  27-­‐30,	
  2008)	
  
	
  
Articulating	
  the	
  Cracks	
  	
  
New	
  York	
  (Nov.	
  3-­‐5,	
  2006)	
  
	
  
in	
  the	
  Worlds	
  of	
  Power	
  Introduction	
  to	
  Continental	
  Drift	
  	
  
New	
  York	
  (Sept.	
  13-­‐18,	
  2005)	
  part	
  i	
  
New	
  York	
  (Oct.	
  20-­‐23,	
  2005)	
  part	
  ii	
  	
  
	
  
Bibliography	
  
Introductory	
  Reading:	
  
16	
  Beaver	
  Group	
  talking	
  with	
  Brian	
  Holmes	
  
Articulating	
  the	
  Cracks	
  in	
  the	
  Worlds	
  of	
  Power	
  	
  
	
  
Primary	
  Readings:	
  
	
  
Brian	
  Holmes	
  
The	
  Artistic	
  Device:	
  Or	
  the	
  Articulation	
  of	
  Collective	
  Speech	
  
	
  
Malcolm	
  Bull	
  
States	
  of	
  Failure	
  
	
  
Retort	
  
Afflicted	
  Power:	
  The	
  State,	
  The	
  Spectacle,	
  and	
  September	
  11	
  
	
  
Melinda	
  Cooper	
  
Pre-­empting	
  Emergence:	
  The	
  Biological	
  Turn	
  in	
  the	
  War	
  on	
  Terror	
  	
  
	
  

	
  
	
  
Secondary	
  Readings:	
  
	
  
Malcolm	
  Bull	
  
The	
  Limits	
  of	
  Multitude	
  	
  
	
  
Brian	
  Holmes	
  
The	
  Oppositional	
  Device;	
  Or,	
  taking	
  matters	
  into	
  whose	
  hands?	
  
	
  
Brian	
  Holmes	
  
Neoliberal	
  Appetites;	
  governance	
  recipe	
  in	
  five	
  easy	
  pieces	
  
	
  



Shimshon	
  Bichler	
  &	
  Jonathan	
  Nitzan	
  
Dominant	
  Capital	
  and	
  the	
  New	
  Wars	
  
	
  
Additional	
  Readings	
  Suggested	
  by	
  Participants:	
  
	
  
Julian	
  Stallabrass	
  
Spectacle	
  and	
  Terror	
  
	
  
David	
  Graeber	
  
Fragments	
  of	
  an	
  Anarchist	
  Anthropology	
  
	
  
Basically	
  the	
  book	
  poses	
  questions	
  about	
  why	
  there	
  is	
  not	
  an	
  	
  
anarchist	
  anthropology	
  and	
  how	
  if	
  there	
  was	
  it	
  might	
  transform	
  the	
  	
  
way	
  we	
  look	
  at	
  domination	
  in	
  human	
  societies.	
  It	
  also	
  poses	
  questions	
  	
  
about	
  social	
  theory,	
  social	
  movements,	
  and	
  the	
  role	
  of	
  academics.	
  	
  
It's	
  a	
  quick	
  read	
  that	
  raises	
  questions	
  valuable	
  to	
  the	
  Drift	
  	
  
discussion.	
  Graeber	
  has	
  co-­‐edited	
  with	
  Stevphen	
  Shukaitis	
  a	
  forth	
  	
  
coming	
  book	
  called	
  Constituent	
  Imagination:Militant	
  Investigations//	
  	
  
Collective	
  Theorization	
  http://www.constituentimagination.net/	
  that	
  	
  
Brian	
  Holmes	
  has	
  work	
  in	
  and	
  many	
  other	
  awesome	
  thinkers	
  but	
  that's	
  	
  
not	
  out	
  until	
  July.	
  	
  
	
  
back	
  	
  
	
  

	
  
return	
  to	
  top	
  	
  
	
  

	
  

CONTINENTAL	
  DRIFT	
  
2	
  0	
  0	
  5	
  <	
  back	
  	
  	
  Introduction	
  to	
  Continental	
  Drift	
  	
  
	
  
Readings	
  
The	
  bulk	
  of	
  the	
  readings	
  are	
  listed	
  in	
  the	
  schedule	
  for	
  2005	
  unfortunately	
  not	
  all	
  links	
  are	
  
functioning.	
  	
  
Additional	
  Readings	
  
Brian	
  Holmes	
  
Various	
  articles	
  on	
  our	
  website:	
  
	
  
Liar's	
  Poker	
  
http://www.16beavergroup.org/mtarchive/archives/000943.php	
  
	
  
2	
  Interviews	
  on	
  16	
  Beaver	
  website	
  with	
  Brian	
  Holmes	
  
http://www.16beavergroup.org/journalisms/archives/001168.php	
  
http://www.16beavergroup.org/journalisms/archives/001377.php	
  
	
  
Greg	
  Sholette	
  
http://www.gregorysholette.com	
  
Previous	
  16	
  Beaver	
  evening	
  with	
  Greg	
  
http://www.16beavergroup.org/monday/archives/001112.php	
  
	
  



Disciplining	
  the	
  Avant-­‐Garde:	
  The	
  United	
  States	
  versus	
  The	
  Critical	
  Art	
  Ensemble	
  
http://www.recirca.com/backissues/c112/p50_59.shtml	
  
	
  
Dark	
  Matter,	
  Activist	
  Art	
  and	
  the	
  Counter-­‐Public	
  Sphere	
  
http://www.artic.edu/~gshole/pages/Writing%20Samples/DarkMatterTWO.htm	
  
	
  
	
  
David	
  Harvey	
  
David	
  Harvey	
  -­‐-­‐	
  "Last	
  days	
  of	
  the	
  US	
  empire?"	
  
http://www.16beavergroup.org/mtarchive/archives/001646.php	
  	
  
Interview	
  with	
  David	
  Harvey	
  
http://www.marxsite.com/DavidHarvey%20interview.htm	
  
	
  
The	
  New	
  Anti-­‐Imperialism	
  	
  
by	
  Chuck	
  Morse	
  
http://www.anarchist-­‐studies.org/article/articleprint/86/-­‐1/9/	
  
Zombie	
  anti-­‐imperialists	
  vs	
  the	
  'Empire'	
  
by	
  James	
  Heartfield'	
  
http://www.16beavergroup.org/mtarchive/archives/001253print.html	
  
Understanding	
  the	
  New	
  Imperialism	
  (Interview	
  with	
  David	
  Harvey)	
  
http://globetrotter.berkeley.edu/people4/Harvey/harvey-­‐con4.html	
  
	
  
Kolya	
  Abramsky	
  	
  
"Disentangling	
  the	
  Future	
  from	
  the	
  Past:	
  Internationalism,	
  World	
  revolution	
  and	
  World	
  War."	
  
	
  
kolyaab	
  (at)	
  yahoo.co.uk	
  
	
  
The	
  following	
  is	
  a	
  list	
  of	
  books,	
  articles	
  and	
  websites	
  which	
  discuss	
  many	
  of	
  the	
  themes	
  
touched	
  upon	
  in	
  this	
  presentation.	
  The	
  majority	
  are	
  in	
  English,	
  but	
  some	
  are	
  in	
  Spanish.	
  For	
  
convenience,	
  it	
  is	
  divided	
  by	
  topics:	
  
	
  
World-­Sytems	
  Analysis/Hegemony/Imperialism/Finance	
  Capitalism	
  
Arrighi,	
  Giovanni	
  1994	
  The	
  Long	
  Twentieth	
  Century	
  –	
  Money	
  and	
  Power	
  and	
  the	
  Origins	
  of	
  Our	
  
Times	
  Verso	
  UK/USA	
  	
  
	
  
Arrighi,	
  Giovanni	
  2005	
  Hegemony	
  Unraveling	
  Part	
  1	
  and	
  2	
  New	
  Left	
  Review	
  32,	
  
March-­‐April	
  	
  
	
  
Arrighi,	
  Giovanni	
  and	
  Silver,	
  Beverly	
  (Eds.)	
  1999	
  Chaos	
  and	
  Governance	
  in	
  the	
  
Modern	
  World	
  System	
  University	
  of	
  Minnesota	
  Press,	
  Minneapolis,	
  USA	
  
	
  
Fernández	
  Durán,	
  Ramon	
  2005a	
  Global	
  Finance	
  Capitalism	
  and	
  Permanent	
  War	
  –	
  
The	
  Dollar,	
  Wall	
  Street,	
  and	
  the	
  War	
  Against	
  Iraq	
  forthcoming,	
  Pluto	
  Press/Autonomedia,	
  UK/USA	
  	
  
	
  
Harvey,	
  David	
  2003	
  The	
  New	
  Imperialism	
  Oxford	
  University	
  Press,	
  UK	
  
	
  
Martin,	
  William	
  (Ed)	
  2005	
  The	
  Black	
  World	
  and	
  the	
  World-­‐System	
  Volume	
  XXVIII	
  
Number	
  1	
  Review	
  Binghamton,	
  USA	
  	
  
	
  
National	
  Intelligence	
  Council	
  2005	
  Mapping	
  the	
  Global	
  Future	
  -­‐	
  Report	
  of	
  the	
  National	
  Intelligence	
  
Council's	
  2020	
  Project	
  USA	
  
	
  
Silver,	
  Beverly	
  2004	
  Labor,	
  War	
  and	
  Politics	
  –	
  Contemporary	
  Dynamics	
  in	
  World	
  Historical	
  
Perspective	
  in	
  Unfried,	
  van	
  der	
  Linden	
  and	
  Schindler	
  (Eds.)	
  Labor	
  and	
  New	
  Social	
  Movements	
  in	
  a	
  
Globalising	
  World	
  System	
  2004	
  	
  



	
  
Wallerstein,	
  Immanuel	
  (virtually	
  any	
  book	
  or	
  article).	
  	
  
	
  
The	
  page	
  http://fbc.binghamton.edu/commentr.htm	
  has	
  short	
  biweekly	
  commentaries	
  intended	
  to	
  
be	
  reflections	
  on	
  the	
  contemporary	
  world	
  scene,	
  as	
  seen	
  from	
  the	
  perspective	
  not	
  of	
  the	
  immediate	
  
headlines	
  but	
  of	
  the	
  long	
  term.	
  
	
  
Globalization	
  and	
  Class	
  Conflict/International	
  Working	
  Class	
  
Cleaver,	
  Harry	
  1992	
  Theses	
  on	
  Secular	
  Crisis	
  in	
  Capitalism:	
  The	
  Insurpassability	
  of	
  	
  
Class	
  Antagonisms	
  notes	
  based	
  on	
  a	
  presentation	
  at	
  the	
  Rethinking	
  Marxism	
  Conference,	
  Amherst	
  
Massachusetts,	
  November	
  13	
  	
  
	
  
Cleaver,	
  Harry	
  1989	
  Close	
  the	
  IMF,	
  Abolish	
  Debt	
  and	
  End	
  Development:	
  a	
  Class	
  
Analysis	
  of	
  the	
  International	
  Debt	
  Crisis	
  Capital	
  &	
  Class	
  No.	
  39,	
  Winter	
  	
  
Cleaver,	
  Harry	
  2000	
  Reading	
  Capital	
  Politically	
  AK	
  Press	
  	
  
	
  
Federici,	
  Silvia	
  2000	
  War,	
  Globalization,	
  and	
  Reproduction	
  In	
  There	
  is	
  an	
  alternative	
  	
  
Zed	
  Books,	
  London	
  	
  
	
  
Federici,	
  Silvia	
  2005	
  Women’s	
  Land	
  Struggles	
  and	
  the	
  Valorization	
  of	
  Labor	
  in	
  The	
  Commoner	
  No	
  10	
  
www.commoner.org.uk	
  
	
  
Midnight	
  Notes	
  Collective	
  1992	
  Midnight	
  Oil	
  –	
  Work,	
  Energy,	
  War,	
  1973-­‐1992	
  Autonomedia,	
  
Brooklyn,	
  USA	
  	
  
	
  
Silver,	
  Beverly	
  2003	
  Forces	
  of	
  Labor	
  –	
  Workers’	
  Movements	
  and	
  Globalization	
  since	
  
1870	
  Cambridge	
  University	
  Press,	
  Cambridge,	
  UK	
  	
  
	
  
Class	
  Struggle	
  in	
  the	
  USA	
  
Caffentzis,	
  George	
  1997/1998	
  From	
  Capitalist	
  Crisis	
  to	
  Proletaria	
  
n	
  Slavery:	
  An	
  
Introduction	
  to	
  Class	
  Struggle	
  in	
  the	
  US,	
  1973-­‐1998	
  	
  
Caffentzis,	
  George	
  2003	
  The	
  War	
  on	
  Terrorism	
  and	
  the	
  US	
  Working	
  Class	
  	
  
	
  
Caffentzis,	
  George	
  2004	
  Is	
  Truth	
  Enough?	
  The	
  Bush	
  Administration's	
  Lies	
  and	
  the	
  
Anti-­‐War	
  Movement's	
  Truths	
  talk	
  given	
  to	
  the	
  "Truth	
  and	
  Consequences"	
  
Anti-­‐War	
  Forum	
  University	
  of	
  Maine,	
  March	
  20	
  
	
  
Leary	
  2005	
  Crisis	
  in	
  the	
  US	
  Labor	
  Movement:	
  The	
  Roads	
  Not	
  Taken	
  Monthly	
  
Review	
  June	
  	
  
	
  
James,	
  Carwil	
  2005	
  Shattering	
  Consensus	
  and	
  Disrupting	
  Downtown	
  –	
  New	
  Urban	
  	
  
Resistance	
  to	
  War	
  and	
  Empire:	
  A	
  Strategic	
  Reflection	
  From	
  and	
  To	
  The	
  	
  
Rebellious	
  Multitude	
  Falseignorance.info	
  	
  
	
  
Silliman,	
  Gerber	
  Fried,	
  Ross,	
  Gutiérrez	
  2004	
  Undivided	
  Rights:	
  Women	
  of	
  Color	
  Organize	
  for	
  
Reproductive	
  Justice	
  Southend	
  Press,	
  Massachussets	
  USA	
  Class	
  Struggle,	
  Resources	
  and	
  Foreign	
  
Policy	
  in	
  China	
  
	
  
Eisenberger,	
  Maximilian	
  and	
  Patel,	
  Raj	
  2003	
  Agricultural	
  Liberalization	
  in	
  China:	
  
Curbing	
  the	
  State	
  and	
  Creating	
  Cheap	
  Labor	
  Food	
  First	
  Institute	
  for	
  Food	
  and	
  Development	
  Policy	
  
Policy	
  Brief	
  No.	
  9,	
  Oakland,	
  USA	
  	
  
	
  
Goldner,	
  Loren	
  2005	
  China	
  in	
  the	
  Contemporary	
  World	
  Dynamic	
  of	
  Accumulation	
  and	
  Class	
  Struggle:	
  
A	
  Challenge	
  for	
  the	
  Radical	
  Left	
  http://info.interactivist.net/article.pl?sid=05/03/14/1327228	
  



www.japanfocus.org	
  (	
  a	
  web	
  journal	
  primarily	
  about	
  Japan,	
  China,	
  Korea,	
  covering	
  a	
  
wide-­‐range	
  of	
  themes	
  including	
  social	
  and	
  interstate	
  conflicts	
  and	
  tensions,	
  trade	
  and	
  militarization)	
  
Smil,	
  Vaclav	
  2004	
  China’s	
  Past,	
  China’s	
  Future	
  –	
  Energy,	
  Food,	
  Environment	
  RoutledgeCurzon,	
  New	
  
York/London	
  Class	
  Struggle	
  in	
  the	
  EU	
  
	
  
Abramsky,	
  Kolya	
  (Ed.)	
  2001	
  Restructuring	
  and	
  Resistance	
  –	
  Diverse	
  Voices	
  of	
  
Struggle	
  in	
  Western	
  Europe	
  self	
  published,	
  London,	
  UK	
  
	
  
Carchedi,	
  Guglielmo2001For	
  Another	
  Europe	
  –	
  A	
  Class	
  Analysis	
  of	
  European	
  
Economic	
  Integration	
  Verso	
  Books,	
  UK	
  	
  
	
  
Chesnais,	
  Francois	
  2004	
  Elementos	
  para	
  un	
  combate	
  político	
  marxista	
  contra	
  la	
  
Europa	
  del	
  Capital	
  Talk	
  given	
  at	
  the	
  Primer	
  Encuentro	
  por	
  una	
  Izquierda	
  Antagonista,	
  Granada,	
  
Spain,	
  27th	
  April	
  	
  
	
  
Fernández	
  Durán,	
  Ramon	
  2004	
  Mars	
  Vs	
  Venus	
  or	
  Dollar	
  Vs	
  Euro?	
  The	
  European	
  
Constitution	
  and	
  the	
  EU’s	
  Arduous	
  Road	
  to	
  Becoming	
  a	
  Super-­‐power	
  Capable	
  of	
  Backing	
  up	
  the	
  Euro	
  
Madrid,	
  Spain	
  
	
  
Fernández	
  Durán,	
  Ramon	
  2005b	
  La	
  Compleja	
  Constuccion	
  de	
  la	
  “Europa”	
  Superpotencia,	
  Virus	
  
Editorial,	
  Barcelona,	
  Spain	
  	
  
Negri,	
  Antonio	
  2005	
  Europa	
  y	
  el	
  Imperio	
  AKAL,	
  Cuestiones	
  de	
  Antagonismo,	
  Madrid,	
  
Spain	
  	
  
	
  	
  
Misc	
  
Interview	
  with	
  Thomas	
  Barnett	
  (The	
  Pentagon's	
  New	
  Map)	
  
http://www.thomaspmbarnett.com/published/bn.htm#interview	
  
	
  
Susan	
  Kelly:	
  The	
  Transversal	
  and	
  the	
  Invisible	
  
How	
  do	
  you	
  really	
  make	
  a	
  work	
  of	
  art	
  that	
  is	
  not	
  a	
  work	
  of	
  art?	
  (Chaosmosis)	
  
http://www.republicart.net/disc/mundial/kelly01_en.htm	
  
	
  
Preparatory	
  Readings	
  
	
  
Neoliberal	
  Urbanism:	
  Cities	
  And	
  the	
  Rule	
  of	
  Markets	
  
By:	
  Neil	
  Brenner,	
  Jamie	
  Peck,	
  Nik	
  Theodore	
  



BIBLIOGRAPHY FROM OUR MOBILE SIGN SYSTEMS BOOKLET (compiled in
1999)

ABC No Rio Dinero: The Story of a Lower East Side Art Gallery. Miller, Marc, and Alan
Moore, eds. New York: ABC No Rio and Collaborative Projects, 1985.

Allocations: Art for a Natural and Artificial Environment. Brand, Jan, et al, eds.
Zoetermeer, Netherlands: Foundation World Horticulture/Exhibition Floriade, 1992.

America’s Finest? Hock, Louis, Scott Kessler, Elizabeth Sisco, and Deborah Small. Self-
published, 1991.

Art and the Public Sphere. Mitchell, W.J.T., ed. Chicago: The University of Chicago
Press, 1992.

Art Can See. Levine, Les. Germany: Cantz, 1997.

The Art of Light and Space. Butterfield, Jan. New York City: Abbeville, 1993.

Art, Space and the City: Public Art and Urban Futures. Miles, Malcolm. London:
Routledge, 1997.   

Artists Handbooks: Art in Public -- What, Why and How. Jones, Susan, ed. Sunderland,
United Kingdom: AN Publications, 1992.

Culture in Action: Sculpture Chicago. Jacobs, Mary Jane. Seattle: Bay Press, 1995.

Dan Graham: Buildings and Signs. Chicago: The Renaissance Society at the University
of Chicago, 1981.

Democracy: A Project by Group Material. Wallis, Brian, ed. Seattle: Bay Press, 1990.

Evictions: Art and Spatial Politics. Deutsche, Rosalyn. Cambridge, MA: The MIT Press,
1996.

Get the Message? A Decade of Art For Social Change. Lippard, Lucy R. New York City:
E.P. Dutton, 1984.

Gordon Matta-Clark: A Retrospective. Jacob, Mary Jane. Chicago: Museum of
Contemporary Art, 1985.

Grand Street. Issue #53 (“Fetishes”). Summer 1995.

“Icons and Interventions in Chicago and the Potential of Public Art.” Hixson, Kathryn.
Sculpture May/June 1998: 46- 51.
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In and Out of Place: Contemporary Art and the American Social Landscape. Fairbrother,
Trevor, and Kathryn Potts. Boston: Museum of Fine Arts, 1993.

inSITE94: A Binational Exhibition of Installation and Site-Specific Art. Yard, Sally, ed.
San Diego, CA: Installation Gallery, 1995.

Jamming the Media. Branwyn, Gareth. San Francisco: Chronicle Books, 1997.

“Kelly Girl’s Good Job.” Girl, Kelly. Processed World #26/27, Summer 1991.

Land and Environmental Art. Kastner, Jeffrey, ed. London: Phaidon Press, 1998.

Mapping the Terrain: New Genre Public Art. Lacy, Suzanne, ed. Seattle: Bay Press,
1995.

Die Offene Bibliothek/The Open Public Library. Clegg & Guttmann. Germany: Cantz,
1994.

Place Makers. Fleming, Ronald Lee, and Renata von Tscharner. Boston: Harcourt Brace
Jovanovich, 1987.

Points of Entry: Three Rivers Arts Festival. Martinez, Daniel J., ed. Pittsburgh: Three
Rivers Arts Festival, 1997.

RE/Search #11: Pranks! Juno, Andrea and V. Vale, eds. San Francisco: RE/Search
Publications, 1987.

Scott Burton. Richardson, Brenda. Baltimore: The Baltimore Museum of Art, 1986.

Sign Language - Street Signs as Folk Art. Baeder, John. New York City: Harry N.
Abrams, 1996.

Six Years: The Dematerialization of the Art Object. Lippard, Lucy R. Berkeley, CA:
University of California Press, 1973.

The Subversive Imagination: Artists, Society, & Social Responsibility. Becker, Carol, ed.
New York City: Routledge, 1994.

Theory of the Dérive and Other Situationist Writings on the City. Andreotti, Libero, and
Xavier Costa, eds. Barcelona: ACTAR and the Museu d’Art Contemporani de Barcelona,
1996.

Time and Space Concepts in Art. Belford, Marilyn, and Jerry Herman, eds. New York
City: Pleiades Gallery, 1980.

Tiny Tiny Houses. Walker, Lester. Woodstock, NY: The Overlook Press, 1987.



Welcome to America’s Finest Tourist Plantation. Avalos, David, Louis Hock, and
Elizabeth Sisco. Self-published, 1988.

Whitewalls. Issue #36 (“Local Options”). Winter 1996.

Whose Art Is It? Kramer, Jane. Durham, NC: Duke University Press, 1994.



CRITICAL MASS, AN ACTIVIST ART BIBLIOGRAPHY

Introduction

This list was originally compiled by Alan Moore in 2002. It is a bibliography based on
reference materials that were made available to visitors to the exhibition Critical Mass, a
group show curated that year by Stephanie Smith for the Smart Museum of Art in
Chicago.

The reference materials were collected by Smith and the artists in Critical Mass. Where
possible, Moore noted which artist or group suggested each item. The artists and groups
in the exhibition were Wendy Jacob and Laurie Palmer, Robert Peters, Gregory Sholette,
and Temporary Services.

In 2002, Alan Moore submitted this bibliography to the InterActivist Info Exchange, a
reader-led website that offers news and analysis. His version is viewable at
http://info.interactivist.net/.

From Moore:

“Materials in this bibliography are organized in alphabetical order in four groupings:
Books, Articles/Book Selections, Journals/Booklets, and Web Resources. All are coded
according to four broad categories that loosely organize the conceptual framework of the
reading area:

C/I=Conceptual Art and Institutional Critique—sources dealing with artistic practices
that have taken place within institutions such as museums and that have consciously
sought to question institutional assumptions

A/PA=Activism and Public Art—sources on artists who routinely eschew the museum
or have sought to alter it, as well as artists who adopt the public sphere as a site for
artistic practice

CP=Chicago Practice—sources that specifically document a history of activities by
Chicago-based artists

MISC=Other Materials Related to the Projects—sources that informed, directly or
indirectly, the processes of Critical Mass artists

The bibliography gives particular emphasis to art practices, criticism and theoretical
explorations in the United States, with an extensive focus on Chicago...”

For this 2006 update, we have rearranged the entries in the Books and Articles section to
reflect the categories that Moore noted. All of the books and articles from newspapers,
magazines, and journals, are separated by category. Additionally, we have chosen to use
the title of each book or article to lead our alphabetization, rather than alphabetize by



author. Where possible, new publication information is supplied. The web resources
section is also updated to update the new locations of many of the original links.

BOOKS & ARTICLES

C/I=Conceptual Art and Institutional Critique

“Acting the Icon, Indexing the Body.” Klein, Jennie. New Art Examiner September 1998:
27-31.

“Aesthetic Evangelists: Conversion and Empowerment in Contemporary Community
Art.” Kester, Grant. Afterimage January 1995: 5-11.

“Aesthetics after the end of art.” Kester, Grant. Art Journal Spring 1997: 38-45.

The Aesthetics of Power: Essays in Critical Art History. Duncan, Carol. New York:
Cambridge University Press, 1993. (Sholette)

“All Together Now, Global Conceptualism: Points of Origin, 1950s-1980s.” Hixson,
Kathryn. New Art Examiner September 1999: 32-35, 77.

The Anti-Aesthetic: Essays on Postmodern Culture. Foster, Hal, ed. New York: New
Press, 1983. (Sholette)

Art Into Ideas: Essays on Conceptual Art. Morgan, Robert C. New York: Cambridge
University Press, 1996.

Beyond Recognition: Representation, Power, and Culture. Owens, Craig. Berkeley, CA:
University of California Press, 1992.

Blasted Allegories: An Anthology of Writings by Contemporary Artists. Wallis, Brian,
ed. Cambridge, MA: MIT Press, 1987. (TS)

Civilizing Rituals: Inside Public Art Museums. Duncan, Carol. London: Routledge, 1995.

Conceptual Art. Meyer, Ursula. New York: Dutton, 1972.

Conceptual Art: A Critical Anthology. Alberro, Alexander, and Blake Stimson.
Cambridge, MA: MIT Press, 1999.

“Conceptual Art 1962-1969: From the Aesthetic of Administration to the Critique of
Institutions.” Buchloh, Benjamin H. D. October Winter 1991: 105-43.

The Condition of Postmodernity: An Enquiry into the Origins of Cultural Change.
Harvey, David. Cambridge, MA: Blackwell, 1989. (Sholette)



The Cult of the Avant-Garde Artist. Kuspit, Donald. New York: Cambridge University
Press, 1993.

Deep Storage: Collecting, Storing and Archiving Art. Schaffner, Ingrid and Matthias
Winzen, eds. New York: Prestel, 1998.

Dialectic of Enlightenment. Horkheimer, Max, and Theodore W. Adorno. New York:
Continuum, 1972. (Sholette)

Empire. Hardt, Michael, and Antonio Negri. Cambridge, MA: Harvard University Press,
2001. (Palmer; Sholette)

“Fluxus: Now You See It, Now You Don’t. Perhaps You Never Will (part 1).” Donato,
Debora Duez. Dialogue January/February 1994: 8-11.

“Fluxus: Now You See It, Now You Don’t. Perhaps You Never Will (part 2).” Donato,
Debora Duez. Dialogue May/June1994: 16-18.

“For Our Own Good.” Kester, Grant. New Art Examiner April 1998: 16-17.

Global Conceptualism: Points of Origin, 1950s-1980s. Camnitzer, Luis, Jane Farver, and
Rachel Weiss, eds. New York: Queens Museum of Art, 1999. (Sholette)

Inside the White Cube: The Ideology of the Gallery Space. O’Doherty, Brian. Berkeley,
CA: University of California Press, 2000.

“Interview: Jenny Holzer.” Hixson, Kathryn. New Art Examiner September 1999: 16-20.

Land and Environmental Art. Kastner, Jeffrey, and Brian Wallis. London: Phaidon, 1998.
(Palmer)

Longing and Belonging: From the Faraway Nearby. Abel, David, ed. Santa Fe: SITE
Santa Fe, 1995.

Mining the Museum: An Installation by Fred Wilson. Corrin, Lisa G., ed. New York:
New Press, 1994. (Sholette)

The Museum as Muse: Artists Reflect. McShine, Kynaston. New York: Museum of
Modern Art, 1999.

Die Offene Bibliothek/The Open Public Library. Clegg and Guttman. Stuttgart,
Germany: Cantz, 1994. (TS)

On the Museum’s Ruins. Crimp, Douglas. Cambridge, MA: MIT Press, 1993.



On the Passage of a Few People Through a Rather Brief Moment in Time: the
Situationist International, 1957-1972. Sussman, Elizabeth, ed. Cambridge, MA: MIT
Press, 1989.

“One Place After Another: Notes on Site Specificity.” Kwon, Miwon. October Spring
1997: 85-110.

Postmodernism, or, the Cultural Logic of Late Capitalism. Jameson, Fredric. Durham,
NC: Duke University Press, 1991. (Sholette)

The Power of Display: A History of Exhibition Installations at the Museum of Modern
Art. Staniszewski, Mary Anne. Cambridge, MA: MIT Press, 1998.

PR ‘00: Paréntesis en la Ciudad. Marxuach, Michy, et al, eds. San Juan, PR: M&M
Proyectos, 2001. (TS)

The Return of the Real: The Avant-Garde at the End of the Century. Foster, Hal.
Cambridge, MA: MIT Press, 1996.

Situationist International Anthology. Knabb, Ken, ed. and trans. Berkeley, CA: Bureau of
Public Secrets, 1981. (Sholette, TS)

Six Years: The Dematerialization of the Art Object from 1966 to 1972. Lippard, Lucy.
New York: Praeger, 1973. (TS)

The Society of the Spectacle. Debord, Guy. Donald Nicholson-Smith, trans. New York:
Zone Books, 1995. (Sholette)

Space Site Intervention: Situating Installation Art. Suderberg, Erika, ed. Minneapolis:
University of Minnesota Press, 2000.

“Speed the Plow: 10 Years With the Hirsch Farm Project.” Swartz, Mark. New Art
Examiner April 1999: 35-38.

The Subversive Imagination: Artists, Society, and Social Responsibility. Becker, Carol,
ed. New York: Routledge, 1994.

“Survival Strategies: Gearing Up for Autarkic Communities or the Post-Political
Society?” Spaid, Sue. New Art Examiner November/December 2001: 58-65.

Theater of the Oppressed. Boal, Augusto. London: Pluto Press, 1979. (TS)

Theory of the Avant-Garde. Bürger, Peter. Michael Shaw, Trans. Minneapolis:
University of Minnesota Press, 1984.



Theory of the Dérive and Other Situationist Writings on the City. Andreotti, Libero, and
Xavier Costa, eds. Barcelona: ACTAR and the Museu d’Art Contemporani de Barcelona,
1996. (TS)

“The Timetable Project.” Leo, Vincent. Organizing Artists: A Document and Directory of
the National Association of Artists Organizations. Washington, DC: National Association
of Artists Organizations, 1992.

Die Toten (1967-1993). Feldmann, Hans-Peter. Dusseldorf: Feldmann Verlag, 1998. (TS)

“What’s Intangible, Transitory, Mediating, Participatory, and Rendered in the Public
Sphere?” Fraser, Andrea. October Spring 1997: 111-116.

A/PA=Activism and Public Art

ABC No Rio Dinero: The Story of a Lower East Side Art Gallery. Moore, Alan, and
Marc H. Miller. New York: ABC No Rio and Collaborative Projects, 1985. (Sholette)

Anarchy!: An Anthology of Emma Goldman’s Mother Earth. Glassgold, Peter, ed. New
York: Counterpoint Press, 2001. (TS)

Art, Activism, and Oppositionality: Essays from Afterimage. Kester, Grant, ed. Durham,
NC: Duke University Press, 1998. (Sholette)

Art in the Public Interest. Raven, Arlene, ed. New York: Da Capo Press, 1989. (Sholette)

The Artist in Society: Rights, Roles, and Responsibility. Acker, Kathy, Carol Becker, and
Ann Wiens, eds. Chicago: Chicago New Art Association and New Art Examiner Press,
1995.

But is it Art?: The Spirit of Art as Activism. Felshin, Nina, ed. Seattle: Bay Press, 1995.
(Sholette)

The Citizen Artist: 20 Years in the Public Arena: An Anthology from High Performance
Magazine 1978-98. Burnham, Linda Frye, and Steven Durland, eds. Gardiner, NY:
Critical Press, 1998.

“Commentary: The Problem with Puerilism.” Owens, Craig. Art in America Summer
1984: 162-163.

Commodify Your Dissent: Salvos from The Baffler. Frank, Thomas, and Matt Weiland,
eds. New York: Norton, 1992. (TS)

“Concrete Crisis: Urban Images of the 80s.” Trend, David. Afterimage Summer 1987:
26-27.



The Contemporary Picturesque. Norman, Nils. London: Book Works, 1998. (TS)

“Counting on Your Collective Silence: Notes on Activist Art as Collaborative Practice.”
Sholette, Gregory. Afterimage November/December 1999.

“Critical Situation.” Moore, Alan. International Review of African American Art 1999:
55-57.

Cultural Economies: Histories from the Alternative Arts Movement, NYC. Ault, Julie,
and Thomas Lawson. New York: Real Life Magazine and The Drawing Center, 1996.
(Sholette)

“The Death of Public Art.” Allen, Austin. Dialogue May/June 1991: 3.

Democracy: A Project by Group Material. Wallis, Brian. Seattle: Bay Press, 1990.
(Sholette, TS)

Design Outlaws on the Ecological Frontier. Zelov, Chris, ed. New York: The Knossus
Project, 2000. (TS)

Dialogues in Public Art. Finkelpearl, Tom. Cambridge, MA: MIT Press, 2000.

A Different War: Vietnam in Art. Lippard, Lucy. Bellingham, WA: Real Comet Press
and Whatcom Museum of History and Art, 1990. (Sholette)

Eco-Pioneers: Practical Visionaries Solving Today’s Environmental Problems. Lerner,
Steve, ed. Cambridge, MA: MIT Press, 1997. (TS)

Eviction: Art and Spatial Politics. Deutsche, Rosalyn. Cambridge, MA: MIT Press, 1998.
(Palmer, Sholette)

Fair Use: The Story of the Letter U and the Numeral 2. Negativland. Concord, CA:
Seeland, 1995. (TS)

Free Exchange. Bourdieu, Pierre, and Hans Haacke. Stanford, CA: Stanford University
Press, 1995. (Sholette)

Get the Message? A Decade of Art for Social Change. Lippard, Lucy. Seattle: Bay Press,
1990. (Sholette)

If You Lived Here: The City in Art, Theory, and Social Activism. Rosler, Martha, and
Brian Wallis, eds. Seattle: Bay Press; New York: New Press, 1991. (Sholette)

“‘Images of Labor’ serves up art and soup.” Knauer, Lisa Maya. The New York Times
14 August 1998.



The Lower Manhattan Sign Project: June 27, 1992-June 30, 1993. REPOhistory. New
York: REPOhistory, 1992. (Sholette)

The Lure of the Local: Senses of Place in a Mulitcentered Society. Lippard, Lucy. New
York: New Press, 1997. (Sholette)

Mapping the Terrain: New Genre Public Art. Lacy, Suzanne, ed. Seattle: Bay Press,
1995. (Sholette)

Mobile Vulgus. Nold, Christian. London: Book Works, 2001.

No Logo: Taking Aim at the Brand Bullies. Klein, Naomi. New York: Picador, 2000.
(TS)

No Trespassing!: Squatting, Rent Strikes, and Land Struggles Worldwide. Corr, Anders.
Cambridge, MA: South End Press, 1999. (TS)

“Observations on Collective Cultural Actions.” Critical Art Ensemble. Art Journal 1998:
73-85.

“On Artists, Audiences and Censorship.” Anderson, Laurie. Dialogue September/October
1993: 12-13.

One Place After Another: Site-Specific Art and Locational Identity. Kwon, Miwon.
Cambridge, MA: MIT Press, 2002. (Palmer)

The Pink Glass Swan: Selected Essays on Feminist Art. Lippard, Lucy. New York: New
Press, 1995. (Sholette)

The Power of Place: Urban Landscapes as Public History. Hayden, Dolores. Cambridge,
MA: MIT Press, 1995. (Sholette)

Pranks!. Juno, Andrea, and J. G. Ballard. San Francisco: Re/Search Publishing, 1987.
(TS)

“Public Art: Avant-garde practice and the possibilities of critical articulation.” Glahn,
Philip. Afterimage November/December 2000: 10-12.

“Public Art in Public Housing.” McCarty, Anne. Dialogue May/June 1996: 17-19.

“Public Interventions, ICA, Boston.” Phillips, Patricia. Public Art Review Fall/Winter
1994: 27.

Public Secrets, Collected Skirmishes of Ken Knabb: 1970–1997. Knabb, Ken. Berkeley,
CA: Bureau of Public Secrets, 1997.



Public Sphere and Experience: Toward an Analysis of the Bourgeois and Proletarian
Public Sphere. Negt, Oskar, and Alexander Kluge. Minneapolis: University of Minnesota
Press, 1993. (Sholette)

Queers in Space: Communities, Public Places, Sites of Resistance. Bouthillette, Anne-
Marie, Gordon Brent Ingram, and Yolanda Retter, eds. Seattle: Bay Press, 1997. (TS)

“REPOhistory: The Anatomy of an Activist Urban Art Project.” Sholette, Gregory. New
Art Examiner November 1999.

“REPOhistory’s Circulation: The Migration of Public Art on the Internet.” Costanzo, Jim.
Art Journal Winter 2000: 32-37.

“Rethinking the Public Sphere: A Contribution to the Critique of Actually Existing
Democracy.” Fraser, Nancy. Habermas and the Public Sphere (Studies in Contemporary
German Social Thought). Ed. Craig Calhoun. Cambridge, MA: MIT Press, 1993. 109-
142. (Sholette)Site-Specificity: The Ethnographic Turn. Coles, Alex, ed. London: Black
Dog Publishing, 2001.

“Sniper’s Nest” Lippard, Lucy. Z Magazine December 1992: 63-66.

“Some Call it Art: From Imaginary Autonomy to Autonomous Collectivity.” Sholette,
Gregory. Dürfen die das? Kunst als sozialer Raum. Eds. Stella Rollig and Eva Sturm.
Wien, Austria: Verlag, Turia & Kant, 2002.

The Structural Transformation of the Public Sphere: An Inquiry into a Category of
Bourgeois Society. Habermas, Jurgen. Cambridge, MA: MIT Press, 1989. (Sholette)

WochenKlausur: Sociopolitical Activism in Art. Zinggl, Wolfgang. New York: Springer,
2001.

CP=Chicago Practice

“Alternative Exhibition Sites/Non-Sites.” Wiens, Ann. New Art Examiner May 1998: 42-
43.

“Art at the Armory: Occupied Territory 13 September 1992- 23 January 1993.” Mathews,
Stanley. Dialogue January/February 1993: 12-14.

Art in Chicago 1945-1995. New York: Thames and Hudson, 1996.

“Artists Getting into Gear.” Palmer, Laurie. Dialogue January/February 1996: 10-11.

“Capricious at Best: An Essay about the Relationship between Art and Life.” Girson,
Matthew. New Art Examiner November 2000: 30-35.



“Chicago as a Home for Visual Artists.” Malone, Victoria, and Michael Piazza. New Art
Examiner May 1998: 24-27.

“Chicago 1999: The Sound of Progress.” Swartz, Mark. New Art Examiner May 1999:
32-34.

“Chicago’s Last Five Minutes of Art History: There’s Something Funny Going On.”
Bulka, Michael. New Art Examiner October 1998: 16-19.

“Christine Tarkowski.” Estep, Jan. New Art Examiner June 1998: 43.

“Concentric Circles.” Tormollan, Carole. High Performance Spring/Summer 1995: 54-
59.

Conversations at the Castle: Changing Audiences and Contemporary Art. Jacob, Mary
Jane, and Michael Brenson, eds. Cambridge, MA: MIT Press, 1998.

“Counter-Proposals: Adaptive Approaches to a Built Environment.” Grisham, Esther.
Dialogue January/February 1992: 12-13.

Culture in Action: A Public Art Program of Sculpture Chicago. Jacob, Mary Jane, and
Michael Brenson. Seattle: Bay Press, 1995. (Sholette)

“Culture in Action: New Public Art in Chicago.” Tormollan, Carole. High Performance
Spring 1994: 50-57.

“‘Curator’s Choice: Installations for new spaces’/Chicago Cultural Center/17 October-28
December.” Donato, Debora Duez. Dialogue March/April 1992: 21-22.

“Dan Peterman.” Cavallero, Janet. New Art Examiner October 1997: 39.

“Dan Peterman/N.A.M.E./10 Spetember-22 October.” Postiglione, Corey. Dialogue
November/December 1992: 20.

“Dan Peterman: Recycle, Reuse, Resurrect.” Hixson, Kathryn. New Art Examiner
October 2000: 26-29, 66.

Dan Peterman: 7 Deadly Sins and Other Stories. Berg, Stephan and Gregory Sholette.
Hannover, Germany: Kunstverein Hannover, 2001.

“Death is not an Alternative: Being and Nothingness in the Art World of the Nineties.”
Porges, Timothy. Dialogue May/June 1997: 11.

“Dispensing with Formalities /Various Locations/Ongoing, Beginning August 1997.”
Murphy, Mary. Dialogue September/October 1997: 20.



“Drawn Out: Temporary Services.” Kryza, Darlene. New Art Examiner September 2000.

Ecologies: Mark Dion, Peter Fend, Dan Peterman. Smith, Stephanie. Chicago: Smart
Museum of Art at University of Chicago Press, 2001.

“Emerging Artists Look to Alternatives.” Stein, Lisa. Chicago Tribune 13 May 2001.

“FGA is: More Comfortable and Better at Dogmatic.” Marsh, Julia. New Art Examiner
May/June 2001: 85.

“Fidelity, Betrayal, Autonomy: Within and Beyond the Post Cold-War Art Museum.”
Sholette, Gregory. Beyond The Box: Diverging Curatorial Practices. Ed. Melanie A.
Townsend. Banff, Canada: Banff Centre Press, 2003. 123-138.

“Free For All.” Thompson, Nato. New Art Examiner May 2000: 50-51.

“Freedom Wall.” Snodgrass, Susan. Dialogue January/February 1995: 12-13.

“Goat Island.” Bailes, Sara-Jane. New Art Examiner July/August 2001: 43-49, 101.

“Helidon Gjergji: Temporary Services.” Grabner, Michele. New Art Examiner
September/October 2001: 95-96.

“In and Out.” Murphy, Mary. Dialogue May/June 1996: 16.

“In With the Out Crowd.” Porges, Timothy. Dialogue May/June 1996: 14-15.

“Letter From Chicago: February 1999.” Snodgrass, Susan. C Magazine February/April
1999: 35.

“Measuring Alternative Culture.” Grabner, Michele. New Art Examiner
September/October 2001: 29.

“1998: New Artists in Chicago.” Grabner, Michele. New Art Examiner October 1998: 45.

“On Site: Randolph Street Gallery.” Hixson, Kathryn. New Art Examiner September
2000: 50-51.

“Performance Anxiety.” Haywood, Robert. New Art Examiner September 1997: 51.

“Public Domain: Bicycle Thieves in Chicagoland.” Erickson, Karl. New Art Examiner
October 1998: 39-40.

“Regionalism’s Last Gasp: Art in Chicago, 1945-1995.” Postiglione, Corey. Dialogue
January/February 1997: 14-17.



“Rewind.” Wiens, Ann. New Art Examiner June 1999: 60.

“Site Specificity and the Problematics of Public Art: Recent Transformations at the
Intersection of Art and Architecture. (Ph.D. dissertation).” Kwon, Miwon. Princeton, NJ:
Princeton University’s School of Architecture, 1998.

“Speakeasy.” Pounds, Jon. New Art Examiner April 1999: 16-17.

“Uncomfortable Times Breed Uncomfortable Spaces.” Snodgrass, Susan. Dialogue
September/October 1992: 10-11.

“Until It’s Gone: Taking Stock of Chicago’s Multi-Use Centers.” Thompson, Nato. New
Art Examiner March/April 2002: 47-53.

“The Whole World is Still Watching.” Palmer, Laurie. Artforum November 1998: 152.

“Why I ‘Got Off the Fence’ and Became An Arts Political Activist.” Tresser, Thomas.
Dialogue March/April 1993.

“Work: Gallery 312.” Purcell, Greg. New Art Examiner December/January 2000/2001:
46.

“The Work of Temporary Services.” Brunetti, John. Dialogue May/June 2000: 36-38.

“(Yet) Another Kind of Space: Chicago Project Room.” Palmer, Laurie. Dialogue
May/June 1997: 12-15.

“You're in my space: Chicago Cultural Center.” Palmer, Laurie. C Magazine
February/April 1999: 34.

MISC=Other Materials Related to the Projects

The America Play, and Other Works. Parks, Suzan-Lori. New York: Theatre
Communications Group, 1995. (TS)

The Ape and the Sushi Master: Cultural Reflections by a Primatologist. de Waal, Frans.
New York: Basic Books, 2001. (TS)

Avant Gardening: Ecological Struggle in the City and the World. Wilson, Peter Lamborn,
and Bill Weinberg, eds. Brooklyn: Autonomedia, 1999. (Palmer)

La Bete Humaine. Zola, Emile. London: Penguin Books, 1977. (TS)

The Block Reader in Visual Culture. Bird, Jon, et al, eds. New York: Routledge, 1996.
(Sholette)



The Cornel West Reader. West, Cornel. New York: Basic Civitas Books, 1999. (TS)

The Country and the City. Williams, Raymond. London: Hogarth Press, 1973. (Sholette)

Crowds and Power. Canetti, Elias. New York City: Viking, 1962. (TS)

Edward Fella: Letters on America. Blackwell, Lewis, et al, eds. New York: Princeton
Architectural Press, 2000. (TS)

Ex-rated. Sok, G.W. Amsterdam: Druxat, 1997.

Flesh Machine: Cyborgs, Designer Babies, and New Eugenic Consciousness. Critical Art
Ensemble. Brooklyn, NY: Autonomedia, 1998. (Palmer)

High Art Lite: British Art in the 1990s. Stallabrass, Julian. New York: Verso, 1999. (TS)

Illuminations. Benjamin, Walter. Hannah Arendt, ed. New York: Schocken Books, 1985.
(Sholette)

Muffler Men. Correll, Timothy Corrigan, and Patrick Arthur Polk. Jackson, MS:
University Press of Mississippi, 2000. (TS)

Negroes with Guns. Williams, Robert Franklin. Detroit: Wayne State University Press,
1998. (Palmer)

On Good Land: The Autobiography of an Urban Farm. Ableman, Michael, and Cynthia
Wisehart. San Francisco: Chronicle Books, 1998. (Palmer)

The Practice of Everyday Life. de Certeau, Michel. Steven Rendall, trans. Berkeley, CA:
University of California Press, 1984. (Sholette)

Reading Karl Marx. Ganahl, Rainer. London: Book Works, 2001.

Reflections. Benjamin, Walter. Hannah Arendt, ed. New York: Schocken Books, 1985.
(Sholette)

Theories and Documents of Contemporary Art: A Sourcebook of Artists’ Writings.
Stiles, Kristine, and Peter Howard Selz, eds. Berkeley, CA: University of California
Press, 1996. (TS)

To Purge this Land with Blood: A Biography of John Brown. Oates, Stephen B. Amherst,
MA: University of Massachusetts Press, 1984. (TS)

Unclassified: A Walker Evans Anthology. Rosenheim, Jeff, and Alexis Schwarzenbach,
eds. Zurich: Scalo, 2000. (TS)



Utopia. Mayer, Bernadette. New York: United Artists Books, 1984. (Palmer)

Wanderlust: A History of Walking. Solnit, Rebecca. New York: Viking, 2000. (TS)

Water: The Fate of Our Most Precious Resource. de Villers, Marq. New York: Houghton
Mifflin, 2000. (TS)

Working: People talk about what they do all day and how they feel about what they do.
Terkel, Studs. New York: Avon Books, 1975. (TS)

JOURNALS/BOOKLETS/LEAFLETS/EPHEMERA

Architreasures leaflet, Chicago. See http://www.architreasures.org/pages/main.htm

Bickerdike Redevelopment Corporation 2001 Annual Report, Chicago. See
http://www.bickerdike.org/

Building Greener Neighborhoods: A Citizen’s Guide to Community Open Space
Planning. Samuels, Julie. Chicago: Openlands Project, 1996.

Chicago Public Art Group Newsletter. Chicago: Chicago Public Art Group, Fall 2001.

CORE (Congress of Racial Equality) leaflet, New York. See http://www.core-
online.org/index.html

cSPACE cards (formerly The Art of Change), London. See
http://www.cspace.org.uk/index.htm

Games, Fights, Collaborations, Guide to Water. Guerilla Graywater Girls. Oakland, CA:
Self-Published, 2001.

N55 booklets. See http://www.n55.dk/Index.html
Manual for Clean Air Machine, #8
Manual for Modular Hydroponic Unit, #12
Soil Factory, #15
It is an Illusion that We Live in Time and Place, #16
Manual for Bed Modules, #23
Manual for n55 Spaceframe, #24
Lars Bang Larsen og N55 udveksler, #31
Manual for Land, #32

NeighborSpace leaflet, Chicago. See http://neighbor-space.org/main.htm



Temporary Services booklets, Chicago. See
http://www.temporaryservices.org/booklets.html

The Baffler issues, Chicago. See http://www.thebaffler.com/
#10, 1997
#11, 1998
#14, 2001

Whitewalls issues, Chicago. See http://www.press.uchicago.edu/News/distributed.html
#23 (Fall 1989) “Regarding An/Other”
#24 (Winter 1990) “The Nature of Nature”
#26 (Fall 1990) “Petty Crimes for the Common Good”
#27 (Winter 1991) “Rants and Regrets”
#28 (Summer 1991) “Identity in Self-Definition”
#31 (Winter 1992/1993) “Culture, Identity and Colonialism”
#33+34 (1994) “Sweat Sixteen”
#36 (1995) “Local Options”
#39 (Fall/Winter 1998) “Impossible Projects”
#40 (Spring 1998) “Loose Canon”
#41 (Winter 1999) “Crafting History”

WEB RESOURCES

ABC No Rio, http://abcnorio.org

“But is it Politics?” 1998-1999 project by Sabine Bitter and Helmut Weber,
http://www.lot.at/politics/index.htm

The Center for Arts Policy at Columbia College Chicago, http://artspolicy.colum.edu/

The Cultural Policy Center at the University of Chicago,
http://culturalpolicy.uchicago.edu/

The Independent Media Center (Indymedia), http://www.indymedia.org/en/index.shtml

Institute for Applied Autonomy, http://www.appliedautonomy.com/

Institute for Social Ecology, http://www.social-ecology.org/

InterActivist Info Exchange, http://slash.autonomedia.org

Las Agencias, http://www.sindominio.net/lasagencias/

<nettime>, http://www.nettime.org

Project Row Houses, http://www.projectrowhouses.org/



The Community Arts Network, http://www.communityarts.net/

The Kitchen, http://www.thekitchen.org/

The Mad Housers, http://www.madhousers.org/index.shtml

The Public Square at the Illinois Humanities Council (formerly the Center for Public
Intellectuals), http://www.thepublicsquare.org/

Version Festival (Chicago), http://versionfest.org/version06/choose.html



PRISONERS’ INVENTIONS READING LIST

BOOKS

America’s Condemned: Death Row Inmates in Their Own Words. Malone, Dan, and Howard
Swindle. Kansas City: Andrews McMeel Publishing, 1999.

The Celling of America: An Inside Look at the U.S. Prison Industry. Burton-Rose, Daniel, Dan
Pens, and Paul Wright. Monroe, WA: Common Courage Press, 1998.

The Convict Cookbook. Washington State Penitentiary. Walla Walla, WA: JG Narum, 2004.

Corrections Officer Exam. Learning Express. New York: LearningExpress, LLC, 2004.

Design Guide for Secure Adult Correctional Facilities. American Correctional Association.
Kingsport ,TN:  Kingsport Press, 1983.

Donny: Life of a Lifer (A Prisoner’s Odyssey). Johnson, Donald. Ed. Bato Talamentez.
Occidental, CA: North Coast Xpress, 2001.

Downsizing Prisons: How to Reduce Crime and End Mass Incarceration. Jacobson, Michael.
New York: New York University Press, 2005.

The Human Cage: A Brief History of Prison Architecture. Johnston, Norman. New York: Walker
and Company, 1973.

Improvised Weapons in American Prisons. Luger, Jack. Port Townsend, WA: Loompanics
Unlimited, 1985.

Life Sentences: Rage and Survival Behind Bars. Rideau, Wilbert and Ron Wikberg. New York:
Random House, 1992.

Lockdown American: Police and Prisons in the Age of Crisis. Parenti, Christian. New York:
Verso, 1999.

Newjack: Guarding Sing Sing. Conover, Ted. New York: Random House, 2000.

No More Prisons. Wimsatt, William Upski. New York: Soft Skull Press, 1999.

Prison Nation: The Warehousing of America’s Poor. Herivel, Tara and Paul Wright. New York:
Routledge, 2003.

Prisoners’ Inventions. Angelo and Temporary Services. Chicago: Whitewalls, 2003.

Système P: Bricolage, Invention et Récupération en Prison. Réchard, Catherine. Paris: Editions
Alternatives, 2002.



The Way Things Work. Macaulay, David. Boston: Houghton Mifflin, 1988.

You Got Nothing Coming: Notes From a Prison Fish. Lerner, Jimmy A. New York: Broadway
Books, 2002.

PAMPHLETS + MAGAZINES + FACT SHEETS

An Answer to Today’s Black Entertainment Media. Johnson, Kevin (Rashid). Self-published,
2004.

The Art of Incarcerated Culinary. Turner, Kelly J. Upland, CA: The Kenaly Complement Inc.,
2004.

“Arts Administration Students Explore Prisoner Inventions.” McMillian, Jeffrey. F News May
2003: 12.

“Bighousekeeping.” Angelo (excerpt from Prisoners’ Inventions). Harper’s Magazine November
2003: 26-29.

Colors. June/July 2002. (Prison issue)

“Con Edisons: How to Make Your Cell Block Feel Like Home.” Playboy February 2004.

Corrections Forum.  November/December 2003. (Architectural, Construction and Facility
Management Reference issue)

Fantastic! Thompson, Nato, ed. North Adams, MA:  Massachusetts Museum of Contemporary
Art, 2003.

Get Rid Of Yourself. Temporary Services. Chicago: Temporary Services, 2003.

“In Print: A Prison Cell is the Mother of Invention.” Bayne, Martha. Chicago Reader 20 June
2003.

Jane.  November 2003 (short piece on female prisoners and invented makeup).

Neo-Slavery in the Dirty South: A Look at the Racist Georgia Department of Corrections.  Scott
Jr., James E. Self-published, 2005.

Prison Town: Paying the Price.  Gilmore, Craig, and Kevin Pyle. Northampton, MA: Real Cost
of Prisons Project, 2005.

Prisoners of a Hard Life: Women and Their Children. Ahrens, Lois, Ellen Miller-Mack, and
Susan Willmarth. Northampton, MA: Real Cost of Prisons Project, 2005.
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Political Art Documentation and Distribution:  
A 1980’s Activist Art and Networking 
Collective

 GREGORY SHOLETTE

Our goal is to provide artists with an organized relationship 
to society, to demonstrate the political effectiveness of 
image making, and to provide a framework within which 
progressive artists can discuss and develop alternatives to 
the mainstream art system. —PAD/D Mission Statement

I. From archive to organization in the course of one 
evening

What started as a straightforward call to establish an archive of 
politically committed art wound up instigating an ambitious 
new artistʼs collective.  A decade before the emergence of the 

world wide web and prior to the introduction of the personal computer, 
one organization of artists and activists sought to produce a networked, 
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parallel arena in which to nurture, theorize, display and distribute cre-
ative practices opposed to, or simply desperate to be something other 
than, capitalist culture. It began with a meeting called together Febru-
ary 24th, 1980 by the art critic Lucy R. Lippard. The call itself had been 
printed on the flip side of an invitation for an exhibition she organized 
at Artists Space featuring the “many good, socially active artists no one 
heard of.”  By using the mailed invite as an organizing tool, Lippard 
had also transgressed her own, presumed curatorial disengagement, a 
point I return to below. Nevertheless, on this winterʼs evening, a group 
of fifty or so artists, writers and veteran political activists eagerly an-
swered her call. Lippardʼs planned agenda was to explore ways of ar-
chiving her swelling collection of documents about art with political 
intent. The meeting took place at Printed Matter Book Store that was 
then located on Lispenard Street in Downtown Manhattan. Lippardʼs 
plea to not found another organization was quickly disregarded and 
the rest of the story forms a chapter in the unknown history of col-
lective, activist art gradually being excavated by a new generation of 
historians. 

I attended the meeting in search of an intellectual and creative com-
munity that held similar beliefs about the place of art within a broad-
er movement of progressive, social transformation. Having recently 
graduated from The Cooper Union School of Art where I studied with 
Hans Haacke, what I discovered that evening was a group of cultural 
workers who, rather than merely discussing their own art or career, 
instead eagerly debated issues of racism and sexism in the US, ending 
apartheid in South Africa, and opposing the stationing of US “tactical” 
nuclear weapons in Europe. What I did not know then however was the 
degree to which this encounter would alter the direction of my career 
as well as my life. Before the end of that February evening a new, art-
ists  ̓collective had been conceived, named and given a mission. 

Present that evening was Clive Philpot, then the Director of the 
Museum of Modern Art Library. Philpot christened the new group Po-
litical Art Documentation or PAD. But in the months ahead the new 
group experienced a minor split within its ranks. Contemplating the 
many thankless chores required to service other artists, including ar-
chiving, cataloging and cross-referencing their work, the membership 
expressed a strong desire to produce its own, collectively authored art.  
Sometime later in 1980 or early 81 therefore the ʻD  ̓for Distribution 
was adopted by the group, thus transforming PAD into PAD/D. In the 
immodest language typical of the period the groupʼs mission sought 
to,

...Build an international, grass roots network of artist/
activists who will support with their talents and their 
political energies the liberation and self-determination of all 
disenfranchised peoples.(PAD/D. 1st Issue. New York City, 
issue no.1, Feb. 1981.)
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Within a year of its founding PAD/D was making art as well as 
archiving. It was also programming public events, networking with 
other organizations, and publishing its own newsletter named simply 
1st Issue. (And soon renamed Upfront after it became apparent that 
a many issues of 1st Issue would be extremely confounding.)  Along 
with Upfront, the group also published a one-page calendar of progres-
sive, cultural events in the NYC area called Red Letter Days. In sum, 
it would not be unfair to describe the driving force behind this frenetic, 
multileveled activity as a desire to unilaterally reconstruct the entire, 
corrupted world of bourgeois art from the bottom up. As the group 
stated in its first newsletter:

PAD [/D] can not serve as a means of advancement within 
the art world structure of museums and galleries. Rather, we 
have to develop new forms of distribution economy as well 
as art... (Ibid.)

To achieve this objective, the group began developing plans for an 
organization of even larger size and complexity: a national or perhaps 
even international network of like-minded activist artists working in 
consort with non-art, progressive activists. If PAD/Dʼs immediate goal 
was to organize a highly fractured, post-68 counter-culture, the groupʼs 
larger vision sought to bring into being a bona-fide counter-hegemonic 
or oppositional public sphere. Woven from equal parts recovered ge-
nealogies (from the PAD/D archival materials) and politically sympa-
thetic exhibition outlets (university galleries, labor unions, community 
centers, even church halls), this longed-for, counter-hegemony was, 
more than anything else, the feature that set PAD/D apart from other, 
self-organized, art collectives then or since.

The high stakes PAD/D placed on networking artists with activists 
is instantly apparent if one examines the diverse topics touched-upon 
in its monthly, public dialogue series known as Second Sundays. First 
held at Printed Matter Books and later moved to the Franklin Furnace a 
few blocks away, a sample list of Second Sunday evenings from 1981 
includes: The History of Abortion Rights; Civil Liberties and Domes-
tic Surveillance; War Tax Evasion; Unauthorized Art in Public Spac-
es; Hispanic Culture and Struggle and Art and Ecological Issues. (1st 
Issue. no. 2, May-June 81). In addition, the groupʼs public platform 
presented issues related to Art Education, Native American art and 
one evening hosted by Lucy Lippard and Jerry Kearns that celebrated 
what they described as the culture of “The Street.” As much as these 
programs sought to connect artists with progressive activists however, 
they were also intended to prove to activists the political value of art. 
Today, from Seattle to Genoa, from to New York to London, the cul-
tural politics visible in the counter-globalization movement, as well as 
the emerging anti-war movement, offer strong evidence that PAD/Dʼs 
strategy was in fact a forward-looking one.

On February 26th, 1982, two years and two days from its inau-
gural meeting at Printed Matter, PAD/D hosted a sizable gathering of 

PAD/D flyer announcing an 
upcoming presentation by  the 
feminist art collective Carnival 
Knowledge in 1984. 

Back Page of 1st  Issue, PAD/D’s first 
newsletter, Feb. 1981.
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activists and artists at the Bread & Roses, 1199 Health and Hospital 
Workers Union Hall on West 43rd Street in New York City. Timed to 
conflict with the College Art Associationʼs Conference, the “February 
26th Movement” as it was called brought together dozens of organi-
zations and individuals ranging from Los Angeles-based, Social and 
Public Art Resources or SPARC to local participants including Group 
Material. It also featured presentations by several energetic if com-
paratively politically ambiguous alternative spaces including, Fashion 
Moda from the Bronx and ABC No Rio from the Lower East Side of 
Manhattan. As PAD/D member  Keith Christensen put it, “I went to 
the February 26th conference after learning about it from the Village 
Voice and found a whole world of alternative paths for an artist to 
take. It changed my life because I learned how to integrate my political 
and artistic sensibilities.” Christensen soon find himself working with 
PAD/D to re-design Upfront.  And while the newsletter would indeed 
become a platform for the dissemination of activist culture, the larger 
goal of a sustainable, progressive cultural network eluded the group. 
Yet if the groupʼs overconfidence and sense of political mission led it 
at times to outstrip its own resources, PAD/Dʼs collective, organiza-
tional verve nevertheless out-performed many other, more tradition-
ally structured and  better funded cultural institutions, including many 
“alternative spaces.”

Perhaps PAD/Dʼs success at organizing artists, a denomination 
typically antagonistic to administrative rules and discipline, appears 
somewhat less remarkable if one takes into account the background of 
the groupʼs initial membership between 1980 and1982. Lucy R. Lip-
pard for example was not only a noted arts writer, but was also an 
activist and accomplished organizer who participated in the founding 
of the feminist art collective Heresies, Ad-Hoc Women Artists, and 
Printed Matter Books, the groupʼs initial home. Perhaps as many as 
two thirds of PAD/Dʼs early membership brought with them previous 
experience working with other cultural collectives, institutions or pro-
grams. Along with the aforementioned Clive Philpot of MoMA, PAD/
Ds organizational assets included veterans of the Art Workers Coalition 
or AWC, Fluxus, Cultural Correspondence, Artists Meeting for Cul-
tural Change or AMCC, Collaborative Projects or Colab, Red-Herring, 
Amiri Brarakaʼs Anti-Imperialist Cultural Union; The Neighborhood 
Arts Programs National Organizing Committee or NAPNOC, (later 
renamed the Alliance for Cultural Democracy or ACD); The Womenʼs 
Building and Angry Arts. In addition, several PAD/D members simul-
taneously belonged to other; recently formed artists  ̓collectives such 
as Group Material, World War 3 Illustrated, and Carnival Knowledge.  
(A partial list of the PAD/D membership and their affiliations appears 
at the end of the essay.)

Nevertheless, in order to accomplish so much in such a short 
period of time  - essentially between 1980 and 1985 in terms of the 
groupʼs most significant work - the members of PAD/D devoted many 

Exhibition PAD/D organized in 
Chicago displaying a range of 
“demonstration art” for public use.
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hours of in-kind, unpaid labor. What actual cash rev-
enue was raised went to cover the rent, publication 
costs and but never labor. And money did come, in 
the form of donations from sympathetic artists includ-
ing Hans Haacke, Leon Golub, Jenny Holzer, Nancy 
Spero; Barbara Kruger and even on one occasion Ju-
lian Schnabel. Funds were also generated through the 
call for modest dues as well as through benefit events, 
including one that I organized at Club 57 on St. Marks 
Place with very mixed success that featured the late 
artist David Wojnarowicz and his band Three Teens 
Kill Four.

II Structure
A snapshot of how the group initially structured itself to achieve its 
ambitious mission is visible from an internal memo dated October 
26th, 1980 entitled; “P.A.D. Work groups.”  The typewritten agenda 
lists twenty-four people and phone numbers. Each is assigned to one 
or more of three working groups that include:

Group I: P.R. Community Organizations, Cross-country outreach 
via newsletter and posters.

Group II: The Physical Archives and its organization; the ninth 
street office and building Archival shows.

Group III: Exhibitions in public places; outreach to political orga-
nizations.

(Original memo is in the Lippard Papers at the Archives of Ameri-
can Art, Smithsonian Institute.)

Originally headquartered in a former school building on the east-
ern side of Tompkins Square Park called El Bohio, PAD/D later moved 
to larger quarters and into the building owned and operated by the A. 
J. Muste Foundation at the corner of Lafayette and Bleecker Streets. 
Dubbed the “peace” building because it also housed the pacifist or-
ganization The War Resisters League, the groups other neighbors in-
cluded Paper Tiger Television and CISPES, the Committee in Solidar-
ity with the People of El Salvador. Initially, membership consisted of 
anyone who happened to be present at any given PAD/D meeting. This 
soon became untenable when it became apparent that one, highly vo-
cal newcomer could sidetrack an entire project already invested with 
weeks of work. Membership was soon reformulated to include only 
those who already showed a commitment to the group by their involve-
ment in specific, PAD/D projects or Work Group. The organizational 
structure continued to develop. Sometime prior to February of 1982 a 
Steering Committee made up of one person from each work group was 
established. Flow-charts were drawn-up and debates held about how to 
vote: for example, does the group pass a resolution based on a majority 
rule, or does it seek total consensus? (In the end, the group adopted a 
three-fourths voting rule.)  Before long, a somewhat more centralized 

“Image War on the Pentagon,” PAD/
D’s contribution to a massive street 
demonstration in Washington DC 
during the summer of 1983.
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and rule bound organization emerged. And in order to allow donors 
to deduct financial contributions to PAD/D as well as for the group to 
attract grant money the appropriate legal paperwork was filed mak-
ing PAD/D both a charitable organization and a not for profit, 501 (C) 
3 corporation. It was nevertheless a great surprise to group members 
when PAD/D was in fact selected by a peer review panel at the Na-
tional Endowment for the Arts for a modest grant to help with the cost 
of producing Upfront. However, Ronald Reaganʼs newly appointed 
NEA Chairman, Frank Hodsoll quickly made an unprecedented, pub-
lic denunciation of the review panelʼs choice that had also included 
an award to the Heresies journal.  The grant was “withdrawn.”  This 
occurrence, together with the de-funding of Franklin Furnace artistʼs 
space by the NEA following an exhibition by Carnival Knowledge at 
about the same time, predated the far more publicized “culture wars” 
of the early 1990s.  I can not help speculate that because these events 
involved art “collectives,” rather than individuals, the significance of 
this censorship appeared lass newsworthy and has faded from view. 1

PAD/D did indeed function in a strongly collective manner. That 
does not alter the fact that the contribution of specific individuals 
uniquely shaped the mission and structure of the group. Certainly, Bar-
bara Moore and Mimi Smith, two members who remained singularly 
devoted to the PAD/D Archives, hold a special position in this respect. 
It was the contribution of Lucy R. Lippard however that, more than 
any other PAD/D member, shaped the overall character of the group. 

III. Lucy Lippard & PAD/D   
Lippardʼs book chronicling the formation of Conceptual Art, Six years: 
the dematerialization of the art object, functioned as a “new testament” 
for a “post-Greenbergian” generation of artists who would reject the 
cool detachment of formalism. Charismatic and gifted with a ceaseless 
energy, Lippard was nevertheless a consensus builder. To myself and 
many others she also exemplified what cultural theorist Walter Ben-
jamin termed the Author as Producer, that is, a bourgeois writer who 
rejects the “proper” journalistic position of distanced neutrality in fa-
vor of active partisanship with a struggle for social change. Needless 
to say, such overt blurring of roles between critic and activist, observer 
and participant is anathema to the imagined, aesthetic neutrality of es-
tablished art history and art criticism and no doubt led to her being fired 
from the Village Voice in 1985 after four years. But it was Lippardʼs 
conspicuous support for art with political content that helped lay the 
foundation for the emergence of PAD/D.  As word spread about her 
interests, initially via another postcard invitation for an exhibition she 
organized of Rasheed Araeenʼs work in London, the writer became a 
magnet for the highly dispersed and largely invisible multitude of art-
ists who sought to combine their work with political and social activ-
ism. Inundated with slides, posters, flyers, manifestos and related ma-
terials Lippard understood that the artists who sent her documentation 

Lucy R. Lippard
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of their work were not only “invisible” to the art establishment, they 
were also unseen and isolated from each other as well. Logically, the 
concept of an active archive that could reverse this invisibility emerged 
out of these observations.

If Lippardʼs archival assets served as the growth medium for incu-
bating PAD/D, it was the writerʼs presence at the Village Voice, a hip, 
weekly newspaper featuring progressive culture and journalism, which 
provided the heat.  Her weekly column thrust into view not so much the 
group itself, but its mission of socially committed art activism.  While 
Lippard provided outward visibility, it was the artist and activist Jerry 
Kearns who most strongly shaped the internal, administrative and po-
litical dimensions of the group. Kearns, humorously known within the 
group as the “commissar,” came to PAD/D soon after it started while 
he was still active in Amiri Barakaʼs Anti-Imperialist Cultural Union 
as well as the Black United Front. A white, working class southerner, 
Kearns had also been part of an Art & Language/Fox Magazine splin-
ter group known as Red Herring. In the pages of the two publications 
Red Herring produced the group called on artists to “learn from the 
masses,” and develop a “proletarian culture” that was specific to North 
America, yet influenced by Mao Zedongʼs Cultural Revolution. This 
analysis led Red Herring to virtually reject the art world. And while no 
official political line ever existed within PAD/D, this late, New Left 
social analysis certainly flavored the discourse of the group, especially 
during the first two years of 1980 to1982. At the same time, one can 
see the formation of internal, disciplinary structures that more closely 
resemble a political party than it did other, organized artists collectives 
including most notably Group Material, PAD/Ds closest, artistic “rela-
tive” so to speak. Meanwhile, Lippard and Kearns also collaborated 
on lectures and writings as well as a performance piece entitled “My 
Place, Your Place, Our Place,” in which they examined the genesis of 
their own political identities, a strong indication that Lippardʼs femi-
nist politics was affecting and changing more orthodox ideological 
leanings.

 

IV. Four PAD/D Public Actions
Largely unknown are the numerous collective art projects PAD/D pro-
duced during its six-year tenure. Typically edged in a critical yet iron-
ic humor, these primarily public works avoid what Fredric Jameson 
calls the “flattened affect” of post-modernist pastiche. What follows 
are four of PAD/Dʼs projects including “Death and Taxes”, “No More 
Witch-Hunts”, “Image War on the Pentagon” and “Not For Sale: A 
Project Against Gentrification.” Notably, each one privileged public 
performance and ephemeral work over art objects.

“DEATH AND TAXES,” APRIL, 1981:



8   GREGORY SHOLETTE

“Death &Taxes” (D&T) began as an open invitation for artists anywhere 
in NYC to produce public works protesting the use of federal taxes for 
military instead of social programs. Artists were asked to document 
what they did and send this to Gallery 345, a small not for profit space 
located just downstairs from the PAD/D office on Lafayette Street. Ap-
proximately twenty artists responded to the call, placing their work 
in subways, armories, public toilets and banks. Examples of works 
produced for “Death and Taxes” include one thousand IRS 1040A tax 
forms gathered up, “altered” and then put them back into circulation 
at banks and Post Offices in downtown Manhattan by Micki McGee. 
The artist printed over top of the government document her own public 
service agit-prop art that read in part: “53 ¢ of every tax dollar goes 
to military and defense budgets... over half your tax dollar... “.  The 
boxes normally used for reporting income were filled-in already with 
graphic images of a fighter jet dropping bombs and a soldier marching. 
On a second page another line of type informs the citizen, “How would 
your life be different if your taxes went to... “ Followed by a series of 
choices that include “public transportation instead of aircraft carriers” 
and “the arts and humanities instead of war debts.” The latter text was 
punctuated by a wheel chair bound figure.

Other D&T projects included anti-military propaganda printed 
directly onto dollar bills that were then re-circulated;  Lynn Hughʼs 
graphic stickers attached to public pay-phones alerting the caller that 
the 2% federal tax on telephone calls goes to the military; and Alain 
Resnais film, Hiroshima Mon Amour projected onto the 26th street 
armory by Tim Rollins from his apartment located across the street. 
Rollins describes reactions as ranging from “... sidewalk cheers to rot-
ten fruit thrown at the window.”  And PAD/D member Michael An-
derson was arrested after tossing a fabricated, human “dummy” onto 
the bayonet of a World War One memorial at another armory location. 
After spending a night in prison, Anderson later appeared in Brooklyn 
Criminal Court and was discharged.

These informational interventions were joined by a fifty-foot high 
T-Rex skeleton made of pink-vinyl sewn to camouflage netting labeled 
“Canʼt Afford to Live? Too Alive to Die?”  Conceived by PAD/D art-
ists team of Pitrone and Masaryk, “Skeletal Estates” was located in an 
abandoned city lot on the Lower East Side of Manhattan. Passersby 
were asked to invest in, “the very best in underground living” and of-
fered “fool-proof protection from “intelligent” missiles as well as Con 
Ed and NY telephone.” Anne Pitrone was herself the instigator of the 
D&T project first proposing it during one of the first PAD/D meetings.  
(Pitrone soon co-founded the feminist art collective Carnival Knowl-
edge that used circus posters and a vernacular art approach to promote 
womenʼs sexuality as well as to protest attacks on reproductive rights 
and sexual freedom.)

“IMAGE WAR ON THE PENTAGON,” 1981:

Micki McGee’s individual taxpayer 
form intervention for PAD/D’s 
Death andTaxes, project at banks 
and libraries in various locations of 
NYC, 1981.
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Image War consisted of dozens of card-
board picket signs carried along by 
PAD/D members during a demonstra-
tion in Washington DC on May 3rd of 
1981. On one side of these portable 
signs wordless, black and white car-
toons revealed images of bombs, gen-
erals and rifles each crossed out with 
a dramatic red ʻXʼ. On the flip side of 
these placards were colorful images 
of investments public money could be 
used for, including: a loaf of bread, a 
glass of milk, a hammer, and a pair of 
human hands, one white and one black, 
clasped together. Fabricated in the stu-
dio of PAD/D member Mike Glier, Image War was designed for use in 
the massive march on the pentagon organized by the Peopleʼs Antiwar 
Mobilization that drew over 100,000 people to protest budget cuts and 
US involvement in El Salvador and Nicaragua.

“NO MORE WITCH HUNTS,” 1981:
In 1981 the Reagan administration passed new and sweeping anti-ter-
rorist laws giving the government expanded powers of surveillance 
over U.S. citizens. Many understood these so-called anti-terrorist laws 
as a thinly disguised legal justification for spying on domestic sup-
porters of the FMLN (Farabundo Marti National Liberation), a Salva-
dorian-based insurrectionary organization opposed to the U.S.-backed 
regime of Jose Napoleon Duarte. “No More Witch Hunts” brought to-
gether religious activists, a local progressive union, legal activists, and 
artists. Group Material members performed a mocking, military-influ-
enced disco dance outfitted in hybrid “uniforms” that grafted together 
standard General Issue camouflage with the bright red colors of the 
FMLN. Such reflexive and playful use of visual signifiers marked the 
increasing experimentation and confidence of a new “political art” that 
was consciously distancing itself from the banners and murals of the 
past.

“NOT FOR SALE: A PROJECT AGAINST DISPLACEMENT,” 1983 & 1984:
One of the more ambitious projects the group sponsored grew out of a 
reading started in 1981 by memberʼs Jim Murray , Michael Anderson 
and myself. For a year, the PAD/D Reading Group met to discuss es-
says by Bertolt Brecht, Theodore Adorno, Herbert Marcuse, George 
Lukacs as well as C.L.R. James and Antonio Negri. Eventually, the 
group arrived at a point of frustration with theory apart from practice. 
The outcome was a project about the encroaching gentrification of the 
Lower East Side, the neighborhood where many of the PAD/D Read-
ing Group members resided. The transformation from a reading group 
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to an activist group was completed with the choosing of a new identity: 
the PAD/D, Not For Sale Committee: as in The Lower East Side is not 
for sale.

The first Not For Sale (NFS) project was housed in El Bohio, the 
same community center that “PAD” was initially headquartered in 
four years earlier. With a small stipend from the parent group, the NFS 
Committee constructed temporary walls and installed a massive ex-
hibition of two hundred art works. Punk bands, guerrilla theater and 
activist rabble-rousers accompanied the opening while throughout the 
night, teams of stencil artists took to the streets armed with spray paint 
and anti-gentrification imagery.  Additional video and cabaret presen-
tations took place at the Millennium Film Theater and neighborhood  
“art bars” including the Wow Cafe and Limbo Lounge. Most of the 
artistic entries however were disappointingly unrelated to the issue of 
economic and cultural displacement and some venues  and their au-
dience belonged to the same East Village Art Scene that many of us 
understood to be part of the process of gentrification itself. When New 
York Times arts reviewer Grace Glueck included news of our event in 
a piece entitled Pioneering in New Territories, needless to say we were 
dismayed (See: The New York Times: June 26, 1983.) As PAD/D: NFS 
member Janet Koenig stated: the Lower East Side was becoming Off-
Off West Broadway.

In the months that followed the NFS Committee reflected on the 
contradictions the exhibition had generated. We re-thought our strat-
egy and decided to produce a more tactical and flexible project for the 
coming year. The new project entitled: “Art for the Evicted: A Project 
Against Displacement,” began as a call for artists to produce twenty 
copies of an anti-gentrification poster that the NFS Committee pledged 
to paste and re-paste in neighborhood streets during the coming months. 
The group then overlaid still another layer of critique by selecting four 
outdoor locations in which to focus the poster campaign while at the 
same time christening these “street galleries” with fictional appellations 
directly mocking the East Village Art Scene itself.  The four, ersatz 
galleries included: The Discount Salon, Another Gallery, The Leona 
Helmsley Gallery that was located on a derelict building overlooking 
Tompkins Square Park that the Helmsleys later turned into million dol-
lar condos, and most prophetically The Guggenheim Downtown. The 
Later was sited at Avenue A and 10th Street long before Thomas Krens 
opened a branch of the Guggenheim museum in SoHo. The group also 
produced its own exhibition poster. Silk-screened at the Lower East 
Side Print Shop it was designed by PAD/D NFS member Janet Koenig 
in collaboration with the entire group and depicted a beat-up suitcase 
stamped with four travel stickers, one for each, fictive NFS street gal-
lery. For example, The Guggenheim Downtown sported a logo of a 
thick machine screw turned on its head, Another Gallery was rendered 
in graffiti style and the Leona Helmsley Gallery was elegant, befit-
ting the “queen of mean” who had not yet served time for tax evasion. 
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The second NFS project opened at The Guggenheim 
Downtown on Saturday April 28th, 1984 and includ-
ed local housing activists urging passersby to join the 
struggle against displacement. As promised, the NFS 
posters went up in the street every week until late 
May when we prematurely ran out of replacements.

The late cultural critic Craig Owens championed 
the NFS project in an essay for Art in America. One 
of the few examples in which PAD/Dʼs work was 
discussed in art circles, Owens described PAD/Dʼs 
project as serving to “mobilize resistance against, the 
political and economic interests which East Village 
art serves... “ (Craig Owens, Commentary: The Problem with Pueril-
ism in Art in America, Summer 1984.)

V. PAD/Dʼs Legacy
PAD/D remained in existence for almost eight years. By the mid to late 
1980s, with more and more time taken up by the business of running 
the organization, many members began to feel PAD/Dʼs artistic mis-
sion and perhaps also its political mission were becoming eclipsed by 
its own institutional dynamic. Meanwhile, a prudent form of “Politi-
cal Art” had begun to find its way into the museums and art galleries 
in New York. With fewer and fewer new members joining the group 
and many unwilling to commit to the multitude of tasks carved out by 
an earlier enthusiasm, the once robust organization that was PAD/D 
now languished. The group produced its last newsletter in 1987 and 
technically its 501 (C) 3 status remained in effect as late as 1988, yet 
PAD/Dʼs auspicious mission, for reasons both internal and external, 
had ceased to be viable.

All this time however, the PAD/D Archive Committee intrepidly 
continued working on the extensive repository of political art. Consist-
ing primarily of Barbara Moore and Mimi Smith, they catalogued and 
cross-referenced hundreds of entries by hand on standard index cards. 
In 1989, The PAD/D Archive originally conceived as a form of coun-
ter-cultural activism in which models of politically engaged art -mak-
ing would be circulated like a tactical toolbox finally found its lasting 
institutional home in the Museum of Modern Art Library. One of Clive 
Philpotʼs last acts before resigning from MoMA, the irony was not 
lost on former PAD/D members. In 1988 Deborah Wye, the Museumʼs 
Curator of Prints, organized an impressive survey of “political art” en-
titled Committed To Print in which the PAD/D Archives played a key 
research role.  Nevertheless, the vast majority of work documented in 
the PAD/D Archives remains invisible today and forms the cultural 
equivalent of cosmic Dark Matter: that unknown, unseen material that 
constitutes the majority of actual universe. And this obscurity remains 
so, despite the contemporary art worldʼs paying of lip service to “po-
litical correctness.”  With almost two thousand entries spanning the 

Not For Sale street poster by 
Michael Anderson memorializing 
Orchidia, a popular and inexpensive 
local restaurant serving Italian and 
Ukrainian food that was forced to 
close due to an overnight rent hike 
of 500% in 1984.

Former office of PAD/D at the 
“Peace Building,” the A.J. Muste 
Foundation Lower Manhattan. Seen 
here dwarfed by mega-poster in 
2005.
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years 1979 to 1988 and including performance art, guerrilla actions, 
street posters, gallery based political art, as well as plans for an inter-
national art strike in 1969, the PAD/D Archive is a significant resource 
for a new generation currently rediscovering artistic collectivism. And 
if PAD/D was the focal point of the 1980ʼs New York activist art scene 
that included such organizations as Group Material, Artists for Nuclear 
Disarmament, Art Against Apartheid, Carnival Knowledge and Artists 
Call Against US Intervention in Central America, it also led to the for-
mation of REPOhistory. In fact, not only was REPOhistory co-founded 
by several former PAD/D members, including Janet Koenig, the late 
Ed Eisenberg, Lucy R. Lippard, and myself, and thus benefited from 
PAD/Dʼs organizational and networking know-how, but REPOhistory 
also inherited PAD/Dʼs Lafayette Street office space. 

But as an activist organization can we say that PAD/D was a fail-
ure? Certainly as a means of repelling gentrification or of establish-
ing an alternative realm of artistic practice it did  not succeed. Yet 
the emergence of tactical media and new forms of collectivism over 
the past ten years suggest the possibility of establishing a counter-he-
gemonic, cultural sphere is not a linear process, just as the historical 
re-construction of groups such as PAD/D is part of a re-mapping that 
ultimately leads to questions about the nature of creative, political re-
sistance itself.

Meanwhile, aspects of the political imagination of PAD/D remains 
visible today in such projects as Groups and Spaces and Nettime, as 
well as similar on and off-line networks dedicated to linking disassoci-
ated pockets of creative experimentation and resistance.  As cultural 
producers are increasingly forced to choose between affirming the 
power of global capitalism or exploring new as well as old alternatives 
to it, PAD/Dʼs legacy may become one history lesson necessary for 
survival.

CODA:
In the summer of 2003 I picked up a copy of the collected writings 
of Craig Owens entitled, Beyond Recognition Representation, Power, 
and Culture published by the University of California Press in 1992. 2* 
Owenʼs premature death in 1990 from complications due to AIDS left 
behind a series of influential essays spread amongst the journals Octo-
ber, Artforum and Art in America. As artists are prone to do I flipped to 
the index page and looked for an entry on Political Art Documentation 
and Distribution . I was surprised to discover that PAD/D does not ap-
pear in the California University book. (Although curiously PAD/Dʼs 
name appears in the index!)  Nowhere in the book does it indicate 
that Owenʼs writings were altered for this collection and after some 
checking all I can say is the omission occurred late in the production 
process. But regardless of the reason for the omission, the same effect 
is achieved. One of the few published references to this 80ʼs activist art 
collective has slipped off into the shadows.  And yet, one cannot help 
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Ownes essay as it originally appeared in Art in America remarked on this project in 
which he wrote, “Artists can, however, work within the community to call attention 
to, and mobilize the political and economic interests East Village art serves (as the 
artists affiliated with PADD, who are responsible for the illustrations accompanying 
this text, have done).”

And as it appears 
in his book of 
collected writings 
sans any mention of 
PAD/D:
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but speculate: Would the publisher have been so slipshod if the illustra-
tions were by individual artists with some degree of visibility among 
dealers, collectors and museums rather than a group with a collective 
identity making impermanent, public art?  n

Gregory Sholette is a NYC based artist, writer and a co-founder of the artist col-
lectives REPOhistory and PAD/D. He is co-editor with Nato Thompson of The In-
terventionists: A Users Manual for the Creative Disruption of Everyday Life (MIT: 
2004 & 2005); and Collectivism After Modernism co-edited with Blake Stimson  
(University of Minnesota Press, 2006)

An overview of the holdings in the PAD/D Archive can be found at: 
http://www.moma.org/research/library/library_faq.html#padd

The PAD/D membership and their affiliations included:

Lucy R. Lippard: the Art Workers Coalition  or AWC , Heresies, Ad Hoc Women Art-
ists;  Jerry Kearns, Elizabeth Kulas: Red-Herring and Amiri Brarakaʼs Anti-Imperial-
ist Cultural Union;  Barbara Moore: Fluxus; Janet Koenig, Julie Ault, Herb Perr and 
the late Irving Wexler: Artists Meeting for Cultural Change or AMCC ; Mike Gleir: 
Colab; Arlene Goldbard and Don Adams: Alliance for Cultural Democracy, ACD; 
Jim Murray: Cultural Correspondence ; Rudolph Baranik: Angry Arts; Jerri Allyn: 
The Womenʼs Building; Seth Tobacman: World War 3 Illustrated;  muralists Eva 
Cockcroft  and Keith Christensen; Tim Rollins, Julie Ault and Doug Ashford: Group 
Material;  Anne Pitrone Carnival Knowledge  as well as Mimi Smith, Edward Eisen-
berg, Vanalyne Greene, Micki McGee, Nancy Linn, Sharon Gilbert, Richard Mayer, 
Margia Kramer, Charles Fredric, Rae Lange, Randy Wade, Joan Giannecchini, Stan 
Kaplan and the author, Gregory Sholette.
A selective PAD/D bibliography:
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1 1983: Catherine Lord  “The Presidentʼs Man: The Arts Endowment under Frank 

Hodsoll,” Afterimage, 10:7.
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Watney.) The University of California Press, 1992)
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