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Arta britanica

text de MAGDA CARNECI

Desandd acestui numdr reprezinta o noutate fatd de formatul de péna acem al
revistel ARTA. Dupa prezentdn ale unor genuri artistice, scoli de picturd, generati
artistice, curente ideclogice sau evenimente internationale, ne-am gandit ca ar fi
interasant, si mai ales util, 58 deschiderm paginile revistel catre ambianta
internationald de arta, pentru a permite ¢ cunoasters mai apropiata, in limba
roménd, a uncr scene nationale prestigioase si influente,

Si ce ar putea fi mai tentant la ora actuald decat arta britanica, cu spiritul ei
creativ atat de dezlantuit si cu gustul ei competional atat de periculos? Lumea
londonezd a artelor vizuale riméne deocamdata, ca si celebrul cartier financiar
City, un fel de Mecca a dormeniului nostru, spre care sunt atrasi constant artisti,
galeristi, comersanti si curaton din toate colturile lumi, fie & afimati sau
incepdton. Si nu sunt universitatile Londral cele mai révnite din lume, citre care
se indreaptd an de an un fluviu enom de studenti? De la generatia YBA - Young
Brritish Artists — din anii 1980 incoace, imba radicalismului vizual si comercial al
artel este londeneza, dupa cum lingua franca de azi este sl rdména In toata
lumea engleza,

i datorsm tinerei Cristina Bogdan, lector da istoria artel la Londra, acest dosar
extrem de interesant despre lumea britanicd a artel, dosar din care multi vor avea
de invétat, fie ei artisti, profescn, curatori, critich, istorici sau galeristi, Realizat fira
sponsonzar britanice, numai cu mult entuziasm si o cuncastere dinduntru a
domeniulul in chestiune, dosarul poate fi un instrument util fie pentru a te pregati
pentru intilnirea pe viu, ca Wnar aspirant, cu sirenele § utopile engleze, fie pen-
fru a te consola, ca persoand maturd, fatd de iluzile si fantasmele unui loc prea
dorit sl vanat pentru a nu ascunde in & avertismentul dictonului latin Hic st
feonies!

British Art

This issue's thematic dossier is something quite new in comparison with the
usual formal of ARTA magazine. After previous issuas dadicated fo visual genves
{painting, sculpture, photography, urban art), to local schools of painting {the Cluf
school of grey, the 1980s generation), fo movemnents like postmogenmism and
feminism, or to intemnational events ke the Venice Biennale, we thaught it might
be interesting, and even useful, 1o cpen the pages of our magazine to the inter-
national art miliew, in order to alfow a betler knowledge, in Romanian, of some
prestigious and influential national art scenes.

And what could be more templing nowadays than Gritish art, with its creative
spirit, so unleashed and provocalive, and its competitive taste, S0 Courageous
and dangerous? The world of visual arts in London remains for the time being -
as the famous Cily district for the financials - a sort of Mecca of our domain, to
which lots of artists, gallery owners, dealers and curators from all pants of the
world are constantly attracted, whether they are established or beginners. Are
not the universifies of Londan the mast coveted in the world, towards which a
river of studemnts of all nationaliies fows in haste every yvear? From the YBA
{Young British Artists) generation, from the 1980s up fo the present, the lan-
guage of visual and commercial radicatism in art is the Londonian, the same way
as the lingua franca of today is and remains Englizh.

We owe o our young collaborator Cristing Bogdan, Lecturer in Art Theory in
London, this extremely interesting thematic dossier about the British art world,
with its ups and downs, wherefrom many Romanians will have something fo
fearn, be they artists, professors, curators, onitics, histovians, or gallery owners.
Produced with personal efforts and without any sponsorship from a Brtish insti-
fution, the e can be an extremely usafid instrument for either a youwng aspirant,
1o prepare him or her for the British utopias and sirens, or for a matune person,
to comfort him or her from the fusicns of a place too much dreamed of not to
hide in it the waming of a famous Latin formula: Hic sunt leones!
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Scena londoneza vazuta
prin ochii celor care i-au supravietuit

text de CRISTINA BOGDAN

Cand am venit in Londra acum 4 ani, plecam
din Parls pentru ¢& devenise phctisitor. Vrolam
& reysess n lumea arted, iar Londra parea
singurul loc din Europa unde se putea Intam-
pla acest lucru, n Londra erau scolie, scena
de and underground, banii, petrecerile, In rmai
putin ce un an, aveam s primese postul de
Gurator intr-o galerie avangardista din East
End 5i 58 Imi incep doctoratul, evident platit =
pentru ¢d reritam sila Londra cultura era
una a merntocratie.

Au trecutl dol ani pana am incetat 53 |ucrez in
barurde de acsolo, Doi anl $i jurmatate pand am
recunoscul CA nu-mi puteam permite s
studiez la Royal College of Art, unde intrasem
bluffand, dupd spussle aproape admirative ale
tutoredsl meu, lar anul trecut am reusit, n
slargil, 58 predau la universitate. Tntre tirmg,
facusem foamea, trecusem prn moments de
disperare, sulerisem umilinte si urdsem
Londra din tot sufletul. Fusesam un imigrant
kel si un cutsider. Tncercasem s ma lupt
cu sistermul, ca sa realizez cd nici macar nu
contam suficient pentru a fi invinsa de &,
Cunoscusem carmeni minunati, majonitatea
aflati in trecare spre un loc cat mal departe de
Lendra, 1ol luptand pentru carisrele 5 vislile
lezr, pundnd ol sub semnul intratéri si
reugind s3 se si distreze In acest timp.

Lnii dintre i sumt cel care scriu despre
Londra in acest numdr din ARTA — unii o
urdsc, allii o jubesc, uni au sngeratl péna
aproape de moarte sub vraja el, n timp ce
ali se folosesc de ea cu indiferentd, l-am
rugat s scrie despre |ucrun pe care le-am
dezband, care ne-au afectat, sau despre care
arm aflat o 1a el curm era Londra cand era
cool’ (interviul meu cu Jonathan Miles), de ce
acum e doar o rmare sfacere (asa cum spune
Bill Balaskas) sl schilodeste pe oricine vrea =i
fie creativ, de ce a transformat chiar si
educalia in ceva ce poate fi cumpdarat numal
Gu bani (asa cum demonstreazi Abbie
Vickress gi Sitcom). Al au preferat =4 car-
tografieze practici nol care gi-au avut onginea
n Lendra: figtiunea arhitecturala (Claire
Jarnieson), Art Writing (Travis Jeppesen), sau
cenceptualismul vinual (Joseph Taylen). Uni
dintre noi au akes 53 discute despre angoase-
e personale cu cineva: Angels Mirakda cu
Victor Delvecchio, sau eu Msami cu renurmitul
artist lan Kiaer.

Aceste lucrur conteazd pentru cé Londra este
un mit asupra caruia stau atintif ochii artstior
dinintreaga lume — gl apreape nimic din cesa
ce $-a spus despre Londra nu te pregateste
pentry o intélnire fald in fata. Scena artistica
din acest loc crud gl fantastic reflecta arhiteg-

tura oragului; modul in care the City = kuxosul
district financiar — este inconjurat de sirurl e
locuinte sociale, in Care artisti Inchiriaza
carmanuie de |a imigrantl de generafla a treia
care tralesc din ajutorul social oferit de statul
britanic, Instituyl ca Tate stralucesc deasupa a
mirfacle de spatii underground, care vor muri
de indlatd ce o publicalie obscurd le va acor-
da momentul de glorle, Artigti 5i curator s8
vor lupta ca niste caing infornetall pentru unica
lor gansd 1a o8 — 5l cei rmal mulll nu vor ajungs
niciodata 1a el. Cu toate acestea, milioane ca
el, cu tofii stréluciton si plind de incredere, vor
veni s8-gi Incerce norocul In acest oras al
araselor,

Cred ca Londra nu mal este un loc pentru
fiinte urnane, ciintruchiparea cea mai fidela a
desartulul realitalil, Anul trecut, cand am putul
n sférsit s3-mi permil propria camera, am
iegil din casa mea, am mers pe strada mea, si
am respiral pentru prima data aerul Londrei.
Era momeantul 52 plec (pentru ¢2 eram ncd in
viatd) si de acum incolo sé folosesc Londra ca
pe un loc de jpacdfuptd ocazional, Era
maomentul s& pun in aplhicare ot ce ma
invilase orasul gl 53 md Indrept spre casa.

De gicl s-a nascut prolectul acestul dosar,

The London
Art Scene, As Seen

by Those Who
Survived It

text by Cristina Bogdan

When | came to London 4 years ago, | was
leaving Pars because it had become a bore. |
was stuck. |wanted to make it in the art word
and London seemed like the only place in
Burope to do =0, i had the schools, the inde-
pendeant art scene, the money, the parties, In
less than a year, | would be appointed curator
in sorme avant-garde litte gallery in the East End
ard start roy PnuD. which would be paid for -
becausa | was worth T and this was a culbure of
rrentocracy.

it was only 2 years later that | stooped wiorking
in bars. 2 and a haf years later that | admtted |
coudn't afford the Roya College of At — which
| 'bluffed” my way into, as my tlor said, And
finally, last year, | got my break and started lec-

tuing at University. In the meantime, | had
starved, despaired, been humiiated and hated
Lenccn with all ryy guts: | had been an llegal
immigrant and an cutsider. | had fried to fight
Ihe system only to realize | ddn't even matter
enough to be deleated by it. 1had met amaging
pecola, mosthy thare on theair way to some-
where that i as far from London as possible,
all fighting for fheir caneers and thair lives, ques-
ticning evenvthing and still enjoying every bit of
It.

Some are witing about London in this issue -
some hate if, some [ove it, some of them have
been bled to a near death under its spell, while
olhers own it with indifference, | wanted them
1o wiite about things we rmight have debated,
suffered from, o | might have found out from
them what London was ke ‘when it was cod’
(rry intenvew with Jonathan hMiles), why now it's
jst business (as Bl Balaskas wonders) and it's
clippiing creative pecpla, wiy it has tumed
even education into something only money can
by (as Abbde ickress and Sitcom prowve)
Others prefemad to map new practices haing
onginated in London: architectural fiction (Claire
Jamieson), At \Witing (Travis Jeppesen), or vir-
tual conceptualism (Joseph Taylor). Some of us
chose to talk-about our anguish, fike Angels
hiralda and Victor Delvecchio, or myseif gues-
tioning rencwned artist fan Kiaer,

Thesa things matter because London is a myth
evenyone has ther eye on — and almost nothing
you have been tald about it can prepare you for
your face to face with Ik, The art scena in this
cruel and fascinating place rrimons its geogra-
phy: the way in which the Gity - the glossy
financial district - is boarded by rows of insalu-
bricus coundil flats, where arlists sublet fimy
rooms from third generation inmrmigrants iving on
benefits. Glamorous Instifutions like the Tate
shine high above a myrad of underground
spaces, which will die as so0n as they have
shone in some obscure publication. Artists and
curators wall Bght like hungry dogs over some
opportunity of a Bone, and most of therm wil
mever have ther moment of glory. Yet millions
likeer thermn, all belliart, all confidant, will comea to
try their chance in this city of cities

| eeve London is not a place for human
beings armmore; it is as dose as it gets to the
descrt of the real, Last year, when finally | could
afford my cwn room, | walked out of my houss
— on my street — and breathed for the first time
the London air. It was time 10 go becausa |
was =il alive) and from now on use London as
an occasional plavground. |t was time to put
into practice what | had leamed and head back
home,

And this is where the project to put together
the texts which you are about to read comes
from.



Un artist in Londra

text de BILL BALASKAS

Introducerea mea pe scena artistica a Londred
s-a produs intr-un decor amefitor: sala princi-
pala a celei mai faimoase case de licitatie din
aras s din lume, Ma aflam acolo impreunad cu
prietenul meu de atunci, acurm galerist, care
venise sa liciteze pentru niste lucrar de la
inceputul secolului XX din partea chentilor sai,
Licitatia s-a desfsurat neasteptat de bine: a
reusit s& cumpere majoritatea lucrinior de
artd pe care le dorea, la preturi relativ bune,
Mutte dintre ele erau frumoase de-{i taiau res-
piratia: compoziti mdiestre, culo vibrante,
tahnici inovatoare si un puternic simt al iden-
titdtii artistice, toate ingemanate. Procesul de
licitatie a fost dastul de nducitor, cu tabloun gi
sculpturi de dimensiuni i preturi estimativ
diferite, care apdreau si dispareau cu o vitezi
uluitoare. M-am trezit ci risfoiesc catalogul
de la un capdt la altul, incercand s memorez
cét de mult puteam, Ma simieam reaimente
fericit pantru ca avusesem ocana s8 vad
loate acele opere extraordinare, dé geniu
artistic, intr-un interval de timp de doar citeva
ore. Totusi, cu trecerea timpului, am inceput
58 realizer cd interesul principal al celor care
participau la licitatie nu erau lucrérile propriu-
rise — cal putin nu atat timp cat se aflau in
sala de hicitatie. Tn sehirmb, discutiile sa con-
centrau pe sumele de bani care fusesers
cheltuite, motivul pentru care fuseserd cheltu-
ite si cine le cheltuise, posibila falsificare a
unora dintre lucran, si multa barfa despre cine
se culca cu cine din acea incipere, $i cum

reusiserd s3-5i clAdeasca o carierd ca artisti,
curatori sau critici. E drept, la varsta de 23 de
ani si cand incd mal studiam pentru licenta, a
fost in cele din urmd un context destul de
descurajant prin care mi-am capatat prima
privire dinduntru” asupra prestigioasei piete
de antd din Londra. in zilele care au urmat,
m-am trezit ¢a imi pun serios la indoiala jude-
cata si optiunile recente de viata: insusi faptul
cé plecasem din Grecia dupi ce oblinusem o
diploma Tn economia, pentru a studia arta Tn
Marea Britanie.

Cu doar sapte ani mai tarziu, in mnuane 2013,
conditile erau ocarscum diferte, intrucét ma
pregateam S8 expun cea mai mang lucrare de
artd facutd de mine vreodatd, fntr-unul dintre
locurile publice cela mai proeminante din
Londra: un panou de 23 da metri indltimsa,
desfasurat pe fatada Royal College of Art.
inscris cu propozitia (ironica) Piata ne va
salva”, panoul urma =4 fie ridicat la sediul
istoric al Colegiului, in South Kensington, viza-
vi de Royal Albert Hall si de Albert Memorial,
din Hydea Park. Scopul lecrarii nu era de a
interfera cu fatada unei cladin de marca,
acopennd o parte din aceasta. Mai degrabd,
dorea sa zdruncine ideea Tnsdsi a ceea ce
inseamna sd fil un artist care lucreazad in con-
ditile socioeconomice actuale, de austeritate
si finantan reduse, Totusi, de remarcat faptul
cd, pentru a realiza acest prolect, am fost
nevort 54 folosesc canalele” pietei care-mi
fuseserd deschise pand in 2012, In acel mo-
ment, eram reprezentat de o galerie comer-
ciala, colaboram cu anumiti curaton in spatii

comerciale si necomearciale, crilich de ana
seriau lucrun bune (i uneori rele) despre
expozitile mele, iar eu imi vindearn lucranie
colectionarilor la marile targuri de arta din
lumea, Ambifiosul meau proiect cu panoul fuse-
sa finantat de o astfel de colectionard, care
mi sprijinise cu generozitate viziunea artistica
(si politicd), Fard ea, costurile legate de pro-
ductia si instalarea panoului nu ar fi putut fi
acoperite. in mod normat {dar destul de nai),
agteptdrile mele privind impactul panoului
asupra scenei artistice londoneze erau destul
de mari. Eram sigur ¢ interventia mea asupra
fatadei uneia dintre cele mai importante scol
de arta va initia dezbateri aprinse in presa bri-
tanicd, in rAndul institutilor de Trvatamant si -
desigur — printre decidentil politici, Si totusi
asta nu s-a intdmplat, De fapt, panoul s-a
bucurat de o publicitate mult mai mare in alte
tari din Europa decét in Marea Britanie insasi:
pur si simplu, londonezii au decis ¢i panoul
nu era acolo... Foarte interesant, Tn seara
vermnisajului expozitiel, unul dintre decanii scoli
mi-a marturisit ¢ unii fondatori ai institutiei,
care lucrau pe piata financiard, interpretaserd
inscriptia de pe panou ad-litteram: credeau
cd, Tn sfarsit (1) invatamantul recunostea con-
tributia substantiald pe care o avusese piata la
nsasi existenta artelor, In mod evident,
aceasta interpretare era departe nu doar de
intentile pancului, ci mai ales de preocupéarile
mela ganerale, ca artist. ..

Scriu acest scurt articol intr-un tren de la
Mewcastle la Londra, intorcandu-ma de la
deschideraa unet nai marn expozitii in care fi-
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Un interviu cu lan Kiaer, povestit
de Cristina Bogdan lui Jonathan Miles

lan Kiaer (néscut in 1971) este unul dintre cei
mai importanti artisti britanici actuali, iar
expozitia sa cea mai recenta a fost la Henry
Moore Institute din Leeds. lan preda de
asemenaa la catedra de Pictura de la Royal
College of Art din Londra. La sugestia pro-
priului meu profesor, Johathan Miles, m-am
dus =4 1 vad ca sa discutdm despre lucrarea
mea de doctorat. Mai tarziu, am avut ocazia
S8 1 fau un interviu, dar am pierdut o parte din
inregistrare. Ceea ce urmeazi este o relatare
imaginara a discutiei noastre, combinata cu
fragmentele din transcrierea salvata,

Deci, Johathan, am fEBcut acest interviu cu lan
Kiaer.

Stiu, mi-a spus,

Da? Ce ti-a spus?

A 2is c8 ati petrecut o seard frumoasd,

Pentru ca nu sunt prea sigurd despre cum a
mers totul,

De ce?

P&, dacd ma uit la notitele mele, as spune ca
intanviul nu a fost atit despre & si opera Ui,
cat despre faptul ca incercam sa obtin ras-
punsuri la intrebérn importante pentru mine.
lan & fost un profesor, nu un artist cu mine.
M-a ajutat =i-mi dau seama de nigte lucrur,

Ei bina, sunt sigur ¢ a fost constient de asta,

Posibil. in orice caz, la finalul conversatiei
noastre, nu voiam altceva decat sa iau totul
iar de la capat. Mi-a luat o vreme ca sa
gasasc tonul polrivit,

Spune-mi despre ce afi vorbit, Al discutat
despre procesul lui de creatie? E foarte
elocvent pe lema asta.

Am facut-o. Eu am #is productie”. S8 vorbim
despre producfie. Stal 58 ma uit la transcrie-
re... lan a spus: Am avut ideea asta de ceva

Biara

vreme — e vorba de atitudini diferite fata de
creatie. Una dintre ele e legatd de un text pe
care l-a scris Agamben, in cartea U om férd
continut, poasis si praxis. Probabil ci citez
gregit. dar el incepe, ca Heidegger, cu pierde-
rea sansulul cuvintelor in traducers. Adesea,
cand vorbim despre productie, vorbim despre
aceastd idee de praxs, pentru ca totul s-a
latinizat, iar romanii privilegiau praxis-ul, cara
este ideaa vointel, a faceri, ceea ce inseamnd
ca prin vointd aduci ceva in existentd. Grecii
preferau poesisul praxisului. Poesis-ul este
interesant in refatie cu procesul de creatie,
intrucat privilegiaza un spatiu inainte de
facers, inainte de productis, care este o idea
de prezentd si prezenta gandirii. Unsle dintre
lucrasile mela ajung de fapt chiar aga - lucnl
pe care a stat lucrarea deving mai interesant
decat lucrul acela,

JM: Are o viziune foarte romantica despre
procesul artistic, nu?

CB: Da, cred ca folosim exact acest cuvant
mai tarziu. S&-fi mai citesc si alte fragmentre
din transcriere? Intram in detaliu despre
aceasta diferenta intre praxis si poesis.

Jil: D= drurmul,

CB: Este ca diferenta dintre lucrare asa cum
aste sa in ateller, si asa cum este ea plind da
sens pentru producitor, §i lucrarea in afara
atelisruld?

IK: Cand jese in afara atelierulul & ceva diferit,
dar are de-a face si cu relatia cu lucrul pe
care 1 faci. Asta se schimbg intr-adevar atunc
cand se schimba = lucrul. De plida, o sume-
denie de lucras din anil noudzeci, mai ales
Estetica Relationald, au insemnat ci artisti au
devenit producaton — faci strateqgil, aranjezi ca
lucrurile sa fie facute pentru tine, creezi struc-
tuni si la sfirsit lansezi produsul. Este o relatie
foarte diferitd de facere, fald de, sa zicem,
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idesa mea de poesis in cadrul ateliendul. Asta
nu ingeamnd cd una este mai buna decat
cealaltd, doar ca anumite lucrun nu sunt posi-
bile daca te gandesti la productie doar ca la
ceva controlat de vointa. lar Agamben discuta
asta incepdnd cu secolul XX - idesa c&
modearnitatea are ceva de-a face cu faplul de
& voi ca ceva sa capete existenta. Este sio
notiune tipica avangardei.

CB: Agadar, tu cum lucrezi? Lucrazi mereu In
atalier?

IK: Mu neapdrat, nu, dar ered ci atelienul este
important, 5i cu toate ideile acestea despra o
dinamica - sa lucrezi dintr-o camera de hotel,
de pe laptop — exista o relatie cu a fi intr-un
oo pentru un anume timp s a nu face foarte
mult. Dacd asta suna total romantic, nu stiu.
Dar implica si faptul ¢ nu ai atat de mult con-
trol asupra a ce se intAmpla de pe o zi pe alta
si cred of asta face parte de asemenea din
MUMCA Med.

CE: E vorba de a fi mareu intr-o pozitie cre-
atoare, = nu de a crea merau’y

IK: Da, exact asta. Benjamin vorbeste despre
fidneur — =i asta functioneaza, Cineva care
esta intr-un mediu urban si alege sa nu faca
foarte mult; aceasta hoindreald este o formé
diferitd de activitate, intr-un ambient total
deschis.

CB: Consideri cé se produce o intoarcara
generald la un ritm diferit de cel foarte rapid,
contemporan?

Ik Cred ca fi-am vorbit despre asta mai
inainte, dar idea asta de a te intoarce inapoi
nu este ceva la care 58 ma gandesc cu
placere, la fel cum =i ideea de a merge inainte
esle problematica pentru mine. Are de-a face
cu felul in care citesti istoria sl mai ales cu
ideea modemista de progres.
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CB: De unde sl idesa de modal...
1K Da, madelul Tt permite s& ai o relatie dife-
rité cu idsile linsare de progresie.

CB: Asa ca in acest punct, am inceput sa vor-
bim despre ceea ce am menticnat la inceput -
modelul, traditia, istoria. Am intrebat:

CE: In structuralism, modelul este o notiune
care infré foarte repede Th conflict cu istoria,
Tmpingénd-o n fundal. Te recunosti In aceasta
definitie a modelului, cu limitérile ei?

IK: Poate fi contradictoriu, dar nu as sustina
un madel singular de gandire la care si ader,
Eu nu m-as ageza s mé gandesc - ce model
ar trebui inventat care s mi se potriveasca
cand ma gandesc la istorie, Cred ca fine mai
mult de a avea un simt pentru ceea ce este
potivit. De pilda, tocmai am scris un text
pentru Frieze Masfers despre o picturd a o
Pietro Longhi. Este un pictor galant venetian
din secolul al Xvill-lea. Eu vorbesc despra un
tablou care ma intereseaza foarte mult. Nu
pun cu adevarat sub semnul intrebarnii pozitia
mea fata de, =& zicem, timp sau modermitate,
sau avangarda, sau progres. Chiar mi se
potriveste sa ma gandesc la acest tablou
anume, Cum as proceda ca sa oreez un
model care sa includa asta ca optiune? Ar fi
incredibil de complicat. Dar lucrurile nu se
petrec in felul asta neapdrat. Am facut un
proiect la Querini Stampalia din Venetia —
spatiul are un raport cu Longhi, un pictor la
care ma uitam pe vremea cand mergeam la
Mational Gallery, céind lucram in culisele unui
teatru. Era o legaturd naturald. Cand am
inceput sa ma gandesc la Longhi, am inceput
53 ma gandesc la un mod diferit de a gandi
despre picturd.,

CB: $i despre ce este articolul?
Ik Titlul tatdoului este, in engleza, A
Nebleman Kissing A Lady's Hand (Nobil

sdrutdnd mdna unel doamne), care este un ity
groaznic. Dar in italiand, tabloul este intitulat §
Bacciomano, care inseamna sanutarea maini”
= care deschide tabloud intr-un mod total diferit
la ideea de atingere, la o ides de maniere, care
este repetati atit de des g cane introduce
aceste idei despre conventie. Conventia ca
ceva productiv in sine, confrar a ceea ce si-ar
dori avangarda. Conventia inseamna impre-
unare si ideea de a construi pe un corp de
cunoasters — ceea ce devine foarte interesant
in raport cu pictura. Asta méa duce la Pietro
Longhi. Dar cum as putea stabd un model de
gandire despre el?

Reactionezi la aceast idee de conventie ca
ceva productiv, ..

CB: Micidecum. Am fost interesata odionioard
de pictura refigioass, iar pictura religicass este
bazata in intregime pe conventie. In cresti-
nism, traditia este corpul de scrieri ale
Péarintfior Bisericii, la care se poate adiuga
doar in anumite limite. Nofiunea aceasta de
traditie s-a pierdut Tnsé total In zilele noastre,
nu mal putemn relationa cu traditia in acest fal.
IK: Ei bine, da si nu. Daca & 54 ai o rélatie
apreciativa cu pictura refinicasa, trebuie sa
intelegi ideea asta de traditie. Poli spune ci
nu mai este valabild, sau relevanta, dar atunci
te rupi de toatd aceasti dezvoltare a gandirii,
si a5 sugera ca asta nu esle asa de intere-
sant. Este destul de interesant in raport cu
pictura de lcoane — daca privesti o icoana,
trebuie =4 ai o idee despre cum s-a dezvoltat
aceasta traditie de gandire.

CB: Desigur, dar ce voiam si spun e ¢ na-
inte, raportul cu traditia era unul de venerare,
unul Tn care nu it era rusine s3 copiezi, s&
imiti, g s4-{i adaugi proprile ganduri unui gir
lung de ganditor. Oamenii inca mai fac asta,
evident, dar punctul focal s-a mutat de la
adaugire la rupturd, la ceea ce faci gi care
este diferit de ce a fost nainte. Asta poate fi
nsdi si inftruct cei care adaugd nu gandesc
cum frebuie despre raportul lor cu lucrul la
care adaugs. Tn cazul icoanslor modeme,
existd de multe o o nerecunoasters a cesa
ce fac ale. Nu pofi 58 inti pur g simplu intr-o
traditie, o traditie cara a fost intrerupta.

IK; Trebuwie 58 existe un raport diferit fatd de
aceastd idee de conventie, Desigur, nu am s
ma apuc sa pictez tablour cu cameni care isi
saruta mana unwd altuia — asta ar fi un raport
nefericit fatd de conventia despre care i
vorbesc. Nu spun nici c8 acea conventie este
nepreductiva - ea deschide o cale de gandire
despre picturd, care ar putea fi pentru acum.
Este legatd de ideea acesta de gest, de
sunet, de atingere, despre care vorbeste
acum Jean Luc Nancy, de maniers, de com-
portament, de a aborda ceva cu o cuncastere
acceptatd sau un fundament anume, cu care
abordezi o opera de artd, In acest sens, ai
multe de luat de la aceasta lucrare - de
acesa e poate o interpretare gresita, ..

CB: 5i am fi incheiat asa, pe o noté de cele-
brare, dar in cazul Asta n-as fi pus intrebarile
care ma réscoleau cu adevarat, Trebuia s5

aflu despre bani, despre lucruri pe care le faci
ca si supraviefuiesti, despre tot ceea ce nu
se vede in opera ta...

CHB: Ai spus ¢ faci s o lucrare pentru Art
HBasal...

IK: Da... Este o lucrare care are legéturd cu
podeaua atelieriui meu. Am s frec podeaua
atelfienului, un gest foarte simplu, Vine cumva
de la sine =3 faci asta, dat find ca e vorba de
munca, dar § despre a nu face nimic.

CB: Cum te simli agadar ficind parte din
acest circuit comercial al artei?

IK: Pai stii ce a spus Mike Kelley despre tar-
gurile de artd - e ca ideea aceea ci parinti tai
fac amor — shi ¢a se INAmpla, dar ai prefera
s34 Nu vezi asta.

CB: Crezi insd ci existd o cale de a face ceva
in afara acestui sistem?

IK: Cred cé asta se intdmpla tot impul!
Facand lucréri cu pristeni, in spati non-co-
merciale sau scriind, tindnd conferinte.

CB: Dar cum sa poate tréi din asta? Ma
intereseazi ce nseamnda de fapt sé faci anté -
egti in pozitia cuiva care are o slLjba? Poate
munca artistici s3 fie achivalent3 cu o slujba?
Si co Inseamnd, ce produce cineva atunci
cénd face artd?

IK: Daca ma gandesc la mine, tranzitia dintre
studentie si ceea ce fac acum nu este atét de
difenita. Ca student la arte plastice, lucram in
culisele unul teatru, asa ca lucram in impul
ziled, iar noaptea lucram la teatru, iar asta era
o modalitate buna de a nu cheltui bani. Dupa
facultate, am inceput 58 vand lucrén; era mai
ugor atunci, era inainte de criza. Vezi cu sigu-
ranta cét de dificil @ & vinzi lucran dupa
2008. Simai & ceva — au am o relatie idealista
cu educatia artistici. Nu stiu ce crazi tu, dupa
toatd povesiea cu Royal College, dar adevanil
este ¢ noi profesoni suntem platiti foarte
putin pentru ceea ce facem... Dar dacd
predai si vinzi lucrar, se adund cumva.

CB: Ma intreb de asemenea despre relatia
dintre arta si bani. Am discutat recent despre
finantarea prolectelor mele cu oameni care nu
sunt apropiafi de arti, i care au tendinta si
mé Tntrebe ce vor obtine Tn schimbul banilor
lor. Eu le rAspundeam: P8, artd", dar am
inceput ropede s& mé gindesc ce insemna,
de fapt, acest rdspuns. Ce produc ey, de
fapt, atund cand fac arta?

IK: Ca sa raspund la asta, ar fi util 58 ne intoar-
cem la distinctia dintre poesis si praxis. Intre-
harea in sine esta gresitd, intrucat presupune
ideaa ¢l exdstd o corelatie directd infre ceea ce
investesti si ceea ce obiii. Raspunsul este ca
nu poti obting absolut nimic — sau poli obtine
ceva care aste exdracrdinar. Prin definitie, daca
va fi extracrdinar, nu pofi si prevezi asta de la
inceput. E important s& aperi aceasta pozitie.
Poate ca e mai usor de aparat in fata unui
sponsor privat, dar e cu sigurantd mai greu n
fata guvernelor sau institufilor de educatie,
care i cer 54 justifici ca proiectul tau va fiin
beneficiud societiti, ceea ce este si mai rau,



CB: De oo crezi ci camenil pun intrebarea
asta acum?

IK: Din cauza acesta ide, ci poti s4 traduc
mereu un lucru — bani - in valcare, Una e

costul, iar cealalta este valoarea - iar valoarea
refuzd si opereze n acest fel, refuzd aceasti
traducere directi — asa cé nu primesti nicio-
datd ceea ce plitesti cand e vorba despre
arta.

CE: infrebarea asta duce insé la o aita - dacé
arta aste cel mai eficient mod de a face ceva.
IK: Cu sigurantd nul Dar de unde dorinta asta
de eficientd? Mergem napoi la ideea aceea
de productie...

CB: Eu cred ¢ vid intrebarea asta in mod
diferit, in termenil pozitiel tale In lume si in
raport cu sinele... Poate o pot incepe cu
arta, dar da fapt ea nu réispunds la intrebéirile
cérora le promite s8 le réspunda...

i< E intru totul adevarat. Arta nu rdspunde
neapérat la ceva.

CB: Restul inregistrari s-a pierdut. Dar imi
amintesc ¢ am vorbit mai mult decat lan din
acel punct incolo,

1K Deci stil despre ce era vorba in restul tex-
i,

CEB: Siiu - imi sustineam malivele de neliniste
51 puneam genul de intrebari pe care am venit
s& i le pun tie acum.
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An Interview with
lan Kiaer, Told by
Cristina Bogdan
to Jonathan Miles

lan Wiaer (borm 197 1) s a Landon-based artist,
whose most recent show was at the Hanny
Moaore instilute, Leeds. He is also a tuter in the
Fanting depariment at the Royal College of Art.
Upon the suggestion of mmy own tutor,
Jonathan Mites, | went 1o ses him and discuss
my work, | then had the opporiunity to interview
him, but lost part of the recording. What follows
is an imagnary account of our discussion,
combined with bits of the suniving franscript.

30, Jonathan, | dig thes intenvieww with ian Kiaer,
| know, he told me.

OR7? What did he say?

He sand you had a nice evening.

Becausea 'm not 0 sure about how it all went.
Why'?

Well, looking at my notes, 'd say the inandew
was't as much about him or bis work as [t was
ghout getling answers (0 qusstions which mat-
tered to me. lan was a tutor, not an artist with
mi, He helpad me figure out things.

Well, I'm sure he was aware of that,

Possibly. In any case, by the end of our talk, all
| wanted to do was to start over again. it just
tock me time to find the right fons.

Tell me what you talked about. Did you discuss
his working process? He is very eloguent atout
that.

We did. | said, "production”, Let's afk about
production. Let me ook at the transcript. .. lan
saict: Thesa's this idea 've had for a while — it's
to do with different attiudes towards making.
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Ona of them is to do with a pece that Agam-
ben wrote in A Mar without Content - Poiesis
and Prasgs, I'm probably misseading it, but he
begns, like Haldegger, about the koss in frans-
lation af the meaning of words. Very often when
we tak abaut production, we talk about this
idea of praxis, because evenvthing bacame 8-
tinized and the Romans privileged praxis, which
i the idea of will, of making, which is to do with
willirg something into edstence, The Grashks
valued poiesis over praxds. Praxis is interesting
in ralation 1o making work, becausa it does pri-
vilege a space before making, before product-
on, which is an idea of presence and presence
of thought. Scrme of my works actually end up
like that = the thing that the work has been king
on becomes more interesting than the thing.

JW: Ha has a very romantic vision of ar-rmak-
ing, dossn't he?

CB: Yes, | think we use this exact word later
on. Shall | read you some other bits of the tran-
soript? We gointo mione detall about this diffe-
rence batwesn praxis and poiesis.

it Go ahead.

CB: Is it like the differance bebween the work as
it Is in the studio and as it is meaningful to the
producer, and the work when it gets out?

IK: Whien it gets out, that's something else, but
it's also got to do with the reationship with the
thing that one’s doing. For exampie, a lot of
wiork from the 20s, particularty Raiational
Agsthetics, meant that arlists became produ-
cers — you strategize, you arange for things 1o
be made for vou, you set up stuciures and
you let the thing go. That is a very different refa-
tionship to making than, say, my idea of poiess
within the studio. IT's not 1o say that one is bat-
ter than the ather, it's just that certain things
aren't possible if one only has an ides of pro-
duction as that wiich is controlied by the will.
And Agamben is discussing this from the 19th
C, onwards — the idea that modemity has got
to do with willing something into esestence. Its
a nation of the avant-garde as well.

CB: S0 how do you work then? Do you aiways
work in the studio?

IK: Mot necessarity, no. but | think tha studio is
important. And with & these ideas of a dynamic
— pperating from a hotel reom, from onel's laptop
— thera is a relationship o being inone place for
a while and doing not very much, Whether that
sounds totally romantic, | don't know. But it gso
implies that one doasn’t heve so much coninl of
what s made from day to day, and | think that's
a0 part of the work that | make,

CB: &5 this about aweays being in a position of
creating rather than always creating?

Ik Yes, eacthy, Baniamin taks about the
flineur - and it works, Someone who is inan
urban environmant and chooses to nat do so
much; this hanging out is a different fomm of
activity, in a totaly open setting,

CB: Do you feal there's a general retum to a



different pace than the very fast cortemporary
pace?

s | think e talked 10 you bafore about this,
but this idea of going back is not something |
likees to thirik &bout, just as for me the ides of
going forward is problematic. It is o do with
how one reads history and particularty the mo-
demist idea of progress.

CB: Hence the idea of the model...
IK: Yes, the model allows one to have a differ-
ent relationship 1o linear ideas of progression,

C8: I structuralism, the model is a notion that
very quickly enters info conflict with history, re-
legating it to the background. Is this something
wou redate to?

I I¥'s maybe contradiciony, but | wouskdn't
acvocate a singular model of thinking that cne
should commit to. | think it's much more of ha-
ving a sense of what's appropriate. For exam-
ple, v just written a teed for Frisze Masters
about a Pietro Longhi painting, He's an 18th C
Venetian society painter. | talk about one
panting, wiich really interests me. | don't realy
question my position to, say, time, or modemi-
ty, or the avant-garda, Or progress. [t really
coes sut ma to think about this paricular paint-
ing. How would | go about designing a model
that would include this as an option? It would
be incredibly complicated. But that's not how
things necessanly happen. | made a progct in
the Cuedini Stampaiia in Venice - the space
has a relationship with Longhi, a painter | used
10 look at when | went to the National Galery
when | was working backstags in a theatre. It
was a nashral connaction, When | started think-
ing about Longhl, | started thinking about a
different way of thinking about painting,

CB: S what is the article about?

IK: The title of the panting is, In Englsh, A Mobis-
rman Kissing A Ladly's Hand, which is an awful
fitie. But the painting is called § Bacciomano in
[tefian, which means ‘the kssing of the hand' and
opans up the painting in & totalty diffierent way to
an igea of touch, and an idea of manners, which
is repeated so often and brings In these ideas of
cormvantion, Comvention baing something that is
productive in itseff, rather than something to be
fought aganst, as the avant-garde would want it.
Caornention is a coming together, and an idea of
buicing on a body of knowisdge —which, in
refation to painting, becomes guite interesting.
This brings me 1o Petro Longhi. But how could |
sef upy a model 1o think about him?

You are reactng to this idea of comvention baing
praductive. ..

C8: Not at all, | used to be interested in reli-
gious painting before, and refigious painting is
completaty based on corvention. In Christianity,
tradition is the body of writing by the Church
fathers, to which one can add orly within car-
tain marging. But this notion of tradition Is com-
pletety lost nowadays, one can no longer relate
1o tradition in this way.

Kell, yes and no. If are i going to have an
appreciative relation 1o religious painting, one
neads fo understand this idea of tradiion. You

can say it is invalid, or no longer relevant, but
then one is cutting onesalf from al this develo-
pment gf thinking, and | would suggest that that
s not 80 nlerestng, This is quite interssting in
redation 1o icon painting — if one is going 1o look
at it, one does need o have an idea about how
this tradition of thought has developed.

CB: Sure, but what | meant was that before,
the relation to tradiion was one of veneration,
whare one would not be ashamed to copy, 1o
imitate, and to add one's own thoughts toa
long ine of thirkers. People still do that, obvi-
ously, but the focus has shifted from the addi-
tion 1o the rupture, to what one does that is
different to what was before,

Ik Bt that is also maybe because those who
are adding are not thinking property bout their
relationship to the thing they're adding fo, In the
case of modem icons, therg's often a misreco-
anition of that they are deing. You can’t just en-
ter into & fradition now, a fradition that has bean
broken, There needs to be a different relation to
thés idea of convention, OF course, I'm not going
to-go arcund painting pictures of pecple kssing
each other's hancs - that would be-an unforty-
rate relatonship to this commention that F'm talke-
ing about, I'm also not saying that comvention &
unproductive — it does open up a way of think-
ing about painting, that could be for now. Lis to
do with this idea of gesture, of sound, of wouch,
which Mancy is taking about now, of manner,
of behaviour, of approaching something with an
agread knowledgs, of a certain foundation with
which you approach an artworke In that sense,
there is 1648 10 be taken from this work — that is
why it s perhaps a misrsading. ..

CB: And s0 we wene going to and on a cele-
bratory note, but then again | wouldn't have
askad the gquestions that truly disturbed me,

CB: You mentioned you were also doing &

IK: Yes... It's a piece that has 1o G0 with tha fioor
of my studio. | will do & rubbing of my studic
flocr, as tha mest basic thing | can do. It's some-
howy very forthright that you do this thing, which
is about labour, but is aiso about doing nothing.

CB: So how do you feel about being part of
this commercial art crouit?

I Wel, you know whiat hike Kefley said about
art fairs — it's like this idea of your parents
making love - you know it happens, but you'd
rather not sea it

CB: But do you think thera's a way of daing
things outside of this system?

1Kz | think it happens all the time! Through
making waorks with friends, in non-commercial
speces, o wiiting, giving talks.

CB: But how do you live off that? I'm interastad
in what it actually means to make art — are you
in the posiion of one who has a job? Can the
artistic work be equivalent to a job? And what
does it mean, what does one produce whan
one makas at?

B I | think about mysed, the transition between
being a student and what 'm doing now is not
a0 different. As an art student, | used to work
backstage in a thaatre, 50 | usad to work during
the day and at night work in the theatra, and
that was a good way of nat spending monay,
After coliege, | started seling work; it was easier
then, because it was before the crash, One de-
finitely sees how much harder it is to sell things
post 2008, But then - | have an idealistic refa-
tion to art education. | don't know what you
thirk, after haning struggled o go through the
Raoyal Codegs, but the truth is we a5 Wulors are
paid very little for what we do... But d you do
teach and sel work, it adds up somehow.

CB: I'm also wondering about the relation
betwesn art and money. When one asks for
funding — what can one say they produce when
they maks art?

IK: To answer this, it might be useful to go back
to tha distinction between poesis and praxis.
The queshon ltsslf is the wrong question,
because it presupposes the idea that there is a
direct comelation betwsen what you invest and
what you get out. The answer is, you can get
ainsoisehy nothing = or, you might gst some-
thing that's exdraordinary. By definition, if it's
gaing 1o be extraorcinary, you can't predict it to
begin with, I's important to defend that pasition.

CB: But this question also leads you to another
—whether art is the most efficient way of doing
things.

B IS totally not! But wiy this desire for efficien-
oy I's going back 1o this idea of production...

C8: | think | sea this question differently, In
terms of one’s position in the world and to one-
seff... Perhaps one can start with art, but in fact
it just dossn't answer the questions it promises
o answer,

iiK: That's totally tue. Art doas not necessarily
arnawer things.

CB: The rest of the recording is lost. But | recat
talking mora than lan from that point omwards.
I Then yous know what the texd was going

fo be.

CB: 1 do - | was arguing my case for restiess-
nasg and asking the kind of guestions | have
come o ask you now.
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De vorba cu Jonathan Miles

interviu da CRISTINA BOGDAN

Jonathan Miles mi-a fost profeser in anul in care
ma chinuiam si supravietuiesc doctoratului meu de
la Royal College of Art. Se pare ¢ suntem un grup
secret de fosti studenti ai lul, care pretindem ol ¢
am dobdndit o gandire ticasa sub influenta lui.
Cénd ne intalnim, ne recuncastam intre noi. Yorbim
in cunostintd de cauzad despre dispreful lui Jonat-
han fatd de autoritate si cradinta sain studentii
glesi, Stim ¢ am avut o intalnire importantd. Dupd
ca am dat de destui rebeli tAculi care pratind toti
ca au fost influentati de Jonathan in ultimil 20 de
ani, am incaput i inleleg cd se poate sd i mode-
lat scena artistica londoneza in modul ced mai sub-
til, Urmeaza un fragment dintr-o discutie de doud
ore cu e, despre toate lucrurile care conteaza.

CB: M4 gandeam cé am putea vorbi despre ce
era coolin anii saptezeci si optzeci. $i despre
educatia artistica,

JW: Am infrat 8 scoala de arta in 1963, Atungi, la
ICA era o exporitie ntitulatd When Attitudas Beco-
me Forms, Este o expoziie legendard 31 sa pre-
supune ci tofi cei care erau la Londra k momentul
respectiv au mers 54 o vada, dar de fapt au mers
foarte putini. Pe Bnga asta e faptul ca ardta destul
de ciudal pentru vremea acesa - nu ardtaca o
enpozitie. Parea o grdmadd de lucruri incredibil de
dlandaia, Arata cumn arath multe expoziti acum. Dar
in contextul acela, in care domina estetica green-
bergiand, cu idesa acesa de prazents vizuals. ..
Daca mergeal in majoritatea scolilor de artd, toata
lumea inca picta cu prediectie. Doar citiva studenti
facsau artd asa-zis conceptuald. Una din pringi-
paledo discuti k sectiunea de pictura era folosest
bandi de lipt sau nu?”. Camenil rad, cred ci este
o inventie, dar putea fi o discutie sericasd.

CB: Cum asa?

JM: intrabiarea este cum obti o linis dreaptd - dacs
© pictezi cu mana sauin med industrial. Diteranta
era mare, Ajunsese in punctul in care era subiectul
discutiei dinfre pictori — nu exista nicio problamatic
flosofics, oncare ar fi fost aceasta, 1968 a fost anul
cand totul a inceput sa se fisurere - far cu asta a
incaput s scoala de and 54 se fisureze, Erau toate
acele probleme post-1968 cu scoala de artd. in
plus, scofile da artd erau in curs de a se transforma
in universitati. Brusc, s-a produs o mutatie da la
felul cum ardta o lucrare, |3 ce ar putea semnifica
ea din punct de vedere conceptual. Profesori au
inceput s intrebe incel-incet ,Care e ideaa 2% -
asta a fost o mare revolutie, A devenit noma in
predarea la scolle da artd tmp de 30 de ani, Acum
nu mal e asa, camenii nu mal spun asta acum,

CB: Ce intrebare pun acum?

JM: Dedeuze a avut un mare efect, intrucat a mutat
discutia da la lipsa de forma §i abjectie - aceasta i-
dee de postmodemism si de sublim, venita de la
Lyotard - la afect si fortd. ldeea aceastac arta e
a-conceptisald, a revenit; Kant a fost intrucatva re-
introdus in altd forma - ef fusese rapudiat de con-
ceptualisti ca find decadent, decorativ si lipsit de
forma. S-a reinfors intr-un fal revizut, prin Deleuze.

12 | arta

Darin loc de ideea de formd, acesta se referea la
forta. Ideea aceasta ci arta nu este cunoasters
aste din nou la moda.

CB: Asta s-aintamplat in anii optzeci?

JME Mu, mai mult in anil nousizesi, Cu ideea de ané
contempeorand. A fost o revizuire si o repunare in
scend a anllor saizeci intr-o noud luming — lumina
culturl muzeale $i statutul de contemporan. Scolile
de artd au fost profesionalizate. Asttel, in ani noua-
zeci, a existat arta condusd de discurs, dar gi arla
cu tusa artizanald, Exista de fapt, dous afternative:
contemporanud este postmedium, deschis i con-
dus da proces; 5i apoi e ceva o2 se intélneste de
pida la Royal College, contemporanul condus de
discipling, rezistenta B postmedium, Alinierea cu
postmedium corespunde de asemenea cu profe-
sionalizarea muzeslor. Un exemplu ests instalatia in
picturd. Piata este mal orentatd spre picturd, asa
¢ a apdnut aceastd schismd intre piatd si institutia
muzeatd. Academia este subordonatd ambelor, La
finele anilor saizeci si inceputl anilor saptezeci,
principala institufie de arth era academia, Acade-
mia péstra vie scena de artd. Atunci cénd scoala
de artd a devenit universitate, s-a produs o mutatie
nu numal da la estetica greenbergiand, ¢ o mutatie
da la arta ca mesena la o arta mai conceptuala,
perormativa si de instalate. Limbajul artel s-a
schimbat, intrebarea era Care este projectul tau?

CB: Proiectul se referea la un proces pe termen
lung?

JM: Da, un angajament pe termen lung infr-un pro-
ces, dar $i o incorporare a discursulul. Discursul,
fie &l palitic, feminist sau despre materalitate, a
davenit predominant i a marcat schisma dintre
lumea artei i piatd. Cea din urmé era foarte mica
pe vremea aceea, erau putine spati contempo-
rane. Existau fie spatji, fie insfitutii alternatve - tre-
buie s ne amintim ¢ and Saizec au dat nasters la
o confraculturd in artd, cu manifestan precum cine-
matografia underground (a fost numitd wnder-
ground, nu structurald, nici macar experimentald),
difuzatd in locuri precum Arts Lab. Aceastaera o
fosta laptanie; carmenil stiteau 54 vada flme asezali
pa saltale direct pe podea. Fimels difuzate acolo
au acum statut de muzew, dar pe atunci se witau la
ele doar sase sau sapte cameni. Locurile acestea
erau considerate institutii altermative, malt mai
apropiate de contra-culturd decat de lumea artei.

CB: Nu m-am gandit niciodata la momentul
precis cand au inceput sa apard muzeele de
artd contemporand.

JW: Asta s-a produs in and noudzec, odatd cu ide-
&a de contemparan, Tate a devenit Tate Britain, iar
Tate Modem — am pulea spune, Tate Conlempo-
rary. S-a produs $i o expansiune a publiculul. in
anil saptezect, existau expoziti man 3 audients
foarte mici, Dar, brusc, au apérut audients raale, s
presa populard care scrie despre expozifii, Tracey
Emin 5i Damien Hirst au devenit nume famiiare,
Cand rechinul a fost expus la Galeria Saachi, din
cauza relafiel lui Saachi cu presa, el ainteles ci
faptul de a avea recenzii infr-un ziar ca The Sunar
putea creste interesul poputar. i intreba pe artisti &

arta britanicl /F baitish ot
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ce projacta viseaza &i, iar apoi ke fAcea posibile. A
deschis un spafiu care arata frust, industrial. A
expus lucrén pa care Tate ar fi viut 53 e expuna,
l@-a luat-o inainte,

CB: inainte sa vin aici, m-am intalnit cu unul
dintre fostii tai studenti, Anthony Davies, care
scria pe temele astea |a finele anilor noudzeci si
inceputul anilor 2000, |-am spus ¢a voi veni si
te vad si a sugerat 53 te intreb despre ce
numeste el “institutional catch-up™ - modul in
care institutiile coopteaza si asimileaza critica.
JW: Institutiile de stat sunt merau greoaie, nu-i
asa? La finale anilor saizeci - incaputul anilor
saptezec, la Tate i Hayward erau expusi artisti ca
Bemard Cohen si Anthony Care, Artisti ca Gustav
Metzger, John Latham si Stewart Brisley expuneau
in locuri marginale. Exista acest ciclu de 30 de ani
in care outsider-i au devenit celebn — nu i poti
vedea la vremea lor, ce vezi la vremea ta este obi-
ceiul timpului anterior. Oameni véd ce sunt ackma-
tizati 4 vada - cum ar fi Brit Arl, pentru ¢4 este
rapiclé, lejerd 3l are mare cradibilitate de strada,
stie despre lucruri ca speclacolul & abjectia,
despra inversiuna si e =i 0 anume doza de
placera vizuald in ea, de seductie. A trecut dincolo
da corecttudinea polticd, De ia o genaratiz |a alta,
s-a produs o imversiune, Greenberg a sustinut no-
tiuni kantiene ca forma, gratia, calitatea de a fi pre-
zent i 0 anumita desdvirsive optica - in timp ce
arta conceptuald, in loc 24 meargd spre Kant, s-a
indreptat spre Wittgenstein, spre filosofia anabticd;
cea mai improbabés mutatie kB care te-al f putut
gandi. A trecut de la vizualitate la a-vizualitate; de
la placeraa vizuakd la indiferenta vizuald. De la ex-
pazitii din muzee, ka expoziti in s8l mici din il lu-
mil. Lucrdrile abia sa vindeau, erau noncomarciale,
Artistii ingisl scriau impotriva figurii criticului green-
bergian. Au scris At & Language, a scris John Ste-
zaker, a scris Latham. Tn acelasi timp, se producea
si structuralismul — asa ncat, cu arta concaptuald a
venit moanea autonulul, ideile legate de text, de
semiolicd, de lecturd... Pentru prima data in scolile
dae artd, aveal inceputul unei cultur intelectuale.

CB: Anul trecut, cand Chris Krauss a venit la
RCA si tind o prelegere, ea a discutat o situatie
similard: cea a scrierlor ei care si-au gasit un
public in lurmea arted, in sistemul artei - nemaifi-
ind considerate literaturd, desi erau literatura.
Se pare ca lumea artei poate sa recupereze
orice i 3a 1l faca interasant’.

JWE Lumea artei a devenit un mare semnificant de
ipertate = dar infr-un mod fals. Asta intrucat nu
exista niciun ait domeniu care 58 sprijing acels
practici, asa ca un mare numdr de lucrun au migrat
spre lumea artel: filmul, scrisul, muzica, perfor-



mance-ul expenmental. Lumea artsd ara bugetul si
spaliu, poate i poivatents. tar publicul &-a schim-
bat gi el instatation an, cnematogralia experimen-
tal sunt acum mainstream. Cees o8 Wieau Sa
SPUn es1e Ca NU Exista fomme care &4 pars 5a
reziste la pringioiul realitatil - ideea find: ce rezistd
FCUMT Avem un exices S o saturatie dn toate.

CEB: Se pare ci arta este tocmai vehiculul care
a axacerbat aceastd tandinta, care a facut
axcesa in tot.

JME Sermiotexdfe) este un exemplu inferesart, Pro-
win din cuitlra post-68. B au facut o conleninta
despre semiotica structurald, desid de academics,
Apol au nceput sa publice serla Foreign Agent”,
din noul val de ganditon: Baudriflard, Virlio, Lyo-
tard, Deleuze, Kristeva, Apoi, revista insasi a ince-
pul &3 intruckica schizoanaliza §i 53 publice texte
despra inchison sau auton precum Cathy Acker,
Aus preduat exact migcarsa Autonomia dn Ralia:
probleme legate de dezarticutarea limbajuls sia
coduritor, razistenta 1a spectacol, politizarea vielii
cotidiene - acest tip de anticapitalism genaral care
a cupring limbajul, seualtatea, rezistanta politicl.
Sl apol, lumea artel a inceput s3 preia asta via
Semiotaxifel, i special pe Baudilard. Baudnillard
era 0 figurd mult mal proeminenta atunct decat
Deleuze. A mers mand in mand cu nolle tehnalagil,
mizi ales fa Mew Yok Mew York avea un centry
care nu Vo 58 stie despre periferie; cel o centru
i5l pefreceall timpul i clubun de muica, mui din-
fre & tacesn muzic, Skau creat propriile lor galei,
aveau un Bmbaj nou, unul care NCerca sa reacd
prin imagine $i 53 rezste imagini. Oameni ca
Robert Lorgo, Richard Prince: 1 lega ideea o prin
imagine poli 53 rezisti k3 spectacolul imagira,

CB: Spui c& mainstream-ul din anii optzeci a
venit direct cu un aparat critic?

JhE Da, generatia aceaa a lesit din scolile de arta
ale anllor saptezeci, unde intelegeau procesul aris-
fic ca project, B g2 considerau deja niste outsioen
din punct da vedera psihalogic, dat find ¢l iumea
atel era compusa din institulil infepenite. Generatia
aCeea esle prima care a nfeles cu adevaral modul
in care faceau parte dinr-o refatle specifica cu
rneciurnud, dar §i dinte-o cUiurd comund, care se
opurea mainstream-ulu, LAsaserd in urma dvizi-
unea cuituri, Ceea ca a fcut Brit Art a fost 54 se
ndrapte spre malstream - ru aveau niclo iuzie,
$-au dus drept spre mainstream

CB: Si acum se intdmpla tot asta?

JM: Malnstream-Ul este un punct da intainire fano-
menal intre Gulturd, economie, institutii, sentimentu
aragalor-state 5 stil da viala. Artistul este 0 emble-
md a unul stil de viatd fard Emite, la care aspird oa-
menii. Nu toatd mea fage bani, departe de asta,
Trebuie 53 traci de multe madien, &8 fil aprobat de
lecreticien, de curaton - puterea este dspersals,
artistii au mal putind putere de persuasiune. Tnace-
fag timp hisd, arisiul este obiectul doringed. Desi
curatoni nu au fost niciodatd 3181 de important, &
nu sunt obiectul dornlel; & organizeaza dorinta. E-
conamia nu esle aliniatd doar 1a estetic, dsila
stnuscturile dorinted, Este de asemensa o organizare
a unui fel de fascinatie infantila.

CB: Atunci gcoala de artd la furnizeazé materie
acastor oameani?
I Soolile de artd sunt acum jucitorn foarte mici,

in imp cain ani saptefed erau determinantale pr-
mare a ceea ce se intmpia, Camenil care conduc
acurm scoile de artd sunt sceplich privind inslis isto-
fia pe care o reprezinta, asa cd au dreclia manage-
rreriulul Birocratic, Sunt mult mai parandicl in lega-
fura cu apdarea educafiel inforrnale, sunt nesigur
de ideea de a apdra nonouncagterea impotiva
cunoastenl. Manstreamul gandri estetice spune ¢
arta este a-conceptuald, far Lniversitatile fac parte
chin afacerea cu cuncastensa — a5a ¢ sum -0
pozifie schizofrenicd, nu-i asa? Doar cAnuvar sl o
admita deschiz, e secreiul lor ruginos.

CB: Aceastd situatie a fost pregititd de gene-
ratia antarioard, care vanaa din scolile de artd.
Dar cei care ies acum din scolile de artd nu vor
fi aga. O scoald ca Central Saint Martin's la
preda studentilor cum sé se comporte ca
artisti, astfel incét oamenii s cread3 ci sunt
artigti.

JM: E comodificaren a ceva care a fost mereu
opus din punct de vedere constity modulul acela
dle & structusa lucrunle, Lucrarea de anta era
cifererda dintre un obiect care & economie si un
obiact cara asta daninta & ceea o8 esle i alara
principici resilati. Cea mai importanta discutie
oliry ar3 a fost mereu ceea-ce-va-53-vind. Lucrarea
de arta este emblama unu obiect cane nu s are
realitatea in iminent, este deplasat. E un principiu
extatic, h sensul propriu al cuvantuui: @ o intre-
rupere, Tot restul este piatd, care este imanentd.
Chéectul de artd pastreard o temporaitate diferitd
fala de cea a obiectelor din lume, El pastreazd as-
1a, nu o exhiba in mod necesar, Fapiul ¢ la un
morment dal nu pare 3 evidenfieze acest principiu
e tocmal lpsa de vitalitale a obisctelor respective.

CB: Dar atunci te referi ka artd in general, nu la
arta manifestatd in obiecte de arta

JM: Viorbirm despre o arie temporala foarte ingusta
- atest moment al anel contermporana, Tn ultiril 25
e ari, avem un tip anume de temporalitate, © tem-
poraitate a suspensisl, Dar avern inca memoria
unor fome de antd de circa 100000 de ani. De ca
putern 53 le privim inca? Pentru ca aceste cbiecte
sunt facute, constitufional, pentru o epocd, dar ale
se destigoard de asemenea in afara timpuiu lor,
Cuitura contemporana @ste mai ales o cultrd a ui-
1A, Litarea & propovacuing institutional, intrucal se
repetd aceleas fame, O mare parte din sintaxd pro-
vire de fapt din anil saizeci § saplezeci 5 se repetd
acum fa un nou nivel tehnciogic, A sufert o mutajie,
Rezistenia ta la arfa contemporand e de fapt o
refistents la mutatia formedor, astiel incat ele apun
prea mull prin intermmediul principiulu realilan, Bxaa
prea mull prezent, prea muitd piatd, Afelierl devine
U fel e fabrica, cbisclele devin produse.

CB: Devin produse, dar mai mult decal atat: am
senzafia cd cele mai interesante proiecte de azi
sunt curatoriale, intelectuale - nu artistice.

JM: Se va gasi mereu 0 noud modalitate de gandi-
ra, deintrichipare, cars incepe 53 producd torme
care rici macar nu se mai formalizeazs. La fincle
anilor saireci, o mullime dintre formele care au da-
venit semniicative erau considerate nonarta. A tre-
cul multd vreme nainte $4 $& recuncasca noul mo-
dal. Da indata ca aungi la capatul nvenlied, ajungi
sfarsitul societati umane = ai 0 societate de obisnu-
infe, care stagneara, care devine doar birocraficd,
Birocratia este prodicerea acelkiasi forme, répro-

ducerea institutiel intr-o forma care s@ autocopiaza.
Scoala de anld a frecut de B imagnea pe ¢ane o
avea formal = a fiin atara, a f redativ informata, rela-
liv spontana, relativ condusa de studeny —ka a i
managenatd, programaty, sislamatizata,

CB: Era un poster pe care l-au afisat recent
studentii de la Design i cara spunea; ,Suntem
clianti nesatisticuti ai Royal College Associ-
ation”, infeleg ¢4 era ironic, dar de fapt nu intru
totul - asta mi s-a parut a fi o problema.

JNE Vez, acum ceva weme, sooala de atd era
relathy slabd in termeni birocraticl, redativ anarhica,
permitea si chiar ncurai comportamentele frans-
gresive, T ani saized, fairna RCA 2 verit din Viata
53 sociald - se dideau petrecer fantastice & toatd
lurmea vola s mearga acol. A fost unul dinfre pri-
mele locun din tara asta unde barkafi dansad liber
cu bérbati. Era consideratd o 2ond refativ eliberats.
Era un loc de intdinire, mereu se pefrecaa ceva a-
colo. Brisla de asemienea 0 relea economic puter-
ricd i afara Colegiuls, care a faout ca nstiiulia 53
s& auto-perpelueZe §i sd se tdreascl. Evident, ru
s poate menfine acel nivel de putere, Scole de
and au awt o refea extinsa, care este acum frénta.
Semal poate vedea sh aceastd reles. Incepi cu
N punct, 1 tac sa radieze, creazi atracti, iar la un
anumil moment de crestere a atraclilor dewve, fie c
il place sau nu, 0 institutie. deea asta ca sunt
midite fome diferite de atractie; daca pring relafia
dintre un discurs s lemporaiitates acels discurs
mod corect, cAlatonesti in imp. Ajungi i atara sine-
1§ 130, Dacd hteledi aceasta dnamicd, poli sa or-
ganizen acel punct, 3 concentrezi acel punct care
adevine de nedistrus g care atrage ca un adevar,
pentru ¢a este foarts de doril i aceasts soclstate —
decarece i afard, nimeni ru crede in nimic.

CB: E greu de crezut in asta uneori.

JNE MU e atdt o credinla, cat o donina, Parfial libi-
diriad, partial plictls § panial ceva ca principidl ge-
riulL, care este produsil une a doua ratu. Exdstd
el doud principi: urul este stinfific-tehnologic, care
Fnseamnd ¢ poll 53 stil ceva ¢ <3 glil de ce e o nowd
ouncagters, poli 8 produd o metods pentru asta,
asa i poli & 1l reproduc celdlal este cind sl un
roman sal fac o lucrare de artd, g nu i cum s
reproducl asta, nu st cum al ajuns acolo, et doar
sobdar cu opera ta. Lucrarea este i atara & insds,
altminteri al putea s& © reproduci, Ea tine de domeni-
L noncunoastert. MU spun ¢ trebuie &3 renuriam ba
cunoastere, dar avem nevole sl de principiul conlra-
rirmic al noncuncastenl. Dacd nu al asta, nu A viafa,
CB: Am tot incercat s& i infreb pe cameni de ce
fac cesa ce fac, Pentru cd fu spui cd frebuie 53
fagcem lucrur — dar dupd ce am fost in situatia de
a face |ucruri, am simiit doar ¢ nu aveau sans.
Poate ¢a nu trebuie 53 punem aceste intrabdri.
M 058 sl asta niciodatd, decerecs rici nu trebuie
giit. Tot ce trebide 22 fad @ 54 fad ceva - ebuie &5
fie orbeste. E ca o fomnd de iubire. MU poata & altmin-
1en. lubirea este Un @t princpiLe o modaitats prin cane
ie dinytine. Chiar dach este luondl care duce B osle
i e ran h viatd. E ca aruncatul Zannilor - & kagat
de viclenta, La fel ca pincipiul estetic: produce violerta
frmpotriva AtmuiLl timpulul care & genera repetanea
Singlul, Arta burd nu e Mmietdesura cova Toarta piaot,
E paricuicash, Spui 0oea o2 soul perru ¢ T fpseste
serpala o enistd ceva periculos s violent g U capaci-
tatea de a bl n medid tu imedial, Dar ai hislas cheia,
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Talking to
Jonathan Miles

text by CRISTINA BOGDAN

Jonatfan Mies was rmy wior dung the year whan |
was struggling to sunvive my PhD al the Royal
Colege of Al 1 seems we ane & 550met league of
hig ex-students, who all claim to have acquired theair
edgy thinking under his nfluence. When wa meel,
wie recognize each ofher. We talik inowingly about
Jonamen's conlempt for authonity and the belief he
has in his chosen students. We lnow we had made
an encounter. After running Nto a rumber of cuist
rebels who all claimed to have been under
Jonafhan's infuence in the past 30 years, | staded
e understand that, perhaps, he had sheped the
Loncon at scene in the subllest mannar, What fo-
lowes k5 an endract fromea 2 howr-long discussion
aboul everyihing that matters.

CB: | was thinking we could tall about whal was
cool In thie 708 and the 808, And sbout an educa-
tior.

S | wert o a schod in 1959 That year, there
was a show at the IGA caliad When Attiludes
Become Form, I's a legendary show and i's sup-
posed fhat evenyone who was in London af that
firre weant 10 Se 7, but very Tew did. The other thing
s thaf it looked vary sirange for that ime - it didn't
hock: Bz an exdiibtlion, it booked ke plles of stuff,
incredithy chaotic, I locked like what a |ot of shows
look Be now. But in that contesd inwhich
Greerbergian aesthelics were dominant, with ther
idea of visual presence. .. Ifyou went 1o most art
schools, evenyone was Sl doing painting. You ony
had a few students in each schod dang so-caled
conceptual arl. Ona of tha main discussions in e
panfng department was Do you use masking tape
ornot?’. Pecpie laugh, they think it's a fiction, but it
could have been a senous discussion,

CB: How so7

JM: The question is how do you gel a straight line -
51 hand painted or indusiial That difference was a
big cilference. It had aot 1o that point whers that
was the dacussion between painters - there was
no philosophical problematic whatsosver 1980 was
the year when it all began to crack up — and with it
the &t school began to crack. There were all the
post-68 probiemns with at school. Besides, an
schoots where in the prosess of becoming unvers-
ties, Sudderiy, therewas a shift fom what wiork
looked like 10 what it cousd sigrify as far 23 the con-
cepl. Tulors would dowdy hart o ask What's your
[dea? - this was a big revoiution, It became the
habit of art school teaching for 30 years. It's dec
rirg now, pecple dort say that anymone.

CB: What do thay ask now?

J: Delevze had a big effect, because he shifted
the discussion from formilessness and ablection —
this idea of postmoedemity and the subime, coming
from Lyctard - to affect and force. This idea that art
i a-concepiual came back again; in a way. Kani
was reintroduced in anodher form - he had been
dismissad by conceptualism as being decadernt,
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decorative, formisss. He came back in a revised
rarnes through Delewre. But rather than the idea of
form, he refemed (o force. This idea of art not being
krichlecke IS very COmmon again.

CB: That heppened in the B0s?

JME No, mere in the @05 With the idea of contem.
porary an, there was a revision and & reslaging of
605 art i a new light - the ight of the museum cu-
fure and the stalus of the contermporary. Arl schcols
were professionalized. So, in the 90s you hawe dis-
course-led art, bt also craft-fesd art, There are two
afteratives in fach conterrporary is post-medium,
open-ended, process-diven, and thenthere s
something you have for example at the Royal Colle-
ge, dedipine-diven, resistance to the post-medium,
The alignment with the post-medium also come-
sponds to the professionalization of the museums.
An example ks theinstalialion of paintng. The markist
is miore onientated towards panting, so you have
this sohism between the market and the musalm
instiution. The academy is subordinated to bof. In
1he late 60 and eaty 705, the primany netiution of
art was the acadeny. The acadeny kept the art
scena aive. When the an school becames a universi-
Ty, There was a shift not only from Greenbergian
aesthetics, but a shift from crafi 1o a more con-
ceplual, performative, installational an. The language
of art changed, Andwith it the nature of teaching
changed = leaching bacame miich mons project-
based. The guestion was What is your project?”

CB: Project referred to a kong-lerm process?

JME Yes, along termn engagement with process, but
aleo an Incorporation of discourse. Discourss,
whether poliical, ferninist or about materiaity,
became predominant and marked the schism
between the art world and the market. The latter
was very small al that tme, there were fow contem:
porary spaces. Thers were eilher afemative spaces
of Institufions - you have to remember that the 60s
Qave risa 10 a counter culture in art, wilh manifesta-
fions such as underground cinema (it was called
underground, not stracturalist, not even expenimen-
1d), shown in places such s Ats Lab. Thiswas a
disused dairy; pecple used to st o watch fims on
matfresses onthe floor. The films shown there have
now got museun status, but back then oy Gor T
peopke were waiching. Such places were seen as
altemative insitutions, much closer 1o the counler-
Cultuee than to the ant world,

CB: | mever thought about the exact moment
when museums of conlemporany art started o
appear.

M 'S & 90s thing, it comes with the: idea of the
conlemperary, Tha Tate became Tale Britain and
Tale Modem — you could say, Tate Confemponay.
Tray also cama with an epansion of he audience,
In e T, you wolld have big shows and a very
small auclience. But saddenly, you have a real auc-
ence, and the popuar press covenng the shows,
Tracey Emin and Damien Hrsgt became househald
names. When the shark was showing in e Saachi
gallery, because of Saachr's relationship 1o the
media, he undersioed that i he got coveragen
sormething i The Sun, he could raiss the popular
interest. He used to ask his arlisis whal thelr dream
projects were, and then make them possible. He
sel up a space which locked raw, Industrial. He

arta britamicd A britizh &t

showed the kind of work thal the Tate wanted to
show, but at thal morment he aulstaged them,

CB: Before | came here | met with one of your ex-
studerts, Anthorny Daies, who used to write
aboul these issues in the late S0s and early
2000s. | told him | was seeing you and he sug-
gested | ask you about what he calls 'nstitutional
catch-up' = how institutions co-opt and assimilate
critique.

Jit State institutions are ahvays siow, aren't they?
In the late 60s — early 705, the Tale and the
Hayward were showng arlists Bae Bemard Coben
Latham and Stewart Erisley were showing in margi-
nal spaces. You have this 30 years cycle whera the
outsiders become famols - one dosen'| get 1o see
them in thelr tima, what is seen in one's tme is the
habits of the préssous ime. Peccle see what they
are accimaized to — peopie ke BEnt At because it's
fast, it's slick, it's hot streel crediblity, it knows
about things like spectacke and abjection, it knows
about mversion and it's got a certain amount of vsu-
al pleasire in it of seduction. It fransgressed polifi-
cd comeciness. From generation 1o generation,
fhere is an irversion. Geenberg stood for Kanfian
notions such as forn, grace, presentness, and a
cartain optical complatenass — concepiual arl,
Instead of going to Kand, went to Witigersten, to
anahytic prilosophy; the most unikely shift you coud
have thought about, It went fiom isusity to a-visua-
lity, from visual pleasure to visual incifference, From
miuselm shows 10 shows i litle rooms around he
wrld, Work Barely s0id, i was non-commercial,
Antests thensetves wiole against the figure of e
Greenbergian criic. Al & Languags wrols, Jahn
Stezaker wrobe, Latharm wrate. At the same me,
shruchralism was happering = 5o wilh conceptual
art, you had the death of the author, things to do
with the 18, with semiolics, reading. .. For the first
fime in art schodls, you had the begirmings of an
Irtefectual culbure,

CB: When Chiis Krauss came 1o do a lectura &
The RCA tast year, she dscussed a similar silua-
ticre of her writing finding a pubic within the art
wiordd, within the art system — and not being con-
sigerad lierature, aithough it is erature, It seems
as though the art world can recuperate anything

ard make it 'interesting’.
JM: The ant wrld has becorme e great signifier of

freedom — but in a fake way, Becaise there it
ary other realm thal suppons those practices, 0 4
lot of things have migraled towards the art world:
fiim, wiiling, rousic, experimental perfomisnce. The
art world has oot the budget and the Spaces, it ¢an
be potyvalent. And sudiences have changed: ingtal-
lation art, expenimental Gnema e Now mainsiream.
What | am saying is that there are ng foms which
seam 10 reerst the reality princple - the paint is:
whal i resistant now? We just hawe encess and
saturation of everything.

CE: It seems as though &t is precisely the vehicla
which exacerbated this tendency, which made
evarything into excess,

JhE Sermictesdt(e] s an inferesting example. It comes
out of post-68 culture, First they did a conference
on stnuctural semictics, quite academic. Then fhey
started publishing the Forsign Agent serdes, of the



rigad wave of thinkers; Baudrilard, Vinlo, Lyotard,
Deleuze, Kristeva, Then the magaane itseifl started
to intreduce schizo-analysis and publsh leds on
prisons, o aulhors such as Cathy Acker, It picked
up precisaly on fhe Autonomia movement in lialy;
issues around e disuption of language and codes,
resisiance 1o spectace, poliicization of the evenyday
life = this sort of general anti-capitalism which wert
ACTOSS language, across sadualty. acoes poiical
resistance. An then the art word started 1o pick this
Lo via Sermiotend(s) and Baudrikard in particular.
Baucrilard wes a much bigger figure a1 that moment
than Deleuze. | went togsther with new technologies,
particulary in Mew York. Mew Yerk had a doantown
which didn’t want 1o know about the uptown; they
Frurg out in music clubs, a lof of therm played music.
They st up ther own galenies, had a new languags,
e which sougnt 1o woik through e mage o resst
the image. People ke Robert Longo, Richard Frince:
thiey were jomed togefer by the idea thal Brcuah the
image you ooukd resist the spectadie of the image

CB: You are saying that the mainstream in the 80s
came with a critical equipment?

JM Yes, that generation came from 70s art
schods, which were viery rmuch project-anentatad.
They akeady saw themselves a5 psychologically
oUfsiders, Decause e art word was made up of
sfiff instiutions. That generation is the first o reaty
understand howy they were part of a specific rea-
ticnship with fhie medium, but also part of a com-
mon culture resistant 10 the mainstream. They had
left behind the division of cullure. What Brit At Gid
was head to the manstream — they had no llusions,
they went straight for the mainstream,

CEB: Is that the case now still?

JM: The manstream is a phenomenal mesting point
betwesn culfure, econamy, instifutions, sense of
city-states, lifesie. The artist s an emblem of an
urbxounded kind of Heste that one aspires towar-
dz. s not thal evenyone makes maoney, far from i
ou must pass lobs of medations, be approved by
theoreticians, by curators - the power is dispersed,
arlists have less power of persuasion. But in the
same fime, the artist is the object of desire, So
although curators have never been S0 imporant,
they're not objects of desing; they're objects of
poveer, Callectors hawe the money snd the colles-
ticns, but they're nod cljects of desire; they arganiser
desre. The economy |3 not just aligned 1o he a8s-
thetic, but 1o-The stnechures of desire, It's also an
organisation of a sor of infantie fascinalion,

CB: Then the an school is a provider of matter for
hese peopla?

JM The art schools are wery small players now,
whereas in the 70s they were 1he primary determ-
nants of whal was happening. The pecpée unning
arl schools now ane sceptical about the very histony
fhat they represent, so they take the direclion of
burealcratic managerment.

Thesy are much more parandid about defending
informal education, they ane insecure abaut the idea
of defendng non-knowladge over knowiadge.
Mairstream of aesthetic thinking Says an is acon-
cephua, and universiles are part of the inowledge
husness — so they'ra in 4 schizophrenic position,
arent they? They just won't come out and say it, i
their ity secred.

CB: That is because it was preparad by the prev-
ous generation coming from art school. But those
coming out of art school now won't be like that. A
school like Central Saint Martin's teaches its stu-
dents how to behave like arists, 50 that people
Dalieve that they are artists:

JM: IF's the commodfication of something hat was
always constiutionaly opposad to that way of shuc-
turing things. The atwork was the diference
between an object which ks economy and an object
which is the desire of that which is cutside of the
prircipke of reality. The mosd important dscussion in
arl has always been he yel-lo-come. The awork is
the emiblem of an object which doesn’t have its rea-
lity wittiien thve hiere ard now, it is displaced. It's an
ecstatic principle, in the proper sense: it's an inter-
npdion. Bveryihing else s the market, which is here
and now. The art object retaing a different temporali-
ty than other cbiects in the word, If retains that, i
doesn't necessanly exhibit thal. The fact that al os-
tain moments it might not De exitbiing hat principle
i= just the lack of wiality of the cbjects in question.

CE: But then you're referring to &t in genersl, not
to art manifested as art objects.

JM: ou're talking about & very namow time frame -
this moment of contemporary art. For the past 25
years, we have a parficular type of temporality, a
ternporaity of suspension. But we stil have memory
of fomes of ant of roughly 10,000 years, Why can we
shil ook at fhem? Because these objects are const-
futionally miade for a time, bt they exhibit them-
seves also outside of ther fime,

The contemporany cullune i largely a culture of for-
getting. Forgetting is predicated instilutionally,
because they keep repeating the same foms. A lot
of the syntax in fact comes from the B0s and 70s,
and it is now repeated on a new technological level
It has mistated. Your resistance to conternporary an
is in fact a resistance 1o the mutation of foms such
that they cisplay too rmuch by way of the reality prin-
ciple, There's too miuch of the present, oo misch of
the marked. The studio becomes a kind of facteny,
the abjects Decome products,

B: They become procucts, But mors than that: |
fesd the most interesting projects today are curato-
rid, intelleciua = not artistic.

JME Youll dways find a new way of thinking, of
enacting which starts to produce forms which dont
enven fomalize. In the 80=. a lof of fe forms which
bacame signiicant were seen as non-at. |t took a
long Bme before there was a pattem recognition, As
500N &5 you get ha end of imention, you get the
end of human society — you've got a habitual socle-
ty, which stagnates, becomes just bureaucratic.
Bureaucracy is ihe producon of the sdif-came, the
replication of the instifution in & form thal & self-repli-
cating. At schod went from the image which it had
famnaly — Deing on e outside, being relatively infor-
mal, relatively spontanecus, relatively stedent-led -
to being managed, programmed, systematized.

CB: There was a poster thal the Design students
put up & while ago which read, “We are unsatis-
fied customers of the RCA®, | understand it was
irgric, but then not $0 muech = that is what | found
distureing,

JME But you s2e, before the art school was relatively
week in bureauicralic tenms, relatvely anarchistic, i

allowed and it even encowraged Iransgressie
behaviours. In the 60s, what made the FCA so
famaous was its social life = they had fantashic parties
and evenyone wanted to come here, [t was one of
the first places in fis courtry where men danced
operly with men. It was seen as a relativaly iberated
zone: It was a hangout place, there was dways
something happering.

Thene was also a poweriul economic network out-
side of the College, which saif-pepetuated and
strengthened the institulion. t's obvous you can't
retai thal kel of power. Anl schools had & big nel-
work, which is now broken.

But you can st use this nebwork, You start wah a
point, you radiate the point, you make atfracticns, at
a certan arowth of atiractions you becoms, whether
woul like it or not, -an institution. The point s that
there are marry diferent foms of attraction; if you
ged the redation between a decolrse and the tem-
porakty of that discourse in the right way, you travel
in time. You amive cutside of yoursalf. if you under-
gland thatl dymamic, you're able to orgareze that
point, you concenirate that point which becomes
unbregkatle and it attracts ke a inth, because it's
very desrable in this society - bacause on the out-
side, no one bedeves anything,

CB: It's hard to believe In this at times.

JM: s not much of a beliel - It's desire. I's partly
fipdinal, parthy boredom and partly someathing e
the principle of genius, which is the production of a
second nallre. So there are two principles: one ks
the scienfific- technological, which means that you
can know something, you can produce someathing
and know why 'S new knowiedge, You can pro-
duce a method for if, 50 yiou can replicate i, the
other one is when you wiite & novel or you make an
artwork, and you don't know how to repkcate that,
you don’t kncw how you got there, you pust stand
by your veork. The work is outsice o itsell - other-
wise, you'd be able 1o repicate it It balongs to the
reaim of non-knowiedoe. I'm not saing we've got to
do away with knowledae, but we aiso nead the
counter-rnthmical prnciple of not-knoatedas,
which |s the production of objects outside time. If
you dort have that, you don’t hawe life

CB: I've been going around asking pecple why
they 4o whet they do. Bacause what you're saving
i5 thet one should do things = but after | had been
in the position of doing things, | just fall it was
useless, | guess i's about not asking those ques-
tions.

JME Youll never get 1o know, because why should
someone know. All youve got to do is do things -
it's gol to be blind. I's Tke a form of love. i can't be
othersise Love is another principie’ a means by
which you go cutside of yoursedf,

Even if it's the thing fhat leads 1o the greates! injuries
inife. Soil's the rod of the dce - it's connecled to
viclence as wel. Same with the aesthelic principle: it
produces vickence aganst he dythm of time which
woLkd generate the self-came. Good art is not
always a very pleasant thing.

It's dangerois. What you are saying is that you lack
the fealing thal theee is anything dangerous and wio-
lent and with the capacity of love in the Immediate
amironment in which youre sating. Bul you under-
stand the key.
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Afacerea cu educatia creativa

text de ABBIE VICKRESS

Tréim o weme in care educatia creativa din
Marea Britanie este amenintata potential de
schimbarile din programa de studiu, schimbén
structurale si ale sistermulul de taxe.
Schimbénle implementate denotd o asema-
nare neconfortabild cu cea a unei structun de
afacen. Asadar, necesitatea ca institufile s
dea un réspuns clar la intrebarea daca este
de fapt posibil 83 conduci educatia creativa
ca pe o afacere, opusa unui senviciu public, s
mai mult decdt atat, dacé este etic s& faci
asta, devine mai mare decat orcand.
Tm.'éﬁémﬁnml din Marea Britanie se reinven-
teazd consistent, dar de data asta se pare ca
guvemnul britanic face tot posibilul pentru a
limita atat creafivitatea, cat si educatia,

La incaputul anilor saizeci, doar patru la suté
dintre absolventii de liceu wrmau cursur uni-
varsitare in Marea Britanie. Scolile de arta
erau mici comunitat liberale, cesa ce diferd
foarte mult de sistemul de educatie in expan-
siune de azi, Exact acum 50 de ani, in 1963,
a avut loc ultimul raport asupra educatiel din
Marea Britanie; & vorba despre Raportul
Robbins despre educatie prezidat de Lordul
Liornel Robbins, un economist britanic si seful
catedrei de economie de la London Scheol of
Economics. Bl sugera o expansiune brusca a
institutidor de imatamant superior. Propunga
ca sludile de invatdmant superior s4 fie
accesibile pentru toti cel care se calificd s le
unmeze, prin capacitétile si realizérle lor, si
care doresc 54 facd asta”, féra legaturd cu
averea sau structura de clasa, ¢ pur si simplu
bazal pe capacitatea ta de a excela intr-un
anumit mediu si pe dornta ta de a don real-
mente 54 faci asta, Mai térziu, asta s-a numit
Principiul Robbins, El mai spunea cd institutile
de invatamant ar trebui sa aiba patru obiec-
tive mar: -educatia in privinta dezvoltarii
abifitatilon; promovarea puteritor generale ale
mintii astfel incat sa se produca nu doar spe-
cialisti, ci mai ales barbati i femei cultivate; sa
mentind cercetarea in echilibru cu predares,
intrucdt predaraa nu trebuie separata de dez-
voltarea cunoasternl i cautarea adevarului; si
54 transmitd o cullurd comuna $ standarde
comune de cetatenie”. Desi pdrea o incurajare
a culturii comune si a standardelor comune
de catatenie, era constientizat faptul ca edu-
carsa unui mare nUMar de oameni este mai
beneficd din punct de vedere economic pen-
tru tard, dect educarea unei sfite minoritare.
La cinci ani dupé Raportul Robbins, mukte
scoli de artd, care fusesera mandre de
autonomia lor timp de peste cncirec de ani,
s-au trezit transformate in politehnici.

in termeni de educatie creativa, politehnicile
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erau concepute cu gandul la educatia
vocationald. Ele combinau studiul exting al
artelor liberake si meserilor din scaolile de art
cu designul si tehnologia, Raportul Robbans si
palitehnicie au dus n cele din uma la creste-
rea numarului de studenti din imvatamantul
superion; numarul studentilor la zi a crescut da
la 197.000 n anul universitar 1967-'68, |a
217.000 in anul universitar 1973-'T4. Extin-
derea scolilor de anté 5 oportunitétile sporite
de educatie au fost bine primite datorita
sansator de angajare pe care |e generau, dar
in cele din urma ele au creat probleme si
sfidari pentru sistemul de educatie creativa
din Marea Britanie, inclusiv supraaglomeraraa
i un raport slab student-profesor.

T anul 1980, institutiile de TMvatamant avansat
au fost scoase de sub autoritatea locald §i au
devenit obiectul presiuniéor pietel”, cét si al
baremurilor impuse de guvemn. Aceste
Jeforme” urmarese in mod invariabil sa faca
imposibil ceea ce fusese practicabil {pentru
numarul cel mai mare) si sa faca profitabil
[pentru cligarhia dominantd) ceea ce nu fuse-
se asa. Mutalia spre o atitudine mentala de
afaceri a schimbat in cele din urma prioritatile
educatiel universitare. Desi a existat intot-
deauna o motivatie pentru a continua studile
la nivel supenior, éra vital ca aceste afacen”™
s3 poatd genera destul vanit pentru a plati
toate investitibe.

in 2000, Tory Blair, noul prim-ministru laburist
de la vremea aceea, a introdus conceptul ca
universitatea ar putea fi pentru oricine. El a
sugerat & adeziunea la elitism i modalul s8u
de culturd monologic, de sus in jos, ar pulea
fi contracarat si resping in numele  diferentsi”,
Ldiversitati” si | pluralitati™. Incercand =&
aduca 50% din absolventil de liceu in univer-

arta britanica /' british art

sitatile britanice, impingand mai departe trans-
fommdrile politehnice, sistemul binar diviziv a
fost aboft, generdnd o educatie supericara da
masd, cresterea numdnulus studeantilor si o
participare [Argita din partea twturor claselor si
rmedilor etnice,

Ascunse Tn spatele statului social al ui Blair,
erau multe atribute care ar putea fi usor com-
parate cu consumensmul de masa, com-
parand la randul ei educatia cu afacerie,
Cresterea numarnului de studenti care plateau
taxe de invatdmant si dobdnzi la imprumu-
turile bor catre guvern ar putea fi tradusa ca o
cumparare de bunurl i senicil in cantitati tot
mai mari si in politicl economice care pun
accent pe consum. Studentii strani care
veneau in Marea Britanie pentru sistemul e
educational renumit ar putea 53 se traducd
potential ca exportul de educatie britanica sau
globalizarea educatiel britanice, S-a vazrut ca
deschizand larg usile wiuror, guvernul a reali-
Zat repeds cat de mult capital puteau castiga
uriversitatie.

Sisternul de invatamant din Marea Britanie a
suferit reforme drastice dupa venirea la putere
a guvernului de coalitie in 2010, dar dez-
baterea care mi-a atras de fapt atentia a fost
ideea de privatizare a sectorului de educatie
superioard si avansata, anterior public, si con-
ducerea acestuia ca pe nigte organizatii pro-
fitabile. Inante de asta, educatia adopta
aspecte ale afacerilor, dar stimulentul &i era
cresterea si succesul culturi britanice in edu-
carea acestor studenti. Aceasta s-a produs in
timpul Raportului Browne, Raportul
Independeant despre Finantarea Educatje
Supericare si a Studentilor, prezidat de Lordul
Browne, care era asemanitor cu raportul
Robbins, dar venea cu 50 de ani mai tarziu. El



trecea in revistd directia viitoare a finamari
educatiel supericare din Anglha. Guvernul nu
mai enuntase transformari atat de drastice ale
servicilor publice din timpul regimului de pri-
vatizare al liderwlul conservator britanic,
Margaret Thatcher, din 1979-1990. Dar dupa
reaparitia migcarii generalizate pentru privati-
zare din anii 1980 din Marea Britanis, a
devenit evident c& avea s8 urmeze la rand
actualul nostru sistern de invatamant.
Primejdia de a renunta la elementsle de cre-
ativitate i culturd si de a le inlocui cu un sis-
tem actionat de economie, prin prefuarea altor
caracteristici ale afacerilor, a fost (si ests incd)
ingrijoratoare.

Sigternul universitar din Marea Britanie de azi
rece prin schimbén masive datoritd faptulul
ca nu este capabil s3-5i cuantifice contributia
la sconomie. Lasand la o parte faptul ca
finantarea pentru disciplinele creative din
educatie scade pe an ce trece, este totusi
dificil & spunem ca institutile de educatie
creativa din Marea Britanie nu au inflorit in
ciuda acestei reducen a finantarilor publice.
Cragterea numdrului de studenti care participd
la educatia creativa s-a suprapus de asema-
nea, si nu & o coincidentd, cu expansiunea
rapidd a sectorului creativ din Marea Britanie.
Daca poate atinge aceste tinte data find pre-
slunea la care este supusé in prezent, imagi-
nati-vé ce ar putea face pentru economia,
daci i s-ar da ocazia.

Conceptul capital” este indecbste asociat cu
valoarea monetard. Totusi, sociologul,
antropologul i filosoful Piere Bourdieu a
inventat notiunea de .capital cultural” si prin
aceasta a exting capitalul dincoio de econo-
mic, plasiand o valoare vizibild pe culturd, care
poate fi evaluatd pe o scard.

Diagrama Spatiul politic are patnu sectiuni
care combing capitalul cultural ridicat si
scazut. Teoria |ui Bourdieu este interesanta
intrucat sugereazd ci prin atribute univer-
sitare, un student poate sa-si augmenteze
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capitalul cultural si astfel =3 fie la fel de  puter-
nic™ sau plin de succes”, in sens social, la fel
ca cineva cu un capital economic ridicat.
Presupunand cd guvernul ar putea folosi ter-
menul ,capital” in acest sens mal larg, n ter-
meni de aducatie creativd, unele dogme
guvernamentale ar putea avea sens. Cred ca
este o diagrama important, decarece nu
transforma cultura si creativitatea in elementul
magic, de neobtinut, de care este adesea
acuzatd, ¢l intr-o influentd reald asupra
socistitii. In aceeasi masurd in care capitalul
B00NOMIc poate constitul un avantaj siun
dezavantaj in societate (atit pentru individ, cat
si pentru natiune), capitalul cultural poate face
acelasi ucru.

Intr-c epocd de recesiune si prabusir ban-
care, guvernul britanic isi aloca insa finantarile
sdrace avand drept referintd criterii limitate,
orientate in jurul notiunii de venituri, produse si
marfuri / servicii cuantificabile. Rezultatul este
A unversititile au fost obligate de utilitatea
politica s8 se apene cu dovezi sub formd de
date si statistici despre modul in care
educalia creativé poate contribui la succesul
economic al {érii.

Maria Miller, fostul Secretar de Stat britanic
pentru culturd, a spus cancha despre culiura
5l creativitatea britanice (cd) sunt mai ciutate
acum decat niciodati... Ar trebui s fim ot
mai mandri s& folosim sigla »made in Britain=,
Lumea crede in mod evident ¢ este o marfa
care mentd i fie cumpératd”. Realitatea aste
A indivizil creativi din aceastd lume, fetele de
dincoko de fantasticul nostru capital cultural,
sunt cel care produc efectul real. lar acestia
sunt gamenil care nu sunt recunoscuti de
guvern. Tn consecintd, e clar ¢4 trebuie s4
producem o natiune de ganditon creathi, cei
capabili 58 produca idei, n opozitie cu
Jmarfa”. MU este vorba de a dezvolta o
meserie-chisey; & vorba de a construl pe o
mostenire extraordinara, dar combinand asta
CcU capacitatea noastra de a asuma riscuri
creatoare, Ar trebui 58 dezvoltam ocameni care
54 schimbe si 58 conducd industrile globale,
nu cameni care s& deving clone profesionale.

Indiferent de expansiunea studentilor in uni-
versititile politehnice, noi nu suntem o natie
di pameni vocationali. Mu ¢ ar fi ceva rdu in
cursurile vocationale, dar educatia creativd ar
trebui s& fie diferitd. La urma urmaelor, Marea
Britanie nu este o uzind unde se produc versi-
uni ale noastre din caoclin,

Din cauza dificultdti de a cuantifica valoarea
artelor, a bundstani, calitatea vielii, demnitatea
si angajamentul, creativitatea este pandita de
primejdia de a fi pur si simplu eliminata din
programa analitica britanicd, Desi sunt in curs
de eleborare mai multe studii importante,
chiar gi cu diagrama lui Bourdieu despre capi-
tal ca argument forte, in termeni de cifre si de
dovadi a succesulul, Miler are dreptate sa
spund ¢a valoarea culturii pentru societatea
noastré este incomensurabid”. Ea sa referd
desigur la date concrete si statisticl, dar asa
cum explici teoreticianul Max Fisher, axistd
un sentiment generalizat despre capitalism
cd este nu numai singund sistem politic g
economic viabil, dar si cé acum este imposibil
chiar si 58 ne imagindm o alternativa cosrenta
la apesta”. Fisher sugereazd cd noi continudm
un sistern deja stabilit $i doar usor modificat
pentru comoditate, deoareca nu putem sa
concepem o alternativa. Sistemul trebuie real-
mente restructurat total daca este sd ne
bucurdm pe deplin de tot ca are de oferit tara
noastrd, dar frustrarea de a avea de-a face cu
birocratii apare adesea, decarece ai ingisl nu
pot lua nicio decizie; Il se permite doar 58
facd apel la deciziile care au fost luate deja.
Ceea ce, In teorie, este chiar opusul a cesa
ce reprezintd noua industrie creativd, care
gandeste anticipat.

Extras din: Inarent ne-elic & nefunchional
AFACEREA QU EDUCATIA CREATIVA
Pentru & citi mai mut amail hello@abbieickress.couuk
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The Creative
Business

text by ABBIE VICKRESS

We are at a time when Uk creative education is
being potentialy threstenad over changes to
the cumiculum, changes to he structure and
changeas 1o the fee system. The changes
implemented bear an uncomiortable resem-
blance 1o that of a business structure,
Thesafore the need for institutions 1o deliver a
clzar answer to whether it is even possible to
run a creative education as a business oppo-
sed 1o a public senvice, and more 50 whether it
is deemed athical 1o do so, is greater than
ever. Briish education is consistently réirmen-
fing itseff, but this tima it appears that the LK
govemment are doing everything in iheir power
1o limit both the creativity and the education.

In the earhy 15960s only four per cent of school
leavers went into UK higher education, Art
schools wenz small and iberal commiunities,
which is very different from the expansive adu-
calion system today, Exactly fifty years ago, in
1863, the last review of UK higher education
took place; The Robbin's Report was a report
on Higher Education chaired by Lord Lionsl
Fabbins, British economist and haad of the
economics department at the London School
of Economics. |t suggested an abrupt expan-
sion of higher education institutions. Proposing
that “courses of higher education should be
available for all those who are qualified by aliity
and attainment o purses them and who wish
to do so,” nothing 1o do with your wealth ar
ciass ranking but purely on your capability to
thrive in theervironment, and your will to actu-
ally wanrt to be doing it. This was later coined
the Robbin's Principle. It also stated that the
educational msiitutions should have four main
chiectives: instruction in skills; the promation of
the general powers of the mind so as 1o pro-
duce nat mere specialists but rather cultivated
rmen and wamen; o maintain research in ba-
lance with teaching, since teaching should not
be separated from the advancement of leaming
and the saarch for truth; and 1o transmit a com-
rmon cullure and commaon standards of citizen-
ship." Although it locked lke & push for a com-
man cuthure and commaon standards of citizen-
ship, the realisation was that educating a large
amount of peopla is mare economically benefi-
cial to the country than educating an elte
inority.

Within five years of the Robbin's Report many
art schools, which had been proudly
autonomous for over fifty years, found fhem-
sehves being transformed into polytechnics, In
terms of creative education, the polytechnics
were designed with vocation in mind. They
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combined the ant schools broad basad training
in fiberal arts and craft with degign and techno-
logy. The report and polytechnics uitimatety ked
to the increasa in studants now in higher edu-
cation; the number of full-time university stu-
denis rose from 197,000 in the 1967 -68 aca-
dernic year 1o 217,000 in the academic year of
1873-T4. The expansion of art schools and
increased opportunitias in education were wel
received due to the employment prospects it
generated, but eventually causad problems and
challenges for the UK creative education sys-
tem, including overcrowding and poor student
to taacher ratios,

In the 1920s further sducation institutions wene
ramaved from local authority and became sub-
ject both fo 'market’ pressures and to govem:-
ment-imposed targets, These ‘refooms’ invari-
ably aim at making impossible what used 10 be
practicable (for the largest number), and making
profitabile (for the dominant oligarchy) what did
niot used to be so. The shift into a business
frame of mind ultimatety changed the prorities
of further education. Although there was always
a mathation to fusther advance leaming, i1 was
vital that these ‘businesses’ could generate
enough income to pay for all its outgaings.

In 2000 Tory Biair, the UK MNew-Labowr Prime
hinister at the time, infroduced the concept
that university could potentially be for every-
body. He suggested that the beliet in efism
and its monological, top-down model of culture
could be challenged and rejected in the name
of ‘difference’, diversity’ and ‘multiplicity.”
Atternpting to get 50% of school leavers into
universities acrass Britain, pushing the poly-
technic: transformations further, the divisie
binary systam was abolished delvering mass
higher education, stedent expansion and
widening panticipation from all classes and eth-
nic backarounds.,

Hidcdan behind the welfare state Blair put in
place, there were many attibutes that could
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easily be compared to mass-market con-
surmerism and in tum, comparing education to
business. The increase in the amount of stu-
dents paying tuition fees and interest on ther
loans to the govermment could be translated as
the purchase of goods and sendces in ever-
oreater amounts and economic policies placing
ermphasis on consumption. Overseas stedants
fraveling to the UK for its reputable schooling
could potentially translate as the exportation of
LK aducation or giobaiisation of Uk education.
it appeared that when opening the doors to
evenyona, the govemment soon realised how
much capital universities could gain,

The UK's education system has suffered
severa refomm since the coalition government
were elected in 2010, but the debale that realy
caught my attention was tha notion of privati-
sing previously pubic sector higher and further
education, and unning them as profitable
organisations. Before this, education was
adopting traits of business, but stll had the
growth and success of UK cullure as an incen-
tive for educating these students. This took
place during the Browne Review, the
Independent Review of Higher Education
Funding and Student Finance chaired by Lord
Brownea, which was sirilar o the Bobbin's
report but fifty years on. it reviewed the future
direction of higher education funding in
England. The government had not voiced such
dramatic transformations for public senvices
since UK Consenative leader of 1979 - 1530,
Margarat Thatcher's privatisation regime. But
after the L privatisation landslicde of the 1980s
resurfacing, it became apparent that our curent
education system would soon follow. The threat
of dropping elements of creathvity and culture
and raplacing it with an economy-fuelled sys-
fern, by pickirg up further charactenstics of
business, was (and still is} daunting.

Today the Uk's academic sector is undergoing
rassive change as a result of baing unabie to
track its contribution to the econcmy. The fun-
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ding set aside for creative subjects in education
is reducing every year, yet it is hard to angus
that UK creative education institutions have
failed to flowish daspite this reduction in public
funding. The escalation in the number of stu-
dents participating in an ans education at uni-
versity has massively enriched the UK society
regardiess of some of the side effects such as
staff to student ratios and limited resources and
facilies. The increase in crealive education stu-
dents has also, un-coincidantly, concided with
thes rapid expansion of the UK's creative sector.
So if it can achieve thase goals with the pres-
sura it's under at present, imagine what it could
do for the economy given the chance.

The term capital is usually associated with
rmonetary valua, However Fieme Bourdieu, soci-
ologist, anthropologist, and philosopher, coined
the teem culture capital and by doing so,
expanded capital to more than the economic,
and placed a visible value on culiure that can
be mapped on a scale,

The Poliical Space diagram shows four sec-
tions combming high and low economic and
cultural capital. Bourdieu's theory is interesting
as it suggests through academic attribules a
student can increasa ther cultural capital and
therefore be just as powerful’ or 'successiul' in
the social sense, as someona with a high eco-
nomic capital, Assuming that the govemment
could use the term capital in this broader
sensa, in terms of creative education, some of
their govemmental dogma might make sense. |
think it i an imporant diagram, as it does not
make culture and creativity out to be the magi-
cal, unobtainable slament that it is so often tar-
rished with, but a real nfluence to sockaty. Just
as economic capital can constitute an advan-
tage and disadvantage in society (both for an
imdividual and a naticn), cultural capital can to.

But in an age of recession and banking col-
lapse, tha UK govemment is allocating its
scarce funding by reference to limited criteria
orientated around the notion of outcomes,

products and quantifiable defiverables, This has
resulted in unhversities, being forced by political
axpediency, to protect themsetves with evi-
denca in the torm of data and statistics on how
creative education can coniribule to the eco
nomic success of the country.

Maria Miller, the previous UK Secretary of State
for Culture, once stated "Brifish culture and cre-
ativity are now more in demand than ever
before .., we should be increasingly proud 1o
usa the labal ‘'made in Britain'. The world clearly
thinks this is a commaodity worth buying into.”
The reality is that the creative indhiduals of this
world, the faces behind cur fantastic culture
capial are having the eal effect. And these are
the people who are not baing recognised by
govemment. And as a result, it is clear that we
neead 10 ba producing a nation of creative
thinkers, thosse able 10 produce ideas as
apposed 10 ‘commodities’. It's not about deve
loping clichéd craft, i's about building on an
exdracrdinary legacy, but combining that with
our abdty 10 take creative risks. We should be
developing people who will change and lead in
global industries, not peopie who will become
professicnal clonas. Regardisss of the student
expansion in pohtechnic universities, we ara
not a nation of vocational people. Mot that there
is arything wrong with vocational courses, bul
creative education should be differant, After all
the UK is not a factory tuming out glazed clay
china versions of cursshes,

Because of the difficuly of quantifying the value
of tha arts, welbeing, quality of We, dignity and
engagement, creativity is undear threat of baing
rermoved from the UK syllabus altogsther, Bven
though there arg several importart studies
underway, and even with Bourdieu's capital
diagram as a strong argurment, in feoms of
numbers and the proof of success Miller is right
in saying "culture’s vahes 1o our sockely i
immeasurable.” She of course means in terms
of hard data and statistics, but as theorist Mark
Fisher explains, there is a “widespread sense
that not only is capitaism the only viable politi-
cdl and economic systen, but also that it is
now impossible even to imagne a coherent
altamative 1o il Fisher is suggesting we are
camying on with a system akeady in place just
slightly madified for ease, because we can'l
comprenend an altemative, The system really
needs a complete overhaul if we are going to
miake the mast of what the country has to offer,
but the frustration of dealing with bursaucrats
often anses because they themsehes can
makea no decisions; they are only permitted 1o
refer o decisions that have abways already
been made. Which, in theory, is the very oppo-
site of what the new, forward thinking, creative
indusiry is about.

Extract from; inhanently Linathica! and’ Linvorkabie: THE
CREATVE EDUCATION BUSINESS
T read mong email hefio@abbienvichiess co.uk



Prolog

Aceasta esle versiunea regizorald™ a unui scenariu de performance g instalalie intitulat
WApartamentwl Decanului®, care a avut loc la Royal College of Art, in junie 2014, Pentru a-gi
transpune deci experienta pe hartie, autorii au pastrat scenanivl aga cum a fost el interpretat
onginal, cu includerea aditionald a unor note explicative acolo unde era necesar.

Introducand-o pe ,,Hattie”

text de SITCOM®

INT.- RECEPTIE DE HOTEL

Harriet s& apropie da grupul de vizttator,
finand o plangetd de scris 1 mand.

HARRIET

Bund, numeke meu este Hamet, dar puteli

s&3-mi Ziceti Hattie... (zambind) Toatd lumesa
imi spune de obicel asa.

HARRIET abserva grupul.

Elementul de performance a fost parte inte-
granta din conceptul de "show” din lucrare.
Mu doar pentru a demonstra productia din ce
in ce mai ridicold a institutilor de educatie ca
Royal College of Art, ci si pentru a sublinia
elementul de performance prezent in viata de
2 cu zi.

HARRIET (CONTINUARE)

OK, se pare ci voi urmati fa rdnd - suntem
fncantali 54 va facem aceastd prezentare azi.
Toatd lumea e gata? Bun, haideli sd va con-
duc pe toli fa §ft. Pe aici, va rog.

HARRIET deschide drumul spre lift. Apasa
pe buton, liftul s& deschide, iar HARRIET
gi grupul intrd in lift.

Hattie s-a adrasat fiscarui grup cu un tan de
intimitate diract, ceea ce |-a obligat pe fiecare
individ 58 intre Intr-un rol, Aceasta intrare in
roturi a simulat o constructie normativa de
asemenea naturd incat performance-ul si
instalatia s-au amestecat cu realitatea.

Prin aceasta, am sperat ca participantii vor
deveni constienti de acordul lor subconstient
de a adopta rolurile predeterminate, atribuite
lor de societate. Actul de conformare cu per-
formanece-ul intr-un mod descurajant de
neconditionat este o parte cruciald a ceea ce
doream sa reprezentam prin lucrarea noastra.

HARRIET (CONTINUARE)

Deci, mal intél poale ca ar rebul 54 va dau
tuturor o idee despre ce vom face noi azi, mal
exact, despre ce este vorba in Apartamentul
Decanului. Birow Decanulul dg la Scoala de
Comunicare este acum in curs de transfor-
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mare ntr-un hotel funclional. E vorba despre
pissa-fanion pentru profectul pifot care incear-
& 58 comumica vocea s mesaju de fa Royal
Coftege of Art; unul de ibertate, coeranfa, ino-
valie s mostenire. ldesa esle cd aceasla g o
pPlatforma care va aduce laolalts fiecare de-
partament din Roval Callege of Art, consoli-
cféind Colegiul in aceastd epoca de franzifie.

HARRIET si grupul ies din lift siincep sa
meargd pe condaor,

Printr-o intrephindeans de afacen condussd eco-
normic, care if promoveazd atal pe studenti
cétl 5 pe profesani din difertele departa-
maente. (MAl MULT)

HARRIET (CONTINUA)

Se pare cf existd un inferes tot mail mare de a
estompa granifele dintre business s timpul i-
ber, asadar apartamentul poate i un birou care
s& If inspire pe noil creativi, lucrdnile special rea-
lizate de arlistii 5i designeni in devenire sunf de
vinzare pentru cef care cofecioneazd, sunt
interesall sd inceapd o coleciie, sau doar vor
sd cumpere o lucrare dupd experienta de
virionare prvatd, Profifunle obfinute de fa
fiecare operd meng inapoi direct la scoald, pen-
tru finantarea camenilor, & departamentelor s a
intreq colegiulu, printr-un efect cictic.
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HARRIET se opreste la intrarea spre
Apartamentels Decanului si se intoarce spre
grup, ca sa le vorbeasca,

HARRIET (CONTINUARE)

Actuala expozitie de sférsit de an care se
desfdsoard la parter este o platfarmd pentru a
pung in valoare finerale talente, asa ca
aceastd oportunitale a fost o mare sansd de a
ne face o inavgurare soft, mal ales ci este in
prmul rénd penfru s proisctata de studenti,
(HARRIET scoate cheia)

Ok, hai 54 intrdm!

Cu o singurd migcare, HARRIET deschide uga
si intrd In Incapere, Grupul o urmeaza,

A fost esential sa includem un element de
distractie si umaor. "Show-ul® trebuia sa
epateze atat de mult incat sa provoace
participaraa, eclipsénd punctele de articulatie
cu realitatea si confruntand publicul cu o
situalie care era undeva intre o scend pe viu
si realitatea e viu,

Lucrarea s dorea accesibila tuturor genurilor
de public, folosind o experientd reciproc feri-
cité si satisficatoare din punct de vedera
estatic.

HARRIET (CONTINUARE]}



Dati-mi voie 53 va inménez fieciruia aceste
brosun. (HARRIET distribuie BROSURILE
grupului de vizitaton),

Ele contureazs conceplul de business, detali-
ard pincipalele trésatun als cameral s includ
un inventar al tuturor obisctalor, gravumor,
publicatiior si al mobierutui, Daca donfi infor-
mafl despre ofcare dintre aceste obiecte,
(HARRIET face un gest larg imprejunul
carnere)

artisti, designen si prefuri, puteli 58 le gdsili
acolo oncdnd, dar dacd avell intrebdr, v rog
sd mi le punefi in orice clipd.

Scopul nu ara doar de a sublinia ambivalenta
dintre fictiune si realitate, arta gi viatd, cideao
manifesta in fapt. Am ales 58 lasadm aceste am-
biguitafi s iasd la lumind prin interactiunea fizi-
ci a publicului cu spatiul. In loc 53 credm o
scend care ne-ar fi dictat opinia, rolul personal
al participantilor la experientd urma 54 le revele-
Ze propria pozitie si ogEnile proprii in societate.

HARRIET se retrage, in timp ce grupul se
miscd pnn incapere, Asteaptd un moment,
apol s intoarce in centrul camerst,

HARRIET (COMTINUARE)

Ok, deci majoritatea lucrurifor pe care le
vedoli au fost projactate special pentru
Apartamentul Decanului, dar unale obiecte
fuseserd defa fécute de studenli s au fost
colactate si redistnbuite in spafiu de nol i de
artighi ¢ da designer. Ok, 8 facem deci un tur
al incdpeni. Sunteli ber sa atingefi. 5&
deschicedl, 54 cercetall tot ce v atrage
privirea.

In timp ce grupul se uitd prin camera, Harriet ii
incurajsazd s4 scoatd oblecte de inventar,

Tonul lui Harriet a pastrat un nivel deconcer-
tant de profesionalist, pe masura ce prezenta
f&ra jend obiectivele mai strict monetare ale
camerel. Excesul & persistent de gestur per-
formative a servit 58 sublinisze conotatille
lucrani,

HARRIET (CONTINUARE)

Aceste lucrdn sunt special concepute de
tinere talente in pling ascensiune. Va ofernm
ocazia fantasticd de a le pri pantru prma
dat in exclusivitate, la pachet cu prima
optivne de achizifie.

Grupul continui =3 se uite prin camera.
HARRIET selecteazd citeva din punctele de
interes ale incaperi.

HARRIET (CONTINUARE)

Apartamentul doreste sd ofere un spatiuv pen-
tru initiative faniropice, pentre a expenmenta
modul in care donafile sunt fofosite fntr-un
scop nobil, Afdndu-se intr-o locatie de prim
rang din Londra, & oferd industriel turismului o
alternativi neorfodoxa fa nofiunea depasitd de
boutique hotel,

Dupd cum putafi vedea, cu suflul novator al

Royval College of Art, aceastd noud propunsre
de relaxare pune in luming afifmatia noastra
cheie cid ,RCA va modeleazs wata”™

Cum turdl se apropie de final, HARRIET
strénge grupul laclalta, inainte de a se
intoarce cu fata spre usa.

Prin schimburie fizice g mentale dintre Hattie,
privitor $ camerd, ideea a fost =8 fie atras gi
trezit publicul in egald masurd. Redecorarea
unui spatiu de atelier pentru a simula un apar-
tarment dintr-un boutique hotel de cinci stele
ar fi o tranzitie relativ facild a utilizari acestui
spatiu — la urma urmelor, un seniciu nu foarte
diferit de cel furnizat de Royal College of Art.
Exagerdnd dialogul si gesticulatia, dar
ramandnd fidell imbajului colegiului, am sperat
sd desteptdam publicul la aseméandrile pro-
funde dintre rolul studentului in cadnul ure
institutii de educatie $i rolul clientulu intr-un
hotel de cinci stele. La randul s, aceste
exagerdr subliniazd multitudinea de probleme
care dervd dintr-0 atare raalitate.

HARRIET [CONTINUARE)

V& multumesc tuturor cé aff venit, sper ¢ v-a
placut aceastd prima vizionare exclusivd 5 ci
aveli acum o idee despra magia Royal
College of Art.

Comunicat de presa

The Dean Suite / Aparfamentul Decanului
Stevens Building, Royal College of Art,
Kensington Gore, SW7 2EU, ShowRCA,
18-19 iunie 2014 (inchis pe 27 iunie)

Billie Muraben si Polly O'Flynn au instalat o
camers de hotel adiacenta Biroului Deca-
nului de la Scoala de Comunicars. Apar-
tamentul Decanuluf este un concept satiric
de business, care reprezintd ambivalenta lor
fata de educatia superioara, lumea artei si
industria timpului liber, mimand o groaza

comica in aceste contexte de adoptare uni-
varsala a luxului si comertului. Prezentat ca
un proiect pilot care comunicd mesajul
comun al Royal College of Art de | libertate,
coarentd, inovatie si mostenire,” Aparta-
mentul Decanului aduce laoclalta studenti din
toate sectiile Colegiului, intr-o colaborare
constructiv criticd, Muraben si O'Flynn
sperd sa comunice puterea relatiilor si a
colaborarii intre studenti si sa sublinieze
problemele inerente in branduirea unui astfel
de spatiu. O replica la limbajul, comporta-
mentale si ierarhiile instituite de actualul
Rector, Apartamentul Decanului este un
cocktail judicios: doua parti de comert,
doua parti de distractie, o dira de umor.
Apartamentul Decanului introduce un model
ipotetic de stringere de fonduri, care
functioneazd ca o economie interna, ciclica,
Invitatii platesc prin donatii, in functie de
donatia lor pot avea o implicare mai mare in
Colegiu, fie ca student, profesor sau

pentru accesul la ateliere de lucru sau alte
facilitatl. Apartamentul insusi aste finisat la
un standard care reflectd referintele lingvis-
tice gi stilistice care sunt coloana vertebrala
a proiectului, identitétile de brand ale
hotelurilor de lux. Facilitatile includ un pat
mare, facut la comanda, un dus uimitor cu
pardoseala de ceramica, spatiu de lucru,
locurni sigure de depozitare, un Ghid
Personal, activitdti de intretinere a conditie
fizice, si o varistate de optiuni de cina.
Apartamentul Decanului va gazdui partener
din industria (din Marea Britanie si din
strainatate), profesionisti din sectorul public
si lumea universitara, studenti, personal si
cursanti potentiali, absolventi $i reprezen-
tanti ai presei. Apartamentul va fi i un
spatiu pentru initiative filantropice, cum ar fi
Dezvoltarea Facultati, evenimente si
expozitii organizate de student;,

*Sitcom sunt Billie Muraben,

Pelly O'Flynn si Marie Matheron
Contact: sitcom_designé@gmail.com

21



Profogue:

This is a ‘directors cut’ of a scripted parformance and instaliation titled ‘The Dear Suite’ that
took place at The Royal College of Art, June 2014. So as to franslate the exparience to paper,
the author has kept the script as it was onginally performed, with the additional inclusion of

explanatory infegections where necessary.

Introducing ‘Hattie'.
ted bry SITCOM®

INT, - HOTEL RECEPTION

HARRIET approaches the group of visitors,
cliphoard in hand.

HARRIET

Hella, &0 my name is Hamat, but
feel free to call me Hattie... {smiling)
Everyone usualy does,

HARRIET sunveys the groun.

The performance element was integral to the
concept of the ‘show’ within the plece. Mot only
to dermongtrate tha increasingly farcical produc-
tion of educatonal institutions like The Royal
Coliegs of Art, but to highiight the element of
performance presant in everyday fife.

HARRIET (CONT DY

Hight, looks bka you are next on the four- we
ang so excited io be showing you round foday:
Is avaryboay ready? Good, et me show you all

up o the it This way ploase.

HARRIET leads therm towards the it She
prasses the bufon, the it opens, and HARRIET
and the group walk into the it

Hatfie addressad each group with a direct infi-
macy that forced each individual into a role-
play. This role-play simulated such a nomative
construct that the performance and installation
biurred with realty,

In doing 50, we hoped that the panicipant
wiould be made aware of their subconscious
agreemant {0 adopt the predetermined roles
prescibed to them by society. The act of com-
phying 1o performance with an unnenvingty
unguastioning mannar is a crucial part of what
Wi wira aiming to represent through our work.

HARRIET (CONTD)

S0, firstly maybe | should gve you allan
ovendew of whal exacty we are doing here
today, of what The Dean Suffe is about, The
School of Communication’s Dean's office 5
cumarily being transfonmed into a fully funchio-
ning holel. This is the showpiece for the pilot
schamea which Seexs [0 communicate the royal
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coliege of arls comman voice and message;
one of freedormn, coherance, innovation and
haertage, The idea is that this is 8 platforrn that
wall bang logether each schoal al the roval col-
lege of a1, consolidating the college in s time
of transitior.

HARRIET and the group get out of the It and
begin walking along the camidor,

Through a economically diven business ven-
ture, which both promotes students and fufors
in the vanous departmernts,

MORE)

HARRIET (CONTDY

Thara seems 1o be an incraasing inferest in the
bluming fnes between business and leisung, so
whilst this suite can provide an inspiing office
for the: naw creative, the bespoke work of up
&nd corming artists and designers ane for sale
for those colecting, inferested in stanting & ool-
lection or just wanling a ane up from the private
wiewr expanance, The mvofits made on each
piece go straigh! back intoe the school, funding
the individlals, the departments and the colege
a8 a whole in a cycilical effect.

HARRIET stops outsida the entrance fo the
Dean Suite and tums fo address the group.

HARRIET [CONTD)

arla britanicd /¥ brifish art

The cument degree show going on downstairs
is & platform to dispiay voung, emerging lakent,
so this opportunily was g great chance o have

our saft opaning, especialy snce this s first
and foramast far, and designed by the siu-
dernts,

(HARRIET gets her key out)

Ok g0 lets go inf

in one singlea motian, HARRIET apens the door
and moves into the room. The group follow
betind.

Including an element of entertainment and
humour was essential,

Tha ‘show’ needead 10 dazzle so brght | temp-
ted participation, bliinding the junciures of reality
and confronting the audience with a situation
that was somewhere batween a live st and
v retty.

The work aimed to be acoessible across &l
audiences, by using a mutually jouul and aes-
thetically satistactony expenence.

HARRIET (CONTLY

Solet me give your each one of these
brochures.

{HARRIET hands Brochures out 1o the group of
wvistors,)

These outing the busingss concent, major fes-
tures of the room and includes an inventony of



alf the objects, prints, publications and fumri-
shings. I you need reminding of any of the
tems, (HARRIET gesturing around the room)
artists, designers and pricing you can refer fo
that af ary time, but if you have any questions
please feal free to ask me art any ooint.,

The aim wasn't just to highlight the amblalence
between fiction and reality, art and ie, but to
actualy manifest it. We chose 1o allow these
ambiguities to come to light through the audi-
ence’s physical imteraction with the space,
Rather than creating a set that would dictate
aur opinion, the personal role of the individuals
within the expanence would reveal to them their
own pasition and opinions in society.

HARRIET moves back, while the group iooks
around. She waits for a moment then comes
back info the cantre of the rogm.

HARRIET (CONT'DY

Ok so most of the things you see were specil-
caly designed and made for The Dean Suifs,
but some obfects had aleady been made by
the sfudents and were coliecled and ne-aporo-
prigted to the space by us and the artists and
designens, Ok, s0 lets have a look around the
roarm. Feel free lo louch, open, investigate any-
thing that catches your eyve.

As the group looxs around the roam, Hamet
encourages them to get oul imentoly.

Hattie's tone maintained a disconcerting level of
leami professionalism as she shamelessly intro-
duced the cruder monetary abjactives of the
roam. Her persistent overusa of performative
gestures served to heighten the connatations of

HARRIET (CONTDY

These are bespoke pieces of wark from fresh
and emerging talent. We are offering the fantas-
tic: oppartuniy of an exclusive first look, along
witfr & first buy option.

The group continue (o fook arownd the room.
HARRIET selects a few of the room’s highlights.

HARRIET (CONT'D)

The suife aims fo offer a space for phianthhopic
intiatives to expenence a sense of how thair
donations are baing put to good use, Being in
such a prirne London location, it offers the
Iourism industrny & quiky attermative (o the tred
nation of the boutique hotel.

As you can ses, with the innovative soul of the
Roval College of an, this new lelsure proposal
biings fo hght our core affiration of The ACA
designs your life"

Asg the four comes fo an end, HARRIET rounds
the group up, before tuning to face the door,

Through the physical and mental exchanges
made betwean Hattia, the viewer and the room,

the aim was to both draw in and wake up the
aucience.

Redesigning a studio space to simulate a suite
at a five star boutigue hotel would be a relative-
by easy transition of use — after all, a servica not
that far removed from that provided by The
Royal College of At. By exaggerating dialogus
and gesticulation whist remaining tnue to the
language of the collegs, we hoped to awaken
the: audience to the profound similarities
between the role of the student within an edu-
cational Institution and the role of a customer in
a five star hotel. This in tum highlights tha miulti-
tude of problems that come with such a reality.

HARRIET (CONTD)

Thank you &l for coming, | hope you have
enjoyed this exclusive first ook and really gof a
sense of the magic of the Royal College of AT,

Prass Release

The Dean Suite

Stevens Building, Royal College of Art,
Kensington Gore, SW7 2EU ShowRCA,
18th — 20th June 2014 (closed 27th June).

Billie Muraben and Polly O'Flynn have
installed a hotel room adjacent to the School
of Cormmunication’s Dean's Office. The Dean
Suite is a satirical business concept which
represents their ambivalence towards higher
education, the art world and the leisure indus-
try; and entertains the comic homor in these
contexts universal adoption of luxury and
commerce. Presented as a pllot scheme

communicating the Royal College of Art's
common message of ‘freedom, coherence,
innovation and heritage,” The Dean Suite
brings together students from across the
Callege in a constructively critical collabora-
tion.

Muraben and O'Flynn hope to communicate
the strength of relationships and collaboration
between students and to highlight the inhe-
rent problems in branding such a space. A
response to the language, behaviours and
hiararchies put in place by the current Rector,
The Dean Suite is a judicious cocktail: two
parts commerce, two parts entertainment,
one part horrar, a dash of hurmour.

The Dean Suite introduces a hypothetical
fundraising model which functions as an inte-
ricr, cyclical economy. Guests pay by dona-
tion, and according to their donation can have
increasing invalvement in the College, be that
as a student, tutor, of for access to work-
shops and other facilities...

The Suite itself is finished to a standard which
reflects the linguistic and stylistic references
that form the backbone of the project; the
brand identities of luxury lifestyle hotels.
Facilities include a bespoke, king-size bed,
stunning ceramic-tiled shower, practical in-
room workspace, secure storage, a Personal
Host, weliness activities, and a variety of
dining aptions.

The Dean Suite will host industry partners
{from the UK and Intermationally), professio-
nals from the public sector and academia,
students, staff and potential applicants, alum-
ni and media. The Suite will also be a space
for philanthropic inifiatives including, Faculty
Development, student-led events and
exhibations.

Sitcorn is Bilie Muraben,
Palty O'Flynn and Marie Matheron
Contact: sitcom.design@gmail.com



