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ANY ACT OF 
SPECULATION, 
HOPE, 
PLANNING, 
CREATIVITY,
PUBLISHING, 
EXHIBITION, 
DREAMING, ETC. 

IS A PRO-SPECTUS.
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Despite its highly com
posed and subtly tuned character, this book, 

titled PRO
SPEC

TUS, provides an eclectic and to a degree random
 

m
ix of m

aterials relating to academ
ies and factories, institutions on the 

m
ove, perfect structures, sites of artistic practice, and pedagogical 

system
s. The publication has prim

arily developed out of the activities 
and processes surrounding ARTSC

H
O

O
L/UK, w

hich began its ex-
pansive studies and counter-studies in 2010. In PRO

SPEC
TUS, them

es 
such as Secondary N

etw
orks, Extra-institutional fram

ew
ork, M

obilise! 
/ N

eighbourhood, Debts, Sham
anism

, Rigid System
s, C

om
m

unity / 
O

pen Source / H
istories, N

on-plan, Study: C
entres and Peripheries, 

and Architecture, becom
e the condition for textual and visual layering, 

and a structural device. It is here w
here a com

m
on desire for the yet to 

com
e is revealed in the gaps betw

een the individual elem
ents of this 

book, as it is in the events and encounters through the unfolding of the 
art school. And w

hile the book, of course, aim
s at expressing collective 

authorship and the m
ultitude, it insists on singular voices and figures, 

less anonym
ous than perhaps expected.

Shifting betw
een past events, curiosities and speculative thought, proposal 

type texts, in/form
al conversations and idle talk, PRO

SPEC
TUS w

orks 
w

ith a tem
porality that positions its m

aterial sim
ultaneously in the 

present and in the future, as m
anual, users guide, archive, and m

anifesto. 
H

ence the reading of this book can be done in m
any w

ays: as a brief 
statem

ent and sem
i-fictional account of learning, as a scripted piece 

of paperw
ork, as a spatially organised account of w

hat is m
issing in 

established, norm
ative know

ledge production system
s, as a ground for 

com
m

on action.    

The loose, perform
ative and instructive nature of this piece of printed 

m
atter affirm

s the com
plexities inherent in deschooling system

s co-produced 
by forces of technologies, and potentially m

erging scientific, artistic and 
architectural territorialities. It also reveals the desire for displacem

ent, 
readaption, taking ow

nership—
ow

ning a voice and distributing it—
in critical discourse and social collectivity.

Verina G
fader &

 John Reardon



Matthew Stadler 
Pure Surface: 

Red76 and Ghosttown*1

* ‘Pure Surface’ is a reworking of an essay 
called ‘Depth Perception’ that appeared 
in Artforum in March, 2006. I have always 
wanted to restore certain changes I made to 
the text too late for them to be reflected in the 
Artforum version, including a change in title that 
nominally links the essay to an earlier piece by 
Lisa Robertson. 

Notes, comments by Verina Gfader
(November, 2012)

1 Matthew, John and I have been discussing 
your text as a sort of intro to the artschool/uk 
publication, which is titled PROSPECTUS. As 
you initially developed this essay for or within 
another context, it would be good to have 
one or two paragraphs at the beginning that 
describes this process, and places the repub-
lished essay correctly in the new context. 
It may be good or essential to rethink the title 
in this respect too.

Let’s discuss Ghosttown, a month-long work by the artist collective, 
Red76, carried out in Portland, Oregon, in February, 2006.2 For 
Ghosttown, Red76, which in this instance meant Sam Gould and Khris 
Soden, prevailed upon a half-dozen friends to loan them the modest 
resources needed for a month-long cluster of “art events,” scattered 
around Portland. Announced in a widely-distributed, newsprint circular, the 
events included a “potluck restaurant” where strangers served strangers 
seven hundred meals, a storefront “clothing exchange and welcome 
center” where several hundred garments, and the stories they carried, 
were swapped, evening jukebox programmes at unsuspecting3 local 
bars, home dinners open to the public, movie “festivals” in people’s 
living rooms, and more, all of it borrowed or freely given.

Ghosttown was typical of Red76. They have enabled similar exchanges 
through projects like “dim sum” (a show-and-tell buffet of in-progress 
artwork served with a sit-down breakfast), “Little Cities” (cut-and-paste 
parties to make model cities), and “Laundry Lectures” (talks given at 
Laundromats) both inside and outside art institutions in North America and 
Europe, including The Drawing Center (New York), Southern Exposure 
(San Francisco), the Autonomous Cultural Center (Weimar, Germany), 
Manifesta 8 (Murcia, Spain), MASS MoCA (North Adams, Massachusetts), 
and Stacion – Center for Contemporary Art (Prishtina, Kosovo).

Ghosttown was at once hugely ambitious and very low-key.4 If only 
a few people showed up for an event it didn’t matter; Sam and Khris 
were psyched. When someone had no dish for the potluck, they still 
ate. Ditto at the store: You could get what you wanted with a promise, 
though no one would ever take your money. Sam said Ghosttown was 
art, Khris said it wasn’t. This ease with the malleability of form,5 the 
contingency of relations—some would say “winging it”—had its material 
corollary in the disposable news circular and the scattered detritus of 
the project: cardboard clothing tags; dinner sign-up sheets penned 
directly on sheetrock at the store; Xeroxed hand-scrawled flyers for the 
jukebox play lists. Red76 used whatever was abundant or near-at-hand. 
This deft material choice gave a hum of lightness and optimism to the 
whole project, a take-it-for-granted sense of abundance and possibility 
that disabled any programmatic readings of the work as a site of struggle, 
whether social, political, or artistic.
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Such ease
6 can also be read as shallow

ness, or a failure to engage 
either politics or art history, a charge I have seen levelled at m

ost of the 
art that interests m

e. But lack of depth is also this w
ork’s greatest accom

-
plishm

ent. G
hosttow

n w
as a rigorously attenuated enactm

ent of surface, 
one that produced a particular political and aesthetic space quite unlike 
that w

hich w
e arrive at through digging deeper. Red76 evacuated depth 

by becom
ing dauntingly present on the surface. This strange effect—

in w
hich 

old hierarchies of m
eaning, hallm

arks of m
odernism

 such as irony, re-
pression, revelation, and subtext, are rendered nonsensical—

m
arked 

every interaction. The face of G
hosttow

n w
ore a benign, foolish 

sm
ile, bright eyes, the blank stare of the fully evolved hippie. Anyone 

w
ho looked behind it or beyond it w

as m
issing the point. To stand in 

the w
arm

th of this regard w
as to becom

e, de facto, aw
esom

e. 7

The high-w
ire act of becom

ing the engine of such a redem
ptive gaze 

is ultim
ately m

uch m
ore than either a politics or an aesthetics; 8 it is a 

m
etaphysics, a com

m
itm

ent to skate eternally on a surface of im
m

ediate 
presence because that is w

here w
e are, together, and it is really real 

and really really great here right now
. 9 

The ascendancy of surface and com
plete unintelligibility of depth goes 

som
e w

ay tow
ard explaining w

hy art practices, once com
fortably 

confined by conceptual and form
al boundaries—

including, crucially, 
the authority of the artist (the better to channel the artist’s m

eanings up-
w

ard to the critics and curators w
ho could view

 them
 from

 on high, or 
dow

nw
ard into the pleasing shadow

 land of the artist’s psyche)—
now

 
spread ravenously outw

ard, indifferent to biography or locale, staging 
them

selves serially across a vast horizontal plane of interchangeable 
actors and opportunities: the m

useum
, a storefront, your bedroom

, online, 
a scrap of paper. 10 All blossom

 as sites of m
eaning w

hen the artist 
arrives, bringing his beam

ing face w
ith him

. These actions leave little 
trace and have generated corresponding crises in the discourse around 
them

, w
hich is to say art criticism

.

W
riter C

laire Bishop nicely described one such crisis in her essay 
‘The Social Turn: C

ollaboration and its Discontents’ (first published in 
Artforum

, February, 2006). Aw
ash in a sea of socially-based projects, 

sim
ilar to G

hosttow
n, about w

hich critics w
ere either silent or sharply divided, 

Bishop asked, “Is there ground on w
hich the tw

o sides can m
eet?” That 

ground, she suggests, is the proper dom
ain of art criticism

. But art criticism
 

N
otes continued

2 To m
e your text relates in interesting w

ays to w
hat 

w
e are trying to do form

ally and conceptually 
w

ith the printed publication, “developing from
 the 

activities and processes surrounding and establishing 
artschool/uk based in London. Them

es include 
Secondary N

etw
orks, Extra-institutional fram

ew
ork, 

M
obilise! / N

eighbourhood, Debts, Sham
anism

, 
C

om
m

unity-O
pen Source-H

istories, am
ong others. 

The publication is organised around extracts, 
supplem

entary m
aterial, and notes that em

erged 
w

ith and as a result of artschool/uk 2010. The 
notes are notations supporting, enveloping the 
book. The notes becom

e the book. By system
ati-

cally avoiding to use the m
ain or com

plete texts, 
e.g. full transcriptions of conversations that took 
place, the selected m

aterial highlights som
ething 

additional to the m
ain place/event/discourse; 

som
ething that happens aside, som

ething possibly 
overlooked, som

ething sm
all.”

In a w
ay one could think about foot- or endnotes 

as ‘depth’ of a text or book, or vice versa…
 notes 

as the very surface. The linguistic reference to 
horizontality (you talk about the “ascendency of the 
horizontal”) is interesting in the sense of playing 
w

ith space, the space of book, printed m
atter, text, 

thought, FO
RM

AT. 

In a subtle w
ay, a second link to ‘ghost tow

n’ is 
its relation to tim

e, the past, the possibility of it 
being or becom

ing a phantom
, but there’s also a 

reference to Sci-fi. John and I have been talking 
about the nature of PRO

SPEC
TUS as being both a 

docum
ent and a sort of projection into the future.

The Red76 w
ork, including G

hosttow
n, should 

be m
ore one exam

ple am
ong other practices 

that w
ork sim

ilarly. Please keep the focus on 
the ideas as such – referring m

ore explicitly to 
artschool/uk, alternative art schools and form

s of 
radical pedagogy.

3 W
hat do you m

ean by “unsuspecting,” “unsus-
pecting local bars”?

4 “…
 hugely am

bitious [In w
hat sense?] and very 

low
-key [...].” 

5 “…
 the m

alleability of [W
hat form

 an art event 
can take?], the contingency…

“

6 Ease w
ith w

hat precisely?

7 N
ice paragraph/proposition. C

an you add 
one or tw

o sentences here in how
 this relates to 

the artschool/uk; w
hatever you know

 about it, 
referring to the m

aterial John has sent you?

8 “Redem
ptive gaze” sounds quite interesting, w

hat 
exactly do you m

ean by this? W
hat redem

ption?

9 Again, very nice. Perhaps you can link this actual 
presence, the being here just right now

, w
ith the 

artschool/uk publication and this intro – reading 
this intro becom

ing a lapse forw
ards.

10 Very long sentence, can you split this into tw
o 

shorter ones?

11 For Docum
enta?

12 …
 initiated in Los Angeles in 2007. 

13 Your w
ay of w

riting is interesting and tw
o-fold to 

a degree; a kind of balance or conflict betw
een 

long, convoluted sentences and very straight forw
ard 

statem
ents. O

ne w
onders if that strategically 

reaffirm
s the topic and form

atting of surface/depth. 
O

r w
hat w

ould happen (to reading experience 
and m

eaning) if the text w
ould overall be very very 

straight forw
ard? Fold of text.

14 N
ice idea, I am

 still not sure w
hat you m

ean 
w

ith “enacting a shadow
 play of rom

antic heroism
,” 

em
phasis on shadow

 play. Since our last m
ail-

text exchange you’ve added som
e m

ore bits on 
the hero.

15 There’s also the death of the author, Roland 
Barthes…

 m
ultiplicity of w

riting and reading.
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O
RK needs an artist to talk about. So, what to do with work that, as Bishop 

puts it, is “based on an ethics of authorial renunciation?”

One such project, praised by curator Maria Lind, is Istanbul-based 
Oda Projesi’s neighbourhood picnics. Bishop describes the picnics as 
“reducing [Oda Projesi’s] authorial status to a minimum.” She compares 
their “aesthetic thinness” to the greater “conceptual density” of Thomas 
Hirschhorn’s collaborative Bataille Monument (2002), which he carried 
out in the Turkish communities of Kassel.11 Hirschhorn’s robust assertion 
of his own authorship, in part through bringing a raft of materials—texts, 
working documents, objects and evidence of Hirschhorn’s hand—into 
the mix, gave the work Bishop’s desired density.

Bishop is not alone in her preference for unambiguous authorship and 
the depth it can provide. Artists such as Hirschhorn, Phil Collins, or 
Artur Zmijewski (all praised in Bishop’s essay) attend assiduously to the 
maintenance of their authority, providing texts and material evidence 
of their hand that assures the work a certain conceptual depth. More 
interesting, even collectives that implicitly or explicitly critique the notion 
of individual authorship (groups like 16Beaver in New York, The Public 
School,12 or London’s University for Strategic Optimism) will assemble 
great heaps of textual materials—archives, catalogues, books, whole 
libraries—to restore depth to the thin surface of social interaction 
comprising their work.

But Red76 or Learning to Love You More (a collaborative project of 
Harrell Fletcher and Miranda July), or One Pot (a ravenously expansive 
food and table project based in Seattle, Washington)—artists who, with 
the exception of Fletcher, have little or no formal training—tend not to 
add depth but, instead, obsessively broaden their reach.13 Critics com-
pensate by restoring depth to the image of the artist and then enacting 
a shadow play of romantic heroism14 that concentrates meaning in the 
shell of these artists’ sensibilities and inner lives, which are then targeted 
as sites of critique. 

Criticism, here, is a step behind, searching for that familiar target art 
has offered up since the 19th Century: the heroically authoring artist. 
In need of depth, Bishop scolds artists for losing interest in it. Rather than 
scolding the artist for evolving, maybe we can look to the new architecture 
of these practices to find models for the critic’s continued relevance. 
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G
hosttow

n w
as interesting because it failed to engage Bishop’s dichot-

om
y at all. N

either did it assert broad authoring pow
ers, nor w

as it 
“based on an ethics of authorial renunciation.” Far m

ore interesting, 
it w

as indifferent to that struggle. 

H
ow

 to sort out the am
biguity of authorship in projects that enlist the creative 

energies of non-artists under the unifying banner of a single nam
e? It 

is foolish to propose an equivalence betw
een artists and the com

m
unity 

they w
ork w

ith, w
here no such equivalence exists. Authorship is never 

a fact; it is politics, a negotiation of pow
er. And so, w

hile it m
ight be 

progressive politics to m
ap this ecology as rigorously as possible and 

give nam
es and credit to everyone involved, it is som

etim
es pragm

atic 
to draw

 the line sharply and claim
 sole authorship. N

either of these 
strategies is any m

ore virtuous than the other, but both presum
e that the 

dram
a of authorship is an interesting one, the consequences of w

hich 
are at least desirable enough to fight over. In this they exist w

ell w
ithin 

the norm
ative strategies of contem

porary art, as Bishop understands it. 15 

But there are other positions, including that of Red76 or the dead 
rock star w

ho kept shifting the spelling of his nam
e from

 Kurt to Kurdt 
to, beautifully, C

urddt. These are not pseudonym
s. They, and such 

related nom
inal acts as the “M

useum
 of Jurassic Technology,” “Ethyl 

Eichelberger,” “H
akim

 Bey,” and “The M
O

ST,” are m
ore akin to drag 

acts, w
herein the proposition is sufficient in itself, a m

om
ent w

hen you 
becom

e, as dram
atist and drag actor C

harles Ludlum
16 said, “a living 

m
ockery of your ow

n ideals,” adding, “if not, you’ve set your ideals too 
low

.” (O
da Projesi is likely not am

ong these; their nam
e literally m

eans 
“Project Room

,” w
hich is w

hat the three founding artists, Ö
zge Açıkkol, 

G
ünes Savas, and Seçil Yersel, shared.)

Such nom
inal propositions are unw

ieldy and do not yield clear narratives 
of authorship. They play out contingently in the realm

 that Portuguese 
poet Fernando Pessoa called the dram

a em
 gente, the dram

a of people—
that negotiated, decentered social space

17 that, not coincidentally, is 
the very sam

e one w
ithin w

hich projects like G
hosttow

n are enacted. 
Red76 m

ight arrive at the table w
here dinner has been served, bringing 

art to the potluck. But w
hose dinner is it? The dram

a em
 gente has no 

single director. Sim
ilarly, a poem

 m
ight com

e from
 Pessoa, but its m

eanings 
w

ait on the reader. Further, the poem
’s authorship exists outside of Pessoa, 

a faith he enacted by giving different nam
es (w

hat he called “heteronym
s”) 

16

GREAT HEAPS OF 
TEXTUAL MATERIALS—
ARCHIVES, CATALOGUES, 
BOOKS, WHOLE 

LIBRARIES—
TO RESTORE DEPTH 
TO THE THIN SURFACE 
OF SOCIAL
INTERACTION



to different acts of authorship. Pessoa w
rote under at least 70 hetero-

nym
s, including four separate m

ajor bodies of w
ork he com

posed as 
Ricardo Reis, Álvaro de C

am
pos, Fernando Pessoa, and “their m

aster,” 
Alberto C

aeiro.

Pessoa’s heteronym
s destabilise the heroic dram

a of authorship. They 
are not pseudonym

s (literally, “false nam
es”) but identify an autonom

ous, 
authoring m

ind. H
eteronym

s cannot be resolved the w
ay pseudonym

s can, 
as further evidence of the author’s potency. W

hen M
arcel Ducham

p 
reveals the “true” identity of Rrose Sélavy, Ducham

p’s star rises. N
ot so 

w
ith heteronym

s. H
eteronym

s m
uddle the field w

ith paradox. For Kurt 
C

obain to insist on “C
urddt” w

as to oblige those w
ho w

ould venerate 
him

 to also obscure him
 beneath an error. Today’s m

ost interesting social 
practices 18 em

ploy the Pessoan heteronym
 and abjure the pseudonym

. 
And the heteronym

 renders Bishop’s com
plaint irrelevant. The heteronym

 
propagates itself by repetition, error, and profligate nam

ing, w
hile never 

constructing the architecture of concealm
ent or revelation. 19 It is not a 

liar so m
uch as it is a lie. But art history prefers a liar to a lie.

Beyond that, G
hosttow

n opened a second rupture in the dram
a of 

authorship, one that stem
m

ed from
 the everydayness of their exchanges. 

Their theater of redem
ptive good tim

es thrived am
ong the m

ost com
m

on 
and w

idespread activities. And so, cooking and eating a m
eal, or 

sw
apping clothes, or sharing tim

e at a m
ovie or at a bar, becam

e 
“their w

ork.” The m
ore ingenious Red76 got at integrating their art 

into the varied terrain of the social, the less and less obvious w
ere any 

“ruptures” or “transform
ations” that could be easily accounted for 

and credited to them
. The m

ost perfect dinner party at G
hosttow

n 
w

ould be the one that transpired w
ithout the host ever know

ing it 
w

as an art project. 20

Yet G
hosttow

n w
as an art project, very m

uch like earlier ones by 
G

roup M
aterial (The People’s C

hoice, 1981) or m
ore saliently, H

arrell 
Fletcher, the Portland-based artist w

ho brought neighbourhood garage 
sales into a borrow

ed storefront and asked the people running them
 to 

w
rite stories out on the price tags. W

hat sort of claim
 should Red76 

m
ake for borrow

ing from
 a H

arrell Fletcher project that, in the first 
place, w

as borrow
ed from

 G
roup M

aterial and cobbled together out 
of the preexisting im

pulses and actions of his neighbours? This is not a 
question about ethics. The neighbours could care less. Artists and arts 

18
19

institutions, on the other hand, care deeply about authorship and so this 
is a question about the term

s of m
eaning and value in art. H

ow
 do w

e 
trace the lineage of these ideas and locate them

 m
eaningfully in relation 

to others? C
laire Bishop hopes that the artist w

ill solve the problem
 by 

laying claim
 clearly to authorship. But, som

ehow
, for som

e reason, 
artists disregard her needs.

Red76’s general indifference to accountability or form
alisation poses a 

final affront to the needs of art discourse. C
ontent to occupy the present 

properly, G
hosttow

n took little care to honour art history or m
ake plans 

for its future. N
o doubt, the seductions of the art m

arket w
ill continue 

eliciting any trace of authorship—
and its lucrative evidence locker of 

supporting m
aterials—

that it can from
 these practices. And so w

e w
ill 

see gallery show
s of artifacts: left-over signage, fram

ed karaoke set 
lists, retroactively signed or editioned new

sprint circulars. 21 But I hope 
that the prim

acy of this residue w
ill recede as artists becom

e m
ore 

confident of their ow
n priorities and values. C

ertainly m
aterials w

ill 
rem

ain instrum
ental; but their presence in relation to the w

ork of art w
ill 

be recast as one of m
any textures com

prising an infinitely varied terrain, 
rather than as a vault in w

hich all m
eanings and value are stored.

The ascendency of the horizontal—
and note the absurd paradox of this 

form
ulation—

is a turn that com
pletely changes the possibilities and conduct 

of m
eaningful artistic practice. If w

e are w
itnessing a repudiation of 

depth and verticality as viable m
odes of thought or being, this m

arks an 
im

portant shift in the history of art, a turn w
ith enorm

ous political and artistic 
im

plications. G
hosttow

n’s indifference to struggle or the enactm
ent of 

political and aesthetic depth suggests that this is, in fact, the new
 terrain 

w
e are faced w

ith. 22



16 W
ho is he? A

 w
riter? W

here does he say that?

17 That’s interesting – reference to dram
a and 

decentered social space, particularly w
here som

e 
dram

atic spacing m
ight or m

ight not com
e into 

being. (Spatial com
ponents of the poem

.)

18 …
, including…

 [m
ention one or tw

o]

19 That’s interesting you talk about a certain archi-
tecture here: dram

a-poem
-architecture.

20 Very nice.

21 There’s also a fantasy of a ‘total archive’ (desire 
for totality) especially in w

estern culture, as 
opposed to the east.

22 Very interesting. I w
onder, as you have initially 

w
ritten this text in 2006, are there any new

 
insights? Is that im

portant? In case w
e include your 

text precisely as this rew
ritten docum

ent, w
hat is 

its relation to the artschool/uk publication? 

20

AUTHORSHIP 
IS NEVER A FACT; 

IT IS POLITICS, 
A NEGOTIATION 
OF POWER.



O
liver Klim

pel (Leipzig), w
ho designed the poster for ARTSC

H
O

O
L/UK, 

talks to M
ichael C

raig-M
artin (London) via Skype. Instead of joining the 

debate in person, Klim
pel w

as still in Leipzig due to flight cancellations 
follow

ing the eruption of the Icelandic volcano Eyjafjallajökull, w
hich 

caused enorm
ous disruption to air travel across w

estern and northern 
Europe over an initial period of six days in April 2010.

April 19, 2010 (Day 13 of the art school)
Participants: art school com

m
unity and special guests.

* M
yatt’s Fields Park is a unique exam

ple of a sur-
viving sm

all-scale Victorian urban park. O
riginally 

form
ed from

 14½
 acres of land belonging to the 

M
inet Estate on the Cam

berw
ell/Lam

beth borders, 
the Park w

as designed from
 the start to com

bine 
space for recreation w

ith ornam
ental horticulture. 

It w
as opened to the public on M

ay 28, 1889. The 
M

inet fam
ily had donated the land to the M

etropolitan 
Board of W

orks (later the London County Council) for 
use as a public park on the understanding that the 
donor rem

ains anonym
ous. The Park, nam

ed after 
the m

arket gardener w
ho previously tenanted the 

land, Joseph M
yatt, w

as laid out by the M
etro-

politan Public G
ardens A

ssociation w
ith a grant 

from
 the Lord M

ayor’s Fund for the Unem
ployed. 

It w
as designed by the M

PG
A’s designer, Fanny 

Rollo W
ilkinson, Britain’s first professional w

om
an 

landscape gardener. 
w

w
w.m

yattsfieldspark.info/extended-history.htm
l

CO
M

M
UN

ITY

(Com
m

unity • A
rchitectural Design • Education)

M
ichael Craig-M

artin: W
hen I taught at G

oldsm
iths in London during the 

1980s, there w
as a short period of m

aybe 8 years w
hen the college 

w
as housed in a building near M

yatt’s Fields* in C
am

berw
ell. And the 

people w
ho I am

 m
ost associated w

ith – Dam
ien H

irst, G
ary H

um
e, 

Sarah Lucas and Liam
 G

illick – w
ere all students in that building. It 

w
as like a hot house w

ith an unbelievably intense sense of com
m

unity, 
and I loved it. But then the school m

oved back to N
ew

 C
ross, and the 

w
hole university thing cam

e in and that sense of com
m

unity dissolved. 
And w

hen the com
m

unity dissolves the intensity goes. So I com
pletely 

believe in the idea that you need a unit size that can becom
e a com

-
m

unity. It’s hard to m
ake a com

m
unity... I think I played a role in w

hat 
happened there, I didn’t invent it, if I could invent it, I w

ould invent it 
m

any tim
es over, and I couldn’t do that. But there is no doubt that you 

can create circum
stances w

here certain things can happen. That you 
can definitely do. And then you just have to see if it happens.

(Com
m

unity • Shared Values)
M

C-M
: I taught in several art schools, and I noticed of the students I 

taught, the best w
ere nearly alw

ays the students on probation, nearly 
alw

ays the students about to be throw
n out.

(A
rt &

 Education)
M

C-M
: In m

ost subjects you start w
ith sim

ple things in order to m
ove on 

to m
ore com

plicated things. W
ith art that’s not true. As soon as you start 

to m
ake your ow

n w
ork, you’re in the deep end.

(Leaving A
rt School as a G

roup)
M

C
-M

: These students (early G
oldsm

iths com
m

unity, H
irst, etc.) 

w
ere very lucky; because w

hen they left school they left as a group. 
A

ll the friendships and alliances had been forged in the school. All of 
them

 supported one another and w
ent to one another’s openings. They 

w
ere just fantastic as a group. This is very unusual. So w

hat happened 
for one of them

 happened for ten of them
. W

hat happened for ten of 
them

 happened for tw
enty. And the principal person w

ho m
ade that 

happen w
as Dam

ien.
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WHEN THE 
COMMUNITY
DISSOLVES 
THE INTENSITY 
GOES

(Education and the W
orld)

M
C-M

: O
ur idea w

as of G
oldsm

iths being a passage, not an aim
. 

A
nd that being a good artist w

as m
uch m

ore im
portant than being 

a good student.

M
C-M

: People im
agined that w

e taught a kind of careerism
. This is a 

joke, there w
as no career, and there w

as no art w
orld in England in 

the 1980s. M
y aim

 w
as to support and push the students to survive for 

a year and still be artists. That w
as w

hat everybody felt and thought 
about. The idea of becom

ing rich and fam
ous w

as not on the cards, it 
w

asn’t a reality for m
e, let alone for them

. H
ow

 could I give it to them
, if I 

haven’t had it for m
yself? So all of that has changed very dram

atically now
.

M
C-M

: The art w
orld is divided into tw

o cam
ps, the university and the 

com
m

ercial w
orld. They hate each other. They don’t speak to each other, 

they have com
pletely different values. The art w

orld has to do w
ith negoti-

ating these tw
o poles or w

orlds, and keeping one’s head in this situation.

(Students and Friendship)
M

C-M
: I am

 just curating an exhibition w
ith form

er students in Berlin. 
There are 25 people in the show

 and every one of them
 I think of as 

friends. W
e stayed friends.

O
PEN

 SO
URCE

(Fashion)
M

C-M
: O

ne of the things I am
 very conscious of is that in the 40 to 

45 years that I have know
n art, there has alw

ays been criticism
s of art 

in how
 it is susceptible to fashion. But in the sam

e period nobody ever 
m

entioned how
 ideas are susceptible to exactly the sam

e thing. I am
 

not against fashion. Fashion seem
s to be a w

ay in w
hich things renew

 
them

selves. It w
ould be terrible if everything w

ere exactly the sam
e 

as in 1968. But there needs to be an acknow
ledgem

ent that fashion 
effects intellectual life as m

uch as it effects artistic life. I think this is very 
rarely acknow

ledged by people involved in these activities.

M
C-M

: The idea of art w
ithout ideas does not m

ake sense to m
e, 

how
ever, I am

 very resistant to authoritarianism
 in any w

ay, and w
hen 

theoretical approaches begin to define w
hat is proper – this is proper 
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and that is not proper, this is acceptable and that is not acceptable, 
this is the correct w

ay of doing things and that is not – it is the end of 
creativity as far as I am

 concerned. It is obviously w
rong. If there w

as 
m

ore acknow
ledgem

ent of the fluidity of these ideas, you recognise 
m

ore easily an art that changes.

H
ISTO

RIES

(W
ilhelm

 Fröbel)
19th C

entury educator and educational reform
er, inventor of the 

Kindergarten.

(Fuller • Craig-M
artin • Kindergarten)

O
liver Klim

pel: I am
 interested in the connection betw

een different 
educational system

s and how
 w

e could think about the influence of early 
education. It is w

orth noting that the architect, theorist, designer and 
inventor Buckm

inster Fuller w
ent to a Kindergarten, w

hich represents a 
m

ore progressive, m
ore system

atic, m
ore play-driven environm

ent for 
kids, at least at that tim

e. I thought that w
as som

ething that m
ade sense 

if you understand it in the light of Fuller’s w
ork.

M
C-M

: Fuller is an extraordinarily interesting person. To m
e he is a particular 

kind of Am
erican genius w

ho developed peculiar eccentric ideas. I see him
 

as having a sim
ilar spirit or presence as John C

age, M
erce C

unningham
 

or M
ark Tw

ain. There is a certain kind of eccentricity in Am
erican life and 

Fuller seem
s like the perfect exam

ple of that.
I am

 connected to Black M
ountain C

ollege and to people w
ho have 

been to Black M
ountain, and through Josef Albers (w

ho taught at Black 
M

ountain) again to the Bauhaus. I w
as very lucky having studied at 

Yale even though I never m
et Albers – I arrived there about tw

o years 
after he left; I received all the Albers courses w

hich he had developed 
from

 people w
ho had been his assistants, som

e of w
hom

 – although 
not G

erm
an – adopted G

erm
an accents in order to give m

ore accuracy 
to w

hat it w
as like to be taught by Albers. The courses w

ere absolutely 
brilliantly organised around a fascinating intellectual structure that he 
had created and that has alw

ays influenced m
e in m

y ow
n teaching. 

M
y first big teaching experience w

as at C
orsham

 in W
iltshire in 

1966. It w
as a very interesting school that, like the Bauhaus, aim

ed at 
integrating art and design. W

hen I first w
ent there I tried to use som

e 
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of the strategies and ideas I had been taught at Yale, but they failed 
dram

atically. I realised that you couldn’t easily change generations, you 
couldn’t easily change cultures w

ith an educational system
, and that 

w
hat is appropriate in one period becom

es entirely inappropriate in 
another. 19th C

entury teaching of art is com
pletely different to teaching 

in the Bauhaus. System
s w

ork for certain periods of tim
e and then they 

kind of fail. I don’t m
ean they fail because they aren’t good enough. 

Som
etim

es they fail because they succeed too w
ell, so everybody starts 

to learn the sam
e kind of thing, and it starts to becom

e uninteresting, 
and then you need som

ebody w
ho has a com

pletely different idea. 
I m

ean A
lbers w

ould have absolutely hated the w
ay I taught at 

G
oldsm

iths. But it didn’t stop m
e from

 just loving Albers.

(Diversity • Edges)
M

C-M
: W

hat is m
ost interesting and m

ost peculiar about art is art’s 
diversity. The problem

 is that as soon as people try to constrain and 
get it into a particular form

 w
here it can be form

atted, you are already 
leaving out so m

uch that could be exciting or new
. Art just doesn’t 

m
ake a neat package. And it is the frayed edges of a package, 

w
hich are of course the m

ost interesting. And they are the bits that are 
alw

ays in danger. The m
ore you attem

pt to define art, the m
ore you are 

tem
pted to leave out all those things on the periphery, w

here the actual 
interest is going to com

e from
. W

hat is m
ost im

portant in education, 
it seem

s to m
e, is to create a situation that allow

s for all of the things 
that go w

rong.

M
C-M

: W
e w

ere very free in w
hat w

e allow
ed ourselves and our students. 

They did w
hat they w

anted. I w
ould occasionally have a student that 

didn’t do any w
ork for 6 m

onths. And then the sam
e student w

ould 
com

e back the next year and w
alk aw

ay w
ith a first at the end of the 

year. So you had to take a very long-term
 view

. But now
 you can’t do 

that. There are too m
any regulations, I m

ean I w
ould be fired, let alone 

the student. The problem
 about m

ost education today is partly to do 
w

ith people paying for it – w
hich I understand, because I grew

 up in 
Am

erica, I did pay for it – and w
hen you are paying for som

ething 
you w

ant a proper return. But frankly, British education gained from
 not 

having that direct relationship betw
een ‘I have spent this m

uch m
oney’ 

and ‘I didn’t learn a G
od dam

n thing.’ If I am
 in that kind of situation I 

w
ould also be furious.
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PEOPLE IMAGINED THAT 
WE TAUGHT A KIND OF 
CAREERISM. 

THIS IS A JOKE, THERE 
WAS NO CAREER, AND 

THERE WAS NO ART 
WORLD IN ENGLAND IN 

THE 1980S. 

M
C-M

: Pleasure and self-confidence are very closely related, as is 
self-know

ledge. And it seem
s to m

e one of the m
ost im

portant elem
ents 

in art education is the gaining of self-know
ledge. The thing that people 

pay the least attention to is w
hat they are good at. M

ost people under-
value w

hat they are good at and w
ish they had som

e other skill, som
e 

other ability. They value the other skill m
ore than the one that they have 

got. Because it seem
s easy, it seem

s obvious. You get the im
pression 

everybody m
ust have these skills as it is so easy and effortless.

(A
RTSCHO

O
L/UK)

M
C-M

: I am
 supportive of m

ovem
ents and activities that try to resist 

over-regulation, the kind that has now
 overw

helm
ed art education. 

British art education w
as fantastic and w

as the best education in the 
w

orld, because it w
as so left alone. It w

as a dark alley that nobody in 
education really w

orried about. If w
e as teachers had an idea about 

som
ething w

e w
anted to introduce to the course, w

e said, “O
h, that 

sounds like a good idea, let’s do that next w
eek.” And if it w

orked it 
stayed as part of the curriculum

, and if it didn’t w
ork it w

as gone and it 
w

asn’t a big deal. I know
 that the kind of things w

e did, if you presented 
them

 to any regulatory com
m

ittee today, you w
ouldn’t get to the second 

m
eeting. These im

provised actions and strategies or non-strategies w
ould 

be considered a joke today. But so m
any ideas and activities that I value 

have been system
atically undone.

IN
TEN

SITY (N
O

N
-IN

STRUM
EN

TA
L TIM

E)

(Learning)
M

C-M
: W

e never threw
 anybody out. If som

ebody w
as really unhappy 

or felt they w
ere doing the w

rong thing, w
e suggested they leave for a 

year, and then com
e back... or not; learning you are doing the w

rong 
thing is a very im

portant process. M
any people in art schools obviously 

shouldn’t really be there. You know
, people m

ake decisions very young. 
These are not alw

ays the right decisions.

RIG
ID SYSTEM

S

(Student • Teacher)
M

C-M
: W

e treated the students as artists from
 the first or second day 
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w
hen they arrived. And these w

ere undergraduates, they w
ere 18 or 

19 years old. That im
m

ediate treatm
ent as artists had an interesting effect 

on how
 they thought about each other and how

 they thought about us. 
But it also put us in a position w

here w
e becam

e students. If you are 
doing this w

ith one, then you are im
plying doing it w

ith the other.

SECO
N

DA
RY N

ETW
O

RKS

(A
rt • Social: Cultural and Social Context • Value of A

rt Education)
M

C-M
: W

hat is very im
portant to m

e about art is that I think of it as 
intensely personal, but it is not interesting unless it is social. If art w

as only 
personal then there is no reason to go to an art school or to do anything 
that involves other people. W

ho cares? I am
 not against people doing 

that, but if you w
ant to think of art as having a cultural and a social context, 

then there is a w
ider sense in w

hich this thing that is personal has to be 
fitted into a larger structure. An art school gives you peers, it gives you 
a sense of context, of history and of com

parison; it gives you tons of 
things that short-cut being on your ow

n. You can short-cut 10 or 15 
years in 3 years in an art school because of the intensity of that thing 
that’s concentrated.

STUDY CEN
TRES A

N
D PERIPHERIES

(Tim
e needed to develop things)

M
C-M

: I am
 a very practical person. And I have to say, w

hen all those 
people w

ere com
ing out of G

oldsm
iths, they w

ere very young, som
e 

of them
 w

ere only 21 or 22. And I had m
any artist friends saying to 

m
e, “It’s outrageous, these people are too young, it’s going to destroy 

them
.” And I just said, “Look, they have an opportunity here, and if they 

don’t take this opportunity...” There is no sense in saying, “C
ould you 

com
e back in 5 years w

hen you are m
ore m

ature and w
hen you are 

ready for it?!” I knew
 that w

ould never happen. You have to take your 
chances, and if you have opportunities you need to try to use them

 the 
best you can. If I had the m

ost w
onderful life as an artist I w

ouldn’t have 
spend 25 years of teaching in G

oldsm
iths.
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All quotes from
:

 Ivan Illich (2001) Tools for C
onviviality 

London: M
arion Boyars Publishers

CO
N

VIVIA
LITY

I choose the term
 “conviviality” to designate the opposite of industrial 

productivity. I intend it to m
ean autonom

ous and creative intercourse 
am

ong persons, and the intercourse of persons w
ith their environm

ent: 
and this in contrast w

ith the conditioned response of persons to the 
dem

ands m
ade upon them

 by others, and by a m
an-m

ade environm
ent. 

I consider conviviality to be individual freedom
 realised in personal in-

terdependence and, as such, an intrinsic ethical value. I believe that, in 
any society, as conviviality is reduced below

 a certain level, no am
ount 

of industrial productivity can effectively satisfy the needs it creates 
am

ong society’s m
em

bers. 

A convivial society should be designed to allow
 all its m

em
bers the 

m
ost autonom

ous action by m
eans of tools least controlled by others. 

People feel joy, as opposed to m
ere pleasure, to the extent that their 

activities are creative w
hile the grow

th of tools beyond a certain point 
increases regim

entation, dependence, exploitation, and im
potence. I use 

the term
 “tool” broadly enough to include not only sim

ple hardw
are 

such as drills, pots, syringes, broom
s, building elem

ents, or m
otors, and 

not just large m
achines like cars or pow

er stations; I also include am
ong 

tools productive institutions such as factories that produce tangible 
com

m
odities like corn flakes or electric current, and productive system

s 
for intangible com

m
odities such as those w

hich produce “education,” 
“health,” “know

ledge,” or “decisions.” I use this term
 because it allow

s 
m

e to subsum
e into one category all rationally designed devices, be 

they artefacts or rules, codes or operators, and to distinguish all these 
planned and engineered instrum

entalities from
 other things such as basic 

food to im
plem

ents, w
hich in a given culture are not deem

ed to be 
subject to rationalisation. School curricula or m

arriage law
s are no less 

purposely shaped social devices than road netw
orks. 

EDUCATIO
N

W
e often forget that education acquired its present sense only recently. 

It w
as unknow

n before the Reform
ation, except as that part of early 

upbringing, w
hich is com

m
on to piglets, ducks, and m

en. It w
as clearly 

distinguished from
 the instruction needed by the young, and from

 the study 
in w

hich som
e engaged later on in life and for w

hich a teacher w
as 

needed. Voltaire still called it a presum
ptuous neologism

, used only by 
pretentious schoolm

asters. 
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THE ENDEAVOUR TO PUT 
ALL MEN THROUGH 
SUCCESSIVE STAGES OF 
ENLIGHTENMENT 
IS ROOTED IN 
ALCHEMY, THE GREAT 
ART OF THE WANING 
MIDDLE AGES.

The endeavour to put all m
en through successive stages of enlightenm

ent 
is rooted in alchem

y, the G
reat Art of the w

aning M
iddle Ages. John Am

os 
C

om
enius, a M

oravian bishop of the seventeenth century, a self-styled 
pansophist and pedagogue, is rightly considered one of the founders 
of the m

odern school. H
e w

as am
ong the first to propose seven or 

tw
elve grades of com

pulsory learning. In his M
agna D

idactica he 
described schools as devices to “teach everyone everything” and out-
lined a blueprint for the assem

bly-line production of know
ledge, w

hich 
according to his m

ethod w
ould m

ake education cheaper and better 
and m

ake grow
th into full hum

anity possible for all. But C
om

enius w
as 

not only an early theoretician of m
ass production; he w

as an alchem
ist 

w
ho adapted the technical language of his craft to describe the art of 

rearing children. The alchem
ists sought to refine base elem

ents by 
graduating their spirits through tw

elve stages of successive enlightenm
ent, 

so that for their ow
n and all the w

orld’s benefit they m
ight be transform

ed 
into gold. O

f course, alchem
ists failed no m

atter how
 often they tried, 

but each tim
e their “science” yielded new

 reasons for their failure, and 
they tried again. 

The industrial m
ode of production w

as first fully rationalised in the 
m

anufacture of a new
 invisible com

m
odity, called “education.” Pedagogy 

opened a new
 chapter in the history of the Ars M

agna. Education 
becam

e the search for an alchem
ic process that w

ould bring forth a 
new

 type of m
an w

ho w
ould fit into an environm

ent created by scientific 
m

agic. But no m
atter how

 m
uch each generation spent on its schools, it 

alw
ays turned out that the m

ajority of people w
ere certified as unfit for 

higher grades of enlightenm
ent and had to be discarded as unprepared 

for the good life in a m
an-m

ade w
orld. 

N
ot only has the redefinition of learning as schooling m

ade schools 
seem

 necessary, it has also com
pounded the poverty of the unschooled 

w
ith discrim

ination against the uneducated. People w
ho have clim

bed 
up the ladder of schooling know

 w
here they dropped out and how

 
uneducated they are. O

nce they accept the authority of an agency 
to define and m

easure their level of know
ledge, they easily go on to 

accept the authority of other agencies to define for them
 their level 

of appropriate health or m
obility. It is difficult for them

 to identify the 
structural corruption of our m

ajor institutions. Just as they com
e to believe 

in the value of the “know
ledge stock” they acquired in school, so they 

com
e to believe that higher speeds save tim

e and that incom
e levels 
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THE FUNCTIONAL SHIFT 
FROM VERB TO NOUN 
HIGHLIGHTS THE 
CORRESPONDING 
IMPOVERISHMENT OF
THE SOCIAL 
IMAGINATION. 

define w
ell being or, as an alternative, that the production of m

ore 
services rather than m

ore goods increases the quality of life. 

The com
m

odity called “education” and the institution called “school” 
m

ake each other necessary. The circle can be broken only by a w
idely 

shared insight that the institution has com
e to define the purpose. Values 

abstractly stated are reduced to m
echanical processes that enslave 

m
en. This serfdom

 can be broken only by the joyful self-recognition of 
the fool w

ho assum
es personal responsibility for his folly. 

TO
O

LS
Tools are intrinsic to social relationships. An individual relates him

self in 
action to his society through the use of tools that he actively m

asters, or 
by w

hich he is passively acted upon. To the degree that he m
asters his 

tools, he can invest the w
orld w

ith his m
eaning; to the degree that he is 

m
astered by his tools, the shape of the tool determ

ines his ow
n self-im

age. 
C

onvivial tools are those, w
hich give each person w

ho uses them
 the 

greatest opportunity to enrich the environm
ent w

ith the fruits of his or her 
vision. Industrial tools deny this possibility to those w

ho use them
 and 

they allow
 their designers to determ

ine the m
eaning and expectations of 

others. M
ost tools today cannot be used in a convivial fashion. 

Tools foster conviviality to the extent to w
hich they can be easily used, 

by anybody, as often or as seldom
 as desired, for the accom

plishm
ent 

of a purpose chosen by the user. The use of such tools by one person 
does not restrain another from

 using them
 equally. They do not require 

previous certification of the user. Their existence does not im
pose any 

obligation to use them
. They allow

 the user to express his m
eaning in action. 

LEA
RN

IN
G

Schools tried to extend a radical m
onopoly on learning by redefining it 

as education. As long as people accepted the teacher’s definition of reality, 
those w

ho learned outside school w
ere officially stam

ped “unedu-
cated.” M

odern m
edicine deprives the ailing of care not prescribed by 

doctors. Radical m
onopoly exists w

here a m
ajor tool rules our natural 

com
petence. Radical m

onopoly im
poses com

pulsory consum
ption and 

thereby restricts personal autonom
y. It constitutes a special kind of social 

control because it is enforced by m
eans of the im

posed consum
ption of 
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a standard product that only large institutions can provide. 
The control of undertakers over burial show

s how
 radical m

onopoly 
functions and how

 it differs from
 other form

s of culturally defined 
behaviour. A generation ago, in M

exico, only the opening of the grave 
and the blessing of the dead body w

ere perform
ed by professionals: 

the gravedigger and the priest. A death in the fam
ily created various 

dem
ands, all of w

hich could be taken care of w
ithin the fam

ily. The 
w

ake, the funeral, and the dinner served to com
pose quarrels, to vent 

grief, and to rem
ind each participant of the fatality of death and the 

value of life. M
ost of these w

ere of a ritual nature and carefully pre-
scribed – different from

 region to region. Recently, funeral hom
es w

ere 
established in the m

ajor cities. At first undertakers had difficulty finding 
clients because even in large cities people still knew

 how
 to bury their 

dead. During the Sixties the funeral hom
es obtained control over new

 
cem

eteries and began offering package deals, including the casket, 
church service, and em

balm
ing. N

ow
 legislation is being passed to 

m
ake the m

ortician’s m
inistrations com

pulsory. O
nce he gets hold of the 

body, the funeral director w
ill have established a radical m

onopoly over 
burial, as m

edicine is at the point of establishing one over dying. 

The balance of learning is determ
ined by the ratio of tw

o kinds of 
know

ledge in a society. The first is a result of the creative action of people 
on their environm

ent, and the second represents the result of m
an’s 

“trivialisation” by his m
anufactured m

ilieu. Their first kind of know
ledge 

is derived from
 the prim

ary involvem
ent of people w

ith each other and 
from

 their use of convivial tools; the second accrues to them
 as a result 

of purposeful and program
m

ed training to w
hich they are subjected. 

Speaking the m
other tongue is learned in the first w

ay, w
hile som

e pupils 
learn m

athem
atics in the second. N

o sane person w
ould say that speaking 

or w
alking or nursing a child is prim

arily the result of education, w
hile 

com
petence in m

athem
atics, ballet dancing, or painting usually is. 

C
rucial to how

 m
uch anyone can learn on his ow

n is the structure of his 
tools: the less they are convivial, the m

ore they foster teaching. 

Total learning expands w
hen the range of spontaneous learning w

idens 
along w

ith access to an increasing num
ber of taught skills and both 

liberty and discipline flow
er. 

The transform
ation of learning into education paralyses m

an’s poetic 
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ability, his pow
er to endow

 the w
orld w

ith his personal m
eaning. M

an 
w

ill w
ither aw

ay just as m
uch if he is deprived of nature, of his ow

n 
w

ork, or of his deep need to learn w
hat he w

ants and not w
hat others 

have planned that he should learn.  

It does not m
atter w

hat the teacher teaches so long as the pupil has 
to attend hundreds of hours of age-specific assem

blies to engage in a 
routine decreed by the curriculum

 and is graded according to his ability 
to subm

it to it. People learn that they acquire m
ore value in the m

ar-
ket if they spend m

ore hours in class. They learn to value progressive 
consum

ption of curricula. They learn that w
hatever a m

ajor institution 
produces has value, even invisible things such as education or health. 
They learn to value grade advancem

ent, passive subm
ission, and even 

the standard m
isbehaviour that teachers like to interpret as a sign of 

creativity. 

N
ow

 w
e only ask w

hat people have to learn and then invest in a 
m

eans to teach them
. W

e should learn to ask first w
hat people need if 

they w
ant to learn and provide these tools for them

.  

Schools operate by the slogan “education!” w
hile ordinary language 

asks w
hat children “learn.” The functional shift from

 verb to noun high-
lights the corresponding im

poverishm
ent of the social im

agination.  

PRIM
A

RY EXPERIEN
CE

The inhabitant of the city is in touch w
ith thousands of system

s, but 
only peripherally w

ith each. H
e know

s how
 to operate the TV or the 

telephone, but their w
orkings are hidden from

 him
. Learning by prim

ary 
experience is restricted to self-adjustm

ent in the m
idst of packaged 

com
m

odities. H
e feels less and less secure in doing his ow

n thing. 
C

ookery, courtesy, and sex becom
e subject m

atters in w
hich instruction 

is required. The balance of learning deteriorates: it is skew
ed in favour 

of “education.” People know
 w

hat they have been taught, but learn little 
from

 their ow
n doing. People com

e to feel that they need “education.” 

Learning thus becom
es a com

m
odity, and, like any com

m
odity that is 

m
arketed, it becom

es scarce. The nature of this scarcity is hidden – at a 
high cost – by the m

any form
s education takes. Education can be pro-

gram
m

ed preparation for life in the future in the form
 of packaged, serial 
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instructions produced by schools, or it can be constant com
m

unication 
about ongoing life through the output of the m

edia and through the 
instructions built into consum

er goods. 

W
hen people becom

e obsolete and need constantly to renew
 their educa-

tional security, w
hen the accountant m

ust be reprogram
m

ed for each new
 

generation of com
puters, then learning has indeed becom

e scarce. 
Educator becom

es the m
ost vulnerable and confusing issue in the 

society. 

Those w
ho treat education as a m

eans for production and those w
ho 

treat education as the suprem
e luxury product agree on the need for m

ore 
education. They upset the balance of learning in favour of m

ore teaching. 
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THE INHABITANT OF THE 
CITY IS IN TOUCH WITH 
THOUSANDS OF SYSTEMS, 
BUT ONLY PERIPHERALLY 
WITH EACH. HE KNOWS 
HOW TO OPERATE THE 
TV OR THE TELEPHONE, 
BUT THEIR WORKINGS 
ARE HIDDEN FROM HIM.









All quotes from
:

Paulo Freire and Antonio Faundez (1989) 
Learning to Q

uestion: A Pedagogy of Liberation
G

eneva: W
C

C
 Publications

CO
N

CEPTS
C

oncepts should be regarded as m
ediations for the understanding of 

reality. They cannot be regarded as unchangeable absolutes. W
e should 

start from
 reality and use concepts as m

ediators in order to return to reality. 
W

e m
ust begin from

 reality and use concepts to return to that reality. But 
those concepts m

ust be scientific and relative. They m
ust enable us to 

draw
 on the creativity of reality: w

hich is that reality requires concepts to 
be changed, not that concepts require reality to be changed. 

IDEA
S

“Ideas are great only w
hen they can be acted out.” 

VISIO
N

 O
F TH

E FUTURE • REVO
LUTIO

N
Ultim

ately, visions of the future are not translated into reality starting from
 

intellectuals in them
selves, but from

 the actual situation they are in. And 
for that the present m

ust be understood not sim
ply as a present w

ith 
lim

itations but also w
ith possibilities. The vision of the future m

ust then 
be understood as a possibility and as som

ething to be m
ade visible, 

and not as som
ething ready-m

ade. 

W
ith w

hom
 do w

e succeed in translating a vision of the future, w
hich 

is a possibility into reality, w
ith w

hom
 do w

e succeed in changing this 
reality into a new

 reality? 

This vision of the possible w
ill never be a fixed vision, but a vision con-

stantly changing, constantly being created and recreated [...] H
istory 

consists of placing visions of the possible before ourselves and then 
struggling to achieve them

. 

“Revolutions are not based on m
odels.” All revolutionary process is a 

process of creating [...] The vision of the future w
ill only be a possibil-

ity to the degree that it is founded on a rigorous understanding of the 
present, w

hich, by being radically changed, w
ill m

ake the achievem
ent 

of the vision a reality. The vision is a vision because, w
hile being real-

istically anchored in the concrete present, it points to the future, w
hich 

exists only in and by changing the present. 
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REDISCO
VERY

It is not possible to rediscover anything in isolation. 

You do not change the w
hole by changing the parts; rather you change 

the parts by changing the w
hole. 

A rediscovery of pedagogy involves a rediscovery of pow
er, a redis-

covery of everything, of participation by the m
asses. 

EVERYDAY LIFE
I believe that the question of everyday life raises this other question: 
how

 do w
e relate our ideas and values to our ow

n actions? Everything 
w

e affirm
 and defend, both at the political level and at the philosoph-

ical and religious level, m
ust find expression in relevant action. W

hen 
people do not reflect on their everyday lives, they do not becom

e 
aw

are that there is a gap betw
een these ideas and values and the acts 

w
e perform

 in our daily lives. W
hile w

e affirm
 certain values at the 

intellectual level, these values are em
pty if they are rem

oved from
 our 

everyday life. 

Revolution begins precisely w
ith revolution in our daily lives. 

It seem
s to m

e essential that in our individual lives w
e should day by 

day live out w
hat w

e affirm
. 

There w
ill alw

ays be som
ething of the dom

inant ideology in the cultural 
expressions of the people, but there is also in contradiction to it the 
signs of resistance – in the language, in m

usic, in food preferences, in 
popular religion, in their understanding of the w

orld. 

PRO
DUCTIVE PRO

CESS
I think that changing the direction of the productive process, Paulo, 
m

eans resisting the situation w
here that process im

poses needs by deter-
m

ining w
hat the people should eat, drink, hear, w

ear and learn. 

W
e should have to insist that it is the duty of the people to discover their 

ow
n basic needs as an act of resistance to needs im

posed from
 outside 

by an alienating productive process determ
ined by the dom

inant class-
es of the w

orld econom
y. Thus, the reproduction or rediscovery of the 
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politics of the act of producing, of the econom
y of the productive process, 

involves redefining, rediscovering the needs of the people so as to do 
aw

ay w
ith im

posed needs and to identify or rediscover their actual needs. 

PO
PULA

R CULTURE • CO
M

M
O

N
 SEN

SE
The concept of popular culture is certainly related to com

m
on sense, to 

the elem
ents of resistance and non-resistance, this m

ixture of acceptance 
of dom

ination and revolt against it. All this could constitute w
hat w

e call 
“popular culture.” But a culture of the people should not only furnish 
the elem

ents to change, or rediscover pow
er, but also the elem

ents to 
rediscover culture, language, literature and art, to rediscover the w

ay in 
w

hich people eat and drink, in short, to rediscover life. Because in the final 
definition, creating a new

 society m
eans a rediscovery of society and in 

the process a rediscovery of ourselves, a recreation of ourselves, because, 
by recreating ourselves, individually and socially, w

e shall change society. 

A society should be a society of dialogue, of total participation, a 
society in w

hich each one has a portion of pow
er, and the sum

 of those 
portions of pow

er constitutes pow
er as such. 

IDEO
LO

G
Y

To fight ideologies ideologically is to lapse into an ideology of ideologies.

The starting point for a political-pedagogical project m
ust be precisely 

at the level of the people’s aspirations and dream
s, their understanding 

of reality and their form
s of action and struggle. 

 Q
UESTIO

N
S

In teaching, questions have been forgotten. Teachers and students alike 
have forgotten them

, and, as I understand it, all know
ledge begins 

from
 asking questions. It begins w

ith w
hat you, Paulo, call curiosity. But 

curiosity is asking questions!
I have the im

pression – and I don’t know
 w

hether you w
ill agree w

ith 
m

e – that today teaching, know
ledge, consists in giving answ

ers and 
not asking questions. 

O
nly w

hen w
e begin w

ith questions, should w
e go in search of answ

ers, 

51

P. 82

P. 82

P. 27

P. 35

P. 27

P. 35



WE SHOULD START 
FROM REALITY AND 
USE CONCEPTS AS 
MEDIATORS IN 
ORDER TO RETURN 
TO REALITY.

and not the other w
ay round. If you produce answ

ers as if all know
l-

edge consisted of them
, w

ere already given, w
ere absolute, you are 

leaving no room
 for curiosity or the discovery of fresh elem

ents. 

Perhaps this should be one of the first points to be discussed in a 
training course for young people preparing to be teachers: w

hat does it 
m

ean to ask questions? I m
ust stress, how

ever, that the point of the question 
is not to turn the question “w

hat does it m
ean to ask questions?” into an 

intellectual gam
e, but to experience the force of the question, experience 

the challenge it offers, experience curiosity, and dem
onstrate it to the 

students […
] I w

ould w
ant to stress that the source of know

ledge lies in 
inquiry, in questions, or in the very act of asking questions. 

W
e m

ust m
ake it clear once again that our interest in asking questions, 

about asking questions, cannot rem
ain sim

ply at the level of asking 
questions for their ow

n sake. W
hat is suprem

ely im
portant is w

henever 
possible to link question and answ

er to actions w
hich can be perform

ed 
or repeated in future. 

The student m
ust discover the living, pow

erful, dynam
ic relation betw

een 
w

ord and action, betw
een w

ord, action and reflection. Thus, by using 
concrete exam

ples of students’ ow
n experience in the course of a m

orning’s 
classroom

 w
ork, in the case of a class of school children, w

e can encourage 
them

 to ask questions about their ow
n experience, and the answ

ers w
ill 

then include the experience, w
hich gave rise to the question. Acting, 

speaking and discovering w
ould all belong together. 

W
hat is im

portant is that a question about a question, or questions 
about questions, and about answ

ers – that this chain of questions 
and answ

ers should ultim
ately be broadly anchored in reality, in other 

w
ords, that this chain should not be broken. Because w

e are used to 
seeing this chain of questions and answ

ers, w
hich is basically w

hat 
know

ledge is all about, being broken, interrupted, and not com
ing to 

grips w
ith reality. W

hat I insist on is that, granted that there are inter-
m

ediate questions; they should alw
ays serve as a bridge betw

een the 
prim

ary question and concrete reality. 

Students engaged in a continuing process of education should be adept at 
asking questions about them

selves. In other w
ords, it should be im

possible 
to pass through a day w

ithout constantly asking yourself questions. 
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I should like to stress again the need constantly to stim
ulate curiosity, the 

act of asking questions, instead of repressing it. Schools either reject 
questions or they bureaucratise the act of asking them

. It is not sim
ply a 

m
atter of introducing a question-and-answ

er session into the curriculum
 

betw
een nine and ten, for exam

ple. That is not w
hat it’s about. The issue 

for us is not the bureaucratised asking of questions, but the acknow
l-

edgem
ent of existence itself as an act of questioning.

H
um

an existence, because it cam
e into being through asking questions, 

is at the root of change in the w
orld. There is a radical elem

ent to existence, 
w

hich is the radical act of asking questions. 
And precisely w

hen som
eone loses the capacity to be surprised, they 

sink into bureaucratisation. I think it is im
portant to note that there is an 

undeniable relationship betw
een being surprised and asking questions, 

taking risks and existence. At root hum
an existence involves surprise, 

questioning and risk. And, because of all this, it involves action and 
change. Bureaucratisation, how

ever, m
eans adaptation w

ith a m
in-

im
um

 of risk, w
ith no surprises, w

ithout asking questions. And so w
e 

have a pedagogy of answ
ers, w

hich is a pedagogy of adaptation, not 
a pedagogy of creativity. It does not encourage people to take the risk of 
inventing, or reinventing. For m

e, to refuse to take risks is the best w
ay there 

is of denying hum
an existence itself. 

KN
O

W
IN

G
“Before, w

e didn’t know
 w

hat w
e knew

: now
 w

e know
 that w

e knew
 

and that w
e can know

 m
ore.” 

REA
L LIFE

W
e m

ust begin w
ith the actual situation, the actions w

hich w
e and the 

people engage in day by day – since w
e are all involved in daily life 

in one form
 or another – reflect on that, and then generate ideas in 

order to understand it. And such ideas w
ill no longer be ideas that are 

m
odels, but ideas being generated out of real life situations. 

PRO
CESS

W
hen you put forw

ard the idea that truth lies in the quest and not in 
the result, that it is a process, that know

ledge is a process, and thus w
e 

should engage in it and achieve it through dialogue, through breaking 
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ith the past – that is not accepted by the great m
ajority of students, 

w
ho are used to the teacher, the w

ise m
an, having the truth, hierarchically, 

and thus do not accept dialogue. For them
 dialogue is a sign of w

eak-
ness on the part of the teacher; for them

 m
odesty in know

ledge is an 
indication of w

eakness and ignorance.

There is no w
ay of forgetting that w

e are constantly up against this 
instilled certainty according to w

hich students are there to learn and 
teachers are there to teach. This casts such a shadow

, w
eighs upon us 

so heavily, that it is difficult for teachers to realise that as they teach they 
are also learning. First, because they are teaching, in other w

ords, the 
actual process of teaching teaches them

 to teach. Secondly, they learn 
w

ith those they teach, not sim
ply because they have to prepare them

-
selves for teaching, but also because they revise their know

ledge in the 
quest for know

ledge the students engage in. 

M
ISTA

KES • CO
N

CRETE REA
LITY

Education as it is consists generally in finding answ
ers rather than asking 

questions. An education, w
hich consists in asking questions, is, how

ever, 
the only education, w

hich is creative and capable of stim
ulating people’s 

capacity to experience surprise, to respond to their surprise and solve 
their real fundam

ental existential problem
s. It is know

ledge itself.
The easiest w

ay is precisely the pedagogy of giving answ
ers, but in that 

w
ay absolutely nothing is put at risk. Intellectuals are alm

ost afraid to 
take risks, to m

ake m
istakes, w

hereas it is the m
aking of m

istakes, w
hich 

enables advances in know
ledge to be m

ade. So in this regard the ped-
agogy of freedom

 or creativity should be an em
inently risky enterprise. 

People should dare to take risks, should expose them
selves to risk, as the 

one w
ay of advancing in know

ledge, of truly learning and teaching. I 
consider the pedagogy of taking risks very im

portant, and it is related to 
the pedagogy of m

aking m
istakes. If w

e negate the negations, i.e. the 
m

istake, this new
 negation w

ill invest the m
istake w

ith positive quality: 
this transition from

 error to non-error is know
ledge. A fresh m

istake w
ill 

never be a com
pletely fresh m

istake: it w
ill be a fresh m

istake in that the 
variable elem

ents in it m
ake it a fresh m

istake, and this chain extends to 
infinity. If that w

ere not the case, w
e w

ould attain absolute know
ledge, 

and there is no such thing as absolute know
ledge […

] The force of the 
negative in know

ledge is an essential part of know
ledge, and w

e call it: 
m

aking m
istakes, taking risks, being curious, asking questions, and so on. 
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If you do not engage in that adventure, it is im
possible to be creative. 

Any educational practice based on standardisation, on w
hat is laid 

dow
n in advance, on routine in w

hich everything is predeterm
ined, is

bureaucratising and thus anti-dem
ocratic. 

W
ork is a creative process but, since the rationality of w

ork is predeter-
m

ined and w
ith it the steps to be taken, w

orkers are caught up in a 
process w

hich is not educative and denies them
 any possibility of being 

creative […
] The rationality of w

ork requires w
orkers not to be creative 

[...] The great problem
 is the practical application of thought to actual 

situations. And in this regard the rationality of w
ork requires w

orkers 
not to respond creatively to the problem

s w
ith w

hich concrete reality 
confronts this abstract rationality. 

For intellectuals and politicians, the com
m

on sense of the people ap-
pears as ignorance and therefore as pow

erlessness. 

N
EW

 SO
CIETY

C
reating a new

 society m
eans creating yourself afresh, re-creating yourself. 

LIBERATIO
N

The struggle for liberation is, as Am
ílcar C

abral said, “a cultural fact 
and a factor of culture.” It is a profoundly pedagogical experience. 

REVO
LUTIO

N
Revolution is not only the responsibility of m

en, of the leaders, but also 
of w

om
en; not only of adults, but also of children and the elderly. 

CULTURE
C

ulture is not only artistic or intellectual phenom
ena expressed through 

thought: culture is to be seen above all in the sim
plest actions of 

everyday life – culture is eating in a different w
ay, shaking hands in a 

different w
ay, relating to people in a different w

ay. So that it seem
s to 

m
e that these three concepts – culture, difference and tolerance – are 

old concepts being used in a new
 w

ay. C
ulture for us, I w

ould insist, 
includes the w

hole range of hum
an activity, including everyday life; 
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PEOPLE SHOULD DARE 
TO TAKE RISKS, SHOULD 
EXPOSE THEMSELVES TO 
RISK, AS THE ONE WAY 
OF ADVANCING IN 
KNOWLEDGE, OF TRULY 
LEARNING 
AND TEACHING.



IT IS RELATED TO THE 
PEDAGOGY 
OF MAKING 
MISTAKES.

IF WE NEGATE THE 
NEGATIONS, I.E. 
            
THE  MISTAKE, 
THIS NEW NEGATION 
WILL INVEST THE 
MISTAKE WITH POSITIVE 
QUALITY: THIS TRANSI-
TION FROM ERROR TO 
NON-ERROR IS 
KNOWLEDGE. 



and it is basically in everyday life that w
e m

ake the discovery of w
hat 

is different, w
hat is essential. And this understanding of w

hat is essential 
is different from

 the traditional one, w
hich view

s the essential as those 
features, w

hich are held in com
m

on. H
ow

ever, for us – and I think you 
w

ill agree w
ith m

e – the essential is w
hat is different, w

hat m
akes us 

different people. 

EDUCATIO
N

Education should be regarded as a process, as a process of 
self-transform

ation, as a process, w
hich m

ust itself be in a constant 
state of change. It should not cling to preconceived ideas or m

odels 
[…

] Education m
ust not be afraid of this process, because life is a process, 

as is struggle, pow
er and indeed education itself. It m

ust not be afraid 
of being changed, because such change should be the driving force 
behind any transform

ation of society. W
e m

ust not only objectively 
accept change because it objectively exists but also bring it about […

] 
As w

e bring about a change, w
e are exercising our freedom

. Freedom
 

m
eans precisely this possibility, this exercise of our w

ill to bring about historical 
change, to give direction to history w

ith all the lim
itations this im

plies. 

As it responds to the basic problem
s of the transitional period, revo-

lutionary education m
ust som

etim
es anticipate the new

 society w
hich 

has not yet com
e into being […

] Revolution does not happen overnight 
(there is no such thing as revolution by decree: it can be decreed, but 
the revolutions are m

ade, step by step). C
onsequently, education itself 

has to respond constantly to this process, but it can also go ahead of 
this process, creating the critical liberating consciousness, w

hich w
ill 

enable the aim
s of this society to be determ

ined in term
s provided by 

the Sandinista revolution, since it is a m
ore just and egalitarian society. 

Such anticipation cannot, how
ever, leave or place education in a position 

too far rem
oved from

 w
hat is happening at the m

aterial bases of the society 
in transition, w

ithout running the risk of becom
ing narrow

ly idealistic. 

Together w
ith production, or productive w

ork, and health, education 
should in this transitional period becom

e a stim
ulus to the necessary 

deepening of change in society. 
From

 the beginning of the transitional period, revolutionary education, in 
order to perform

 its task, cannot sim
ply undergo changes in m

ethods or 
m

erely update teaching equipm
ent, using, for exam

ple, m
ore projectors 
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and few
er blackboards! W

hat is looked for in education during this 
transitional period is that it should be rediscovered, revolutionised, 
instead of sim

ply being reform
ed. W

hile before, in serving the interests 
of the dom

inant classes, education reproduced the ideology of those 
classes and discrim

inated against the popular classes, w
ho w

ere never 
listened to and alw

ays ignored, now
, in the transitional period, the 

popular classes in pow
er not only m

ust be listened to as they dem
and 

education for their sons and daughters, but they m
ust also participate 

actively alongside professional educators in the reconstruction of education.

The transitional period is, of course, full of confrontations betw
een the 

old and the new
, w

hich is w
hat revolution is all about. The conflict 

betw
een them

 in the transitional period is essential for the advance of 
the revolution and the people. 

EDUCATIO
N

A
L PRO

CESS
This w

hole educational process – and it is an educational process – of 
solving the problem

s of the people m
ust, I insist, start from

 em
pirical 

know
ledge, w

hich is the pow
er of the people to solve their problem

s. 

N
ot asking the prim

ary questions in order to find the appropriate 
answ

ers entails considerable consequences at the cultural level. A 
population culturally accustom

ed to eating sm
oked fish w

ould have to 
change its eating habits if an im

posed technology, like refrigerators, 
w

ere introduced. 
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H
ans Ulrich O

brist and Richard W
entw

orth in conversation, extracts 
from

 a bus trip on the M
25 m

otorw
ay (the London O

rbital), entitled: 
C

aspar David Friedrich in Kent O
r In search of congestion on the M

25.

April 16, 2010 (Day 10 of the art school), 6–10pm
Participants: art school com

m
unity, special guests, 

and driver Koli.

* From
 2002–10, W

entw
orth w

as ‘M
aster of 

Draw
ing’ at The Ruskin School of Draw

ing 
and Fine A

rt, University of O
xford.

** Black M
ountain College w

as a school 
founded in1933 in Black M

ountain, 
N

orth C
arolina.

CO
M

M
UN

ITY

(Collective • Honouring Students)
Richard W

entw
orth: I think students are not honoured any m

ore. In 
order for tonight to w

ork, you all had to com
m

it to this, you are not here 
by accident, you have all given your tim

e; em
otional tim

e, econom
ic 

tim
e, and I think this is no longer respected. The language of ‘delivering’ 

a course is offensive. W
hat I tried in the Ruskin* w

as to get students to 
see that it w

as their collective responsibility to ow
n the course, I don’t 

m
ean ow

nership in term
s of property, but som

ething to do w
ith an em

o-
tional engagem

ent. This collective responsibility is really im
portant... to 

think about how
 you create these conditions. The language of cultivation, 

w
hat is it that m

akes it fertile to be w
ith one other? I don’t regard this 

as m
iraculous; I regard this as alm

ost com
m

on sense.

HISTO
RIES

(Cage • Fuller • A
rt School  • Utopias)

Hans Ulrich O
brist: Artists right now

 are telling m
e there is a desire 

and necessity for new
 art schools. They have been thinking a lot about 

this and w
hether there could be a new

 Black M
ountain C

ollege*. 
M

y w
hole interview

 project has grow
n out of there not being a Black 

M
ountain C

ollege w
hen I w

ent to school. Black M
ountain C

ollege 
continues being this m

agical m
om

ent. It w
as a sm

all college, w
here 

people like Buckm
inster Fuller, Robert Rauschenberg and John C

age 
w

ould m
eet and produce reality together, a totally transdisciplinary 

school, w
here art, m

usic, literature and other disciplines cam
e together. 

This w
as som

ething I couldn’t find w
hen I w

ent to school in the 1980s. 
And because I couldn’t find it, I thought I needed to som

ehow
 organise 

it. So I rang up the physical chem
ist Ilya Prigogine and visited him

 in 
Brussels, and I subsequently rang up som

e artists and architects and sort 
of created m

y ow
n virtual Black M

ountain C
ollege, m

y ow
n school, m

y 
ow

n w
ay of learning by connecting, conversing and exchanging ideas 

w
ith these people. It is interesting to think about such m

agical m
om

ents, 
w

hich have actually existed, and it is not only Black M
ountain C

ollege, 
there have been plenty other alternative, m

ore experim
ental art school 

types. And Richard, you have been in at least tw
o of these.
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*** Set (som
ething, especially a stage or the floor 

of an auditorium
) at a sloping angle.

W
e talked about artistic epiphanies before, m

aybe w
e can talk about 

art school epiphanies and such m
om

ents. O
ne is the AA (Architectural 

Association, London) in w
hich you have been involved. N

ot having 
experienced it m

yself, w
hen I speak to architects w

ho w
ere involved 

in it, such as Rem
 Koolhaas or Zaha H

adid, w
ho w

ere first there as 
students and then also as teachers, it seem

ed to be a place of incredible 
generosity and a real laboratory of new

 ideas, w
here different disci-

plines cam
e together. W

hether it is Black M
ountain C

ollege or the AA, 
very often these are quite sm

all schools. Another m
agical m

om
ent w

as the 
G

oldsm
iths (C

ollege, London) m
om

ent out of w
hich so m

any artists grew
.

RW
: The AA, their L-shaped lecture theatre is probably the best space 

for giving and taking in London. N
eedless to say, it’s not raked*, so 

you can enjoy a sense of the forum
 and dem

ocracy.

(G
oldsm

iths  • Incubation, Sm
all Places, Kitchen)

RW
: The G

oldsm
iths m

om
ent that gets talked about w

as at M
yatt’s 

Fields, just up here on the left [points to the location w
hile passing by], 

I think it w
as extrem

ely im
portant that it w

as only 150 people in this 
quite nice arts and crafts building near Brixton, w

hen Brixton w
as a 

bit – horrible w
ord – edgy (a sad 21st C

entury hipster m
arketing term

). 
N

ot very far from
 the O

val tube station, very quick to get to the Tate, 
bear in m

ind then there w
as only one Tate. Really sim

ple organisa-
tional ingredients. And there w

as no sense that it w
as part of som

e big 
cam

pus like the current G
oldsm

iths cam
pus w

e just passed. I think that 
this w

ould also be true for Black M
ountain C

ollege. C
ertain kinds of 

spatial conditions; space outside w
here som

e cars w
ould be parked, 

no regulation... “O
h look there is Richard’s car, he m

ust still be here, 
and there is M

ichael C
raig-M

artin’s car, he is still here.” O
ne front door, 

everyone had to go through. Long corridors – the building w
as used 

as a hospital in W
orld W

ar I, im
agine those generic organisational 

spaces betw
een hospitals, barracks, and teaching spaces – off these 

long corridors w
ere big spaces, generous light, built in 1905, like a 

m
inor public school w

ith a few
 Latin w

ords over the door. A com
forting 

sm
ell of cooking in the basem

ent, everybody eating w
ith each other – no 

separation. W
orkshops also in the basem

ent, very m
odest, and a feeling 

that people had to organise their ow
n lives. This ran from

 1978 to 1987, 
m

aybe. I think it w
as a place of incubation, I am

 not being rom
antic.

HUO
: C

an you tell m
e m

ore about how
 art schools are organised?

65



RW
: If you look at m

ost art schools, they are organised along trade lines. 
The w

et things are kept aw
ay from

 the dry things, the hot things are 
kept aw

ay from
 the cold things, and the flat things are kept aw

ay from
 

the bum
py things. The things w

hich have got light in them
 are kept aw

ay 
from

 things that have sound in them
. Im

agine going on som
e insane 

form
alist program

m
e in your kitchen w

here you put all the round things 
together and all the square things together and all the sort of flaky things 
together. W

hat is im
portant is to try and im

agine, w
hat is the m

eal? 
W

hat is the bigger operation? Som
e of these very tidy divisions don’t 

have to be divisions. Let’s say you are a painter, and your only friends 
are also painters, this w

ould be m
ad! Roland Penrose once asked 

Pablo Picasso: “W
hy are you friendly w

ith the poets?” And Picasso 
said: “Because the painters are so stupid (bête com

m
e un peintre).” I 

don’t m
ean that cheaply. N

ot once have I m
entioned crossdisciplinarity, 

because I don’t w
ant to know

 anyone w
ho isn’t crossdisciplinary. I w

ould 
hope that you all have books on five subjects sitting by your bed. I w

ould 
hate to hear you have only got Robert Sm

ithson by your bed. This is death!

(M
ax Bill • Cross-disciplinary)

HUO
: The Sw

iss artist and architect M
ax Bill w

as in the earlier part of 
his developm

ent an inventor of an art, design and architecture school, 
w

hich becam
e very fam

ous – the Ulm
 School of Design, w

hich w
as 

com
pleted in 1955.

A
RCHITECTURE

(A
rt • A

rchitecture, Price)
HUO

: Thinking about school and the future of school, C
edric Price 

alw
ays said that w

e should bring the disciplines together. Art students 
should be m

ore in contact w
ith architecture students or science students. 

C
edric’s project Potteries Thinkbelt (1964), using already existing infra-

structure in the N
orth Sta ffordshire area, aim

ed at establishing a m
obile 

science and technology teaching/learning institution consisting of a 
num

ber of interconnected sites and units; the connection happened on 
tw

o levels: the various buildings w
ere linked through road and railw

ay 
netw

orks, and these buildings w
ere also units in transit that could be 

lifted by cranes onto trains...
The connection to architecture is som

ething, w
hich I feel w

henever 
Richard and I speak. It is som

ething, w
hich com

es up, it is in m
any 
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of your projects, in your ‘unrealised project,’ w
hich you contributed to 

our Unbuilt Roads: 107 Unrealised Projects book (1997). This w
as the 

bridge – w
henever I speak to Zaha H

adid, she says, there w
as a m

iracle 
in the AA at a certain m

om
ent in the 1970s – w

hich I’d love to hear 
m

ore about.

(Institutions • Sem
i dom

estic N
ature of A

rchitecture)
RW

: It is im
portant to alw

ays think about space. W
hen a student 

approaches m
e and asks, “W

here should I go to art school?”, I say, 
“Try and look—

don’t read any prospectuses ever!—
at five places and 

w
ork out w

hat is happening to you em
otionally as you do. And if it 

feels right in one of these places, there is a very good chance that it 
w

ill be right.” If you enter som
e institutions, you get the sm

ell of the insti-
tution. The Architectural Association has a kind of English gentlem

anly, 
gentlew

om
anly, relaxed and privileged sm

ell. Anyone can go in. N
o 

one is standing on the door. It looks like a very nice private house and 
the place is full of people going about their business. Very exceptional. 
Som

e institutions are very w
ell organised, they tell you, “W

e are an 
institution and you w

ill behave like this.” And on the w
hole I think these 

are not the greatest places to be an art student.

RIG
ID SYSTEM

S

(Professional • A
m

ateur)
RW

: In the Royal C
ollege of Art they love to talk about Professional 

Practice. I feel m
ildly sick w

hen I hear the w
ord ‘Professional Practice.’ 

If you don’t love w
hat you do you can’t do it. And that’s w

here it com
es 

from
, this is w

hat am
ateur m

eans.

SECO
N

DA
RY N

ETW
O

RKS

(Learning)
RW

: Tw
o things com

e up very quickly. O
ne has to do w

ith H
ans Ulrich’s 

fearlessness. It is that fearlessness, w
hich is a quality everybody has until 

they are 10 or 12 years old. It is m
ostly educated out of people. H

ans 
Ulrich doesn’t really do fear, he thinks som

ething and he tends to act 
upon it. And I think this is an am

azing thing in teaching, as a sort of giving 
perm

ission. There is a w
ay in w

hich you can m
ake space for other people 
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and say, “W
ell, try it!” But m

ost of us de-perm
ission ourselves from

 
acting... The other day I w

ondered if w
e shouldn’t just ask each other, 

“Do you like to be alone?”, “Do you need the com
pany of other people 

and in w
hat quantity?”, “Do you like to w

ork w
ith things that are very 

close to you?”, “Are you som
ebody w

ho needs to hold a book?”, “Do 
you like to w

ork outdoors?”, “Do you like to sw
eat?”, or “H

ow
 do you 

like to order yourself?”. M
ost people as they start to m

ature, they start to 
see that these are very profound pieces of inform

ation that they actually 
had w

hen they w
ere very young, about w

ho they are and how
 they can 

w
ork, how

 they can be productive. And very often such questions are 
never raised in art schools.

N
O

N
-PLA

N

(Changing Rules of the G
am

e)
HUO

: Alighiero Boetti said that one should alw
ays change the rules of 

the gam
e, one should never repeat them

. If one does a lecture, a con-
ference, an exhibition or a project, one should alw

ays com
e up w

ith 
new

 rules of the gam
e. That’s m

aybe w
hy w

e are on this bus (on a bus 
trip on the M

25) not know
ing w

hat is going to happen. It is not really 
scripted today because w

e don’t really know
 w

hat is going to happen.

(Price • M
aking do and G

etting by)
HUO

: O
ne of the things C

edric often talked about w
as the idea that 

w
e don’t alw

ays have a m
aster plan.

(Royal College • N
on-Plan)

RW
: The people w

ho flourish at the Royal C
ollege are the people w

ho 
look around and get hold of the sticky bits, and they don’t w

ork tidily 
in som

e little com
partm

ented departm
ent. And m

y job is to try and get 
the door open to the school, w

hich for 20 years has been shut, w
hich 

is sort of sim
ple really; you turn the handle and open the door. There 

are people w
ho then com

e and shut the door. It m
ust be obvious to you 

now
, I don’t do plans.

HUO
: C

edric is the inventor of the non-plan.
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THERE SHOULD 
BE COURSES IN PRIMARY 
SCHOOL ABOUT HOW 
THE WORLD IS 
ORGANISED, 
          

HOW WE BEHAVE

M
O

BILISE! •  N
EIG

HBO
URHO

O
D

(Editing Tim
e)

HUO
: It has a lot to do w

ith parallel realities. I alw
ays believed in the 

idea that one can edit tim
e in m

any different w
ays. C

edric kept encour-
aging m

e to edit tim
e differently, to resist the hom

ogenisation of tim
e. 

Very early on it w
as architecture, self-organisation, and not having a 

m
aster plan that inspired m

e – ideas and structures intrinsic to Yona 
Friedm

an’s practice and C
edric Price’s practice. So it seem

ed interesting 
to look at architecture, how

 in the 1950s, architecture w
as already 

questioning the m
aster plan and how

 one could bring this into the art 
w

orld. C
ertain things for C

edric in the 1960s becam
e relevant for m

e 
curatorially in the late 1990s, som

ething that is relevant in one field can 
40 years later trigger – like a butterfly – a huge change in another field. 
The idea to introduce ‘self-organisation’ w

as instrum
ental for show

s like Do 
It (since 1993), C

ities on the M
ove (1997, 1999) or Life/Live (1996). 

DEBTS

(Teaching • Behaviour)
RW

: There should be courses in prim
ary school about how

 the w
orld 

is organised, how
 w

e behave, w
hy w

e have developed to the point 
w

here w
e don’t w

ant to sit at w
obbly tables, w

hy w
e w

ant to w
alk on 

the side of the street w
here the light is brighter – courses on issues ex-

ploring our cultural, anim
al selves. I am

 not sure if that ‘is’ or ‘belongs to’ 
architecture or a kind of urbanism

. M
aybe it’s m

erely a concern about 
m

anners. I rem
em

ber teaching m
y children, w

hen som
ebody com

es 
in w

hile you are eating, w
hy you should stand up to greet the person. 

They looked at m
e as if I w

as an idiot. W
e are having our dinner and 

this person turns up and w
ants our attention. H

e should bugger off. And 
m

y reply w
as, “N

o, you have to socially level the experience.” If M
arina 

W
arner w

as here, she could tell us the history of kneeling and being 
prostrate. If you need to beg – certainly in the W

est – you get dow
n 

on the ground. You m
ake yourself close to the ground. These system

s of 
value and spatial recognition are not talked about enough. If you don’t 
understand w

hat hum
an or physical relationships are then you are not 

going to invent form
s that encourage or develop our hum

an conduct 
very w

ell. A lot of architecture seem
s to be unaw

are of this recognition. 
M

y feeling tow
ards architecture has m

uch to do w
ith m

anners or protocol 
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DON’T BE AFRAID TO 
CARE. DON’T BE AFRAID 
TO SHOW THAT YOU 
CARE. MAKE IT YOUR 
BUSINESS TO FIND OTHER 
PEOPLE WHO CARE. AND 
EVERY TIME YOU PLUG 
SOMETHING IN ASK IF IT 
COULD BE DONE IN AN-
OTHER WAY.

in relation to objects and prohibitions. And you can test this relation by 
w

alking through a city, w
orking out w

hich spaces you w
ouldn’t enter 

because you have the perception that they are som
ehow

 private or they 
are im

pregnable, or they don’t belong to you. The other day m
y w

ife 
said, “I have been at the H

alal Butchers, it is am
azing.” The store has 

been there for 30 years and w
e have never been in. It is obvious w

hy 
w

e have never been in; w
e just thought w

e have nothing to do w
ith 

H
alal butchery. It is 5 m

inutes from
 w

here w
e live, and I am

 sure every-
body here has som

e version of that. This is how
 w

e close off pieces of 
the w

orld and pieces of the w
orld are also closed off from

 us.

(A
dvice)

RW
: Don’t be afraid to care. Don’t be afraid to show

 that you care. 
M

ake it your business to find other people w
ho care. And every tim

e 
you plug som

ething in ask if it could be done in another w
ay.
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Prototypes and Realities: 
Som

e Q
uestions for Fritz H

aeg 

 

Verina G
fader: W

hat are the m
aterials or m

aterialities you are w
orking w

ith?

Fritz Haeg: The hom
e, in all of its expanding physical m

anifestations: 
plants, food, habitat, furnishings, etc.

VG
: W

here do you consider lies your (cultural-artistic-social) agency?

FH
: M

y w
ork is prim

arily com
m

issioned and supported by contem
porary 

art institutions, but that is m
erely the source – m

ostly rem
aining invisible 

– from
 w

hich it develops. The core of the projects is often found out 
in the city streets, inserting itself into the quotidian, w

ith the gallery or 
m

useum
 functioning m

ore like a headquarters for som
ething, redirecting your 

attention outside of the institution. M
uch of m

y w
ork exists as provocative 

propositions; sim
ple pragm

atic proposals that rely on often absurd con-
trasts betw

een how
 w

e really live, and how
 w

e could be living. W
hat if I 

grew
 food in front of m

y house? O
r opened up m

y house to the public? 
O

r started m
y ow

n school in m
y living room

? O
r becam

e an architect 
for urban w

ildlife clients?

VG
: You w

ork seem
s to dem

and a site for experts, could you say a bit 
m

ore about expertise, and the in- or exclusion of am
ateurs? The am

ateur 
as expert, the expertise of the am

ateur?

FH
: I enjoy being an am

ateur, allow
ing m

yself to be draw
n to current 

interests and passions. By trespassing beyond m
y qualifications, I’m

 free 
to ignore the conventions. I do how

ever depend heavily on experts, 
those w

onderful people opposite of m
e w

ho spend their life going deep 
into one area. If I am

 developing an edition of Anim
al Estates 1 in a new

 
city, the first thing I w

ill do is locate the urban w
ildlife experts w

ho know
 

w
hat anim

als w
ere in the city before us, w

hich of those need accom
m

o-
dations and could cohabitate w

ith us in a m
utually beneficial w

ay. W
e 

w
ill then m

ake a list of anim
al clients, the species for w

hom
 w

e w
ill be 

proposing a m
odest series of anim

al architecture prototypes. The design 
w

ill be inform
ed by the expert for each anim

al, talking to him
 the w

ay 
as I w

ould to an architecture client.

VG
: Is there a utopian dim

ension in your approach to living spaces, i.e. 
the vital city, or in your initiation of projects? If so, how

 does it m
anifest 

or corrupt itself?
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FH
: N

o. Utopia is about starting over. Utopia is about looking tow
ards 

the im
possible. I am

 interested in surveying the unpleasant banal neglected 
realities of how

 things really are, and w
orking w

ith that. I am
 not inter-

ested in pretending that none of the m
ess w

e currently live w
ith never 

happened, and w
ondering w

hat things w
ould look like if w

e just started 
over. I am

 asking: w
hat can w

e do today w
ith w

hat w
e already have?

VG
: Your various projects use a lot of m

odel types. W
hat does the m

odel 
do? Is it a sym

bolic structure? O
r does it indicate or express a m

ove 
from

 the general to the specific? W
ould this m

ove then be an aim
 and 

essential for reading and evoking potentially new
 form

s of sociality?

FH
: I am

 interested in m
odels as very specific localised applications of 

very general and universal intentions.

VG
: A note on Edible Estates. 2 If you step back and reflect on this project 

on regional prototype gardens, w
hat springs to m

ind? W
hat is the 

consequence of your Edible Estates activities now
?

FH
: The gardens continue, I do about one each year in a different city. 

G
arden #12 w

as planted in Budapest last year, and in 2013 the final 
editions of the project w

ill be established outside of Tel Aviv and in 
M

inneapolis. M
y m

ain experience and m
ost intense m

em
ory of each 

garden is a particular relationship w
ith a fam

ily, or group of people that 
I w

ould otherw
ise never m

eet. W
e often share a love for gardening, but 

little else. And yet w
ith this project, I have a perm

anent relationship w
ith 

each of them
.

VG
: C

an ‘school’ (in the m
ost general w

ay) be seen as a perform
ance? 

Should it be perform
ed?

FH
: I’m

 not interested in perform
ance, w

hich im
plies a passive audi-

ence spectating an active perform
er. I’m

 interested in school like life, 
w

here there is a constant m
utual give and take.

VG
: Is im

m
ediacy intrinsic to your w

ork?

FH
: Yes.

VG
: Through your various collaborations it seem

s you are in- and outside, 
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WHAT IF I GREW FOOD 
IN FRONT OF MY HOUSE? 
OR OPENED UP MY
HOUSE TO THE PUBLIC? 
OR STARTED MY OWN 
SCHOOL IN MY LIVING 
ROOM? OR BECAME AN 
ARCHITECT FOR URBAN 
WILDLIFE CLIENTS?





also aside to, the actual w
ork in very unique w

ays; w
hat is the actual w

ork? 
Is it the people, or activating m

atter or space/place, or is it a concept, or a 
tim

ely piece becom
ing redundant or residual after an action?

FH
: Yes, it is all of those things and m

ore. I like to invite m
ore labels, 

m
ore m

eanings, m
ore m

anifestations, m
ore interpretations, instead of 

shutting these things dow
n.

VG
: A question about subordinate geopolitical space: w

hat edible m
at-

ter for planting w
ould you suggest for a sm

all-scale garden (organised 
by one or tw

o people) in N
orth London?

FH
: This is better asked of som

eone already grow
ing food there! I am

 
not the expert on that.
If I w

ere to plant a garden there, I w
ould start by finding others that 

have been grow
ing food there for years, and find out about their expe-

riences particular to that location.

VG
: Are you interested in biopolitics? If yes, in a particular aspect?

FH
: Yes, but nothing in particular.

VG
: Is you practice film

ic? H
ow

 do you relate to film
, the m

oving 
im

age? Do you use film
, and if so, in w

hat w
ay, aesthetically, conceptually, 

virtually? O
r m

aybe there is no use of film
 in your w

ork.

FH
: I m

ake videos (not film
s) of m

any of m
y projects. M

ovem
ent, dance 

and gardens are all conducive to tim
e-based m

edia like video – so 
I often turn to that as one of m

any w
ays of telling a story about w

hat 
happened w

ith the w
ork.

VG
: W

hat is social m
edia for you?

FH
: I w

as on Facebook for a year, but not anym
ore. I like the idea of it 

as a w
ay to facilitate, organise, and coordinate real life experiences. 

But there is som
ething unfortunate about these tools w

hen they becom
e 

surrogates for a physically and em
otionally engaged life.

VG
: Are you a nom

ad?
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FH: I am
 happy as a hom

ebody and as a nom
ad, I need both in extrem

es, 
I w

ould go crazy w
ith only one.

VG
: W

hen did the geodesic dom
e enter your thoughts and w

ork, and 
w

hat is its future? Is it fictional to a certain degree?

FH
: Before I bought m

y geodesic dom
e hom

e
3 in 2000, I actually 

hadn’t given these dom
es m

uch thought. But of course since then I have 
becom

e very interested and inspired by Buckm
inster Fuller in general, 

and his ideas behind the geodesic dom
e in particular. 4 The dom

e is not 
fictional or abstract, it is a highly pragm

atic solution to a very universal 
problem

 of shelter lim
ited by physics and standardised construction 

m
aterials. It is exactly through its relentless pragm

atism
 that it becom

es 
poetic. And it is exactly this quality inherent in Fuller’s w

ork that I love.

VG
: Are you interested in advising on building tem

porary shelters?

FH
: Sure.

VG
: Are you interested in aesthetics of people’s occupation, for exam

ple, 
protest architecture? Aesthetics of sam

pling and assem
blage?

FH
: Sure.

VG
: W

hat is your preferred w
orking tim

e and resting tim
e?

FH
: I’m

 alw
ays w

orking, but I find m
y w

ork restful.

VG
: W

here are you at the m
om

ent? In w
hat w

ay does this place or 
locality – how

ever unstable – affect you?

FH
: I am

 at hom
e in Los Angeles, w

here I am
 doing som

e serious 
nesting after returning from

 alm
ost 16 m

onths aw
ay. I am

 falling in love 
w

ith m
y house, garden, dogs, city, clim

ate, landscape and culture here 
all over again.
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THE DOME IS NOT 
FICTIONAL OR ABSTRACT, 
IT IS A HIGHLY PRAG-
MATIC SOLUTION TO A 
VERY UNIVERSAL 
PROBLEM OF SHELTER 
LIMITED BY PHYSICS AND 
STANDARDISED CON-
STRUCTION MATERIALS.





IT IS EXACTLY 
THROUGH ITS 
RELENTLESS 
PRAGMATISM 
THAT IT 
BECOMES 
POETIC.

N
otes 

1 A
nim

al Estates is an ongoing exploration into 
how

 anim
als, having been displaced or rem

oved 
from

 the city, can be reintroduced into it. Dw
elling 

designs for selected sites are developed w
ith a 

local expertise on a particular anim
al. 

w
w

w.fritzhaeg.com
/garden/initiatives/anim

ales-
tates/m

ain.htm
l

2 Edible Estates initiates the creation of regional 
prototype gardens, aim

ing to replace generic do-
m

estic garden arrangem
ents or unused green spac-

es by specific garden environm
ents. Encouraging 

to grow
 plants desired and chosen by individuals, 

the project develops both a proliferation of local 
and geographical plant specifics, and com

m
unal 

spirit am
ong residents. 

w
w

w.fritzhaeg.com
/garden/initiatives/ediblees-

tates/m
ain.htm

l

3 The geodesic dom
e becam

e base and starting 
point for Sundow

n Salon and Sundow
n School-

house, investm
ents in choreographing social 

activities and tem
porary (som

etim
es m

obile) sites 
for m

utual exchange and transactions. 
w

w
w.fritzhaeg.com

/studio/projects/sundow
n.htm

l

4 Fuller developed the intrinsic m
athem

atics of this 
type of dom

e, originally designed after W
orld 

W
ar I by W

alther Bauersfeld, chief engineer of the 
Carl Zeiss optical com

pany, for a planetarium
 to 

house his planetarium
 projector. Fuller received his 

geodesic dom
e patent U.S. 2,682,235 aw

arded 
in 1954.



A
dam

 Knight 
A

m
ateur/Failure

In the follow
ing presentation

1 I w
ould like to talk about the relationship 

betw
een am

ateurism
 and failure, specifically relating to tw

o people, 
the com

edian Andy Kaufm
an and the artist Bas Jan Ader. I w

ant to use 
the am

ateur/failure principle to consider key them
es I often think about 

in m
y ow

n artw
ork, and som

e of the things that get in the w
ay w

hen I 
w

ant to m
ake som

ething. I try to sim
plify these problem

s into dialectics, 
or questions and answ

ers. Som
etim

es I’m
 not really sure w

hich one of 
these tw

o points or positions is m
ore im

portant w
hen thinking and then 

m
aking a piece of w

ork. In this talk I am
 constantly addressing concerns 

in this dual perspective. This is w
hy I think I arrived at the tw

o figures, 
w

ho for m
e seem

ed to rem
ove any anxiety of outputting their efforts to 

an expectant public. Their ow
n personas and practices had enough 

tension and constructed criticality to sustain belief and trust throughout.

A good place to begin, one suspects, is to w
ork out w

hy I paralleled 
Kaufm

an and Ader. At first inspection the com
parisons are clear – 

both m
en led w

hat seem
s to be enigm

atic lives, and as a result their 
m

yths continue to thrive and perpetuate in an age w
here irony sinks the 

rom
antic. I’m

 also aw
are that both have been theorised and expounded 

upon so predictably through cultural m
orbid fascination. Instead, I w

ill 
here only deal w

ith m
y interests and w

rite from
 w

ithin m
y ow

n artistic 
context. I alw

ays felt there w
as an affinity w

ith w
hat the com

edian does 
and the artist at least attem

pts, and the presence of the m
yth seem

s to 
be a crude but a least introductory w

ay of exploring these parallels.

So how
 can w

e com
e to understand the tw

o m
en’s w

orks in the era of 
irony? W

here do w
e establish an anchor in w

hich to parallel their relation-
ships to failure and am

ateurism
? C

an one identify an origin? Perhaps inten-
tionality as origin provides an entry point. In a lot of artw

orks, successive 
interpretations and readings can attem

pt to sabotage and topple m
eaning. 

Intention is at the heart of the am
ateur and failurist alike. At w

orst this 
intention can becom

e an act of negation, w
here an accom

plished failure is 
no longer vulnerable to a collapse or the fall. The fall is constructed insofar 
as being a cynical exercise. In certain w

ays w
e find a sim

ilar strategy for 
the am

ateur, that of becom
ing skilled in the m

im
icry of am

ateurism
. The 

difference it w
ould seem

 to m
e lies in the degree of transparency executed 

by the artist in relation to both these m
odes of w

orking. H
ow

 one under-
stands w

hat the failure is, is directly inform
ed by the artist’s param

eters. As 
audience w

e judge the acceptability of the failure, all of w
hich is tacitly 

em
bedded w

ithin the construction of the am
ateur persona.
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Linda N
orden observes of Ader’s silent short film

 piece, I’m
 too sad to 

tell you (1971), “…
 you can see just how

 canny an actor and director 
he w

as. Actually, you m
ay not see this if you look at the later im

ages 
in isolation, but as soon as you juxtapose the 1970 photos and 1971 
film

 stills, the contrast is alm
ost em

barrassing. W
hat rem

ains interesting, 
how

ever, is that this m
akes the earlier im

ages seem
 all the m

ore earnest 
by com

parison.”
2

So intention as tabula rasa at the core of a com
edic or artistic practice 

can no longer be trusted. Each future m
ovem

ent rem
oves itself from

 the 
point of origin, our capability to follow

 the am
ateur is m

ade treacherous 
and dem

ands com
m

itm
ent and, to a certain extent, faith. At all tim

es 
w

e nervously look for that original entry point only to find it dism
antled by 

the am
ateur. It is this critical functioning of the audience – as a sacrificial 

agent – that facilitates the disappearance of intentionality. Lack of a 
true origin in the w

ork of the artist and the com
edian drives each w

ork 
to an ‘autonom

al’ m
icrocosm

 of the artist’s life. W
ithin this state all 

histories prove false and no future actions can be anticipated. It is for 
this very reason that A

der and Kaufm
an’s w

orks play out as crystal-
lised m

om
ents of their lives, and elucidate the com

plex relationship 
betw

een m
ythology and truth.

Both Kaufm
an and Ader, through a constructed am

ateurism
 and a close 

proxim
ity w

ith failure, resisted a finality as favoured by the expert. The 
believability of the proxim

ity or, as I w
ill later term

, the ‘threshold,’ played 
itself out until both m

en’s untim
ely disappearances. Ader w

as lost at sea 
enacting the final part of his w

ork In Search of the M
iraculous (1975), 

and Kaufm
an w

as lost to cancer. At this point the inbuilt circuitry of 
failure and falling w

as so hardw
ired that for som

e their deaths could 
be resisted and delayed by their developed m

yths. Even m
onths before 

Kaufm
an’s tragic death, fans w

ould stop the by-now
 w

heelchair bound 
com

edian in the street and insist he w
as still duping them

. Ader’s 
students at the University of C

alifornia suspected that his disappearance 
too w

as an elaborately staged hoax.

This extended faith-structure, I believe, does not lie solely in a dram
atic 

or theatrical space. The faith-structure seem
s to occur at the sm

aller 
scale of the repetitive gesture of the am

ateur as an agent of failure. The 
position of am

ateur w
ould seem

ingly begin to dism
antle the trappings 

of artist and com
edian alike, and appear to be an advantageous tool 

97

to engage in the age of irony and disbelief. The am
ateur functions to 

destabilise usual established critiques, or rather to shift these critiques 
into other contexts. The am

ateur is never still in his restlessness. This flux 
of context creates and perpetuates the lone figure, the outsider and the 
m

yth. Through a ‘m
ything’ of their practices and the rem

ythologising of 
faith, the com

edian and the artist begin to play w
ith the idea of both 

audience and com
m

unity. Jean Luc-N
ancy w

rites in ‘M
yth Interrupted,’ 

that m
yth and m

ythic speech is com
m

unitarian in essence but no longer 
holds m

eaning in a com
m

unity absent of m
yth. 3 

To talk of Ader and Kaufm
an from

 a posthum
ous position necessitates m

en-
tioning the rom

antic. For both m
en the rom

antic constituted the negation of 
the very practice they sought to debunk. The am

ateur declares his sepa-
ration from

 the com
m

unity not through exclusion, but via the practice of 
the m

yth. It is through these acts that separation becom
es possible, it is 

also a m
ethod of bypassing any direct confrontation w

ith the audience. 
Kaufm

an declared: “I’ve never really told a joke in m
y life. I’ve never 

done w
hat they w

ould call straight com
edy.”

4 Sim
ilarly, Ader said of his 

w
ork: “I do not m

ake body sculpture, body art or body w
orks. W

hen 
I fell off the roof of m

y house or into a canal, it w
as because gravity 

m
ade itself m

aster over m
e.”

5 The am
ateur therefore dem

ands a kind of 
faith through a constructed m

yth. In this negation of m
yth the com

edian, 
and to som

e extent the artist, relies upon the audience ‘sharing the joke’ 
vis-à-vis becom

ing a kind of expert in relation to the am
ateur.

But let’s return for a m
om

ent to the point at w
hich the m

yth structure, 
as previously m

entioned, collides w
ith this oscillating reversal betw

een 
expert and am

ateur, or belief and doubt. Som
ew

here betw
een am

ateur 
and expert lies the threshold, w

here one shifts into another. At this point 
of the threshold is the audience. So the artist-am

ateur acknow
ledges 

the audience not as m
ere recipient of his activities, but as a critically 

functioning m
om

ent w
here am

ateurism
 reveals and then reaches its lim

it. 
The audience, how

ever, rem
ains veiled in this activating role. Both Kau-

fm
an and Ader expertly construct the fault line of this threshold to alm

ost 
seism

ic effect. In this instance, both m
en exceed their ability to m

ake the 
threshold m

anifest. N
ever once does the threshold feel forced or w

ithout 
sincerity. The follow

ing clip, I think, perfectly show
s the point at w

hich 
Ader and Kaufm

an traverse, and finally slip across their ow
n threshold.

[Show
s film

 clip]



IT IS THIS 
CRITICAL 
FUNCTIONING OF THE 
AUDIENCE – AS A 

SACRIFICIAL AGENT – 
THAT 

FACILITATES 
THE DISAPPEARANCE OF 

INTENTIONALITY.

99

For Kaufm
an this w

as his very first netw
ork television appearance, 

incidentally several m
onths after Ader’s disappearance. I think this so 

beautifully constructs the sincerity and com
m

itm
ent he had established 

w
ith his audience. W

e w
ait patiently for the nervous young m

an to 
share his joke, to be funny. N

etw
ork television fram

es the am
ateur in 

such an incongruous m
anner, that w

e cannot reasonably believe that 
Kaufm

an isn’t a genius. W
ithin the first gesture, w

e know
 the am

ateur; 
he establishes his fallibility, the threshold is m

ade and the belief in Andy 
Kaufm

an is absolute.

For Ader the threshold is in the m
om

ent before the fall, Ader’s fall is 
the acceptance and w

illingness of failure; w
e receive that threshold 

in subm
ission. After the fall w

e com
e to understand the fabric of that 

threshold, and the inherent transition from
 am

ateur (supported by belief) 
to, finally, expert (solicited through trust). The critical function in this 
action allow

s us to know
 that this transition w

ill be indefinitely repeated 
by the artist, how

ever, each tim
e this know

ingness is stripped aw
ay, all 

w
e are left w

ith is the belief in the failure and the trust of the am
ateur. 

W
e cannot com

e prepared. The com
edian know

s this, but also know
s 

that the joke m
ust be shared. For Kaufm

an the threshold is calm
ly taken 

aw
ay from

 the audience, alw
ays rem

aining revealed on our horizon.
This w

as the only w
ay that Kaufm

an could be perm
itted to read F. Scott

Fitzgerald’s novel The G
reat G

atsby (1925) in its entirety and still retain 
m

ost of the audience. The truly brilliant part of this act is the collapsing 
of Ader’s belief and doubt into expertise and am

ateurism
. This disjunctive 

ebb exists throughout Kaufm
an’s career, even to an extent em

bracing a 
kind of reflexivity.

As I approach the end of this talk, I think it is pertinent to consider the 
relationship to legacy and the re-visitation of both m

en’s w
ork. In both 

instances w
e are left w

ith enough inform
ation through w

hich to propa-
gate the rom

antic m
yth even further. A book, entitled The Strange Last 

Voyage of Donald C
row

hurst (first published in 1970), w
as found after 

Ader’s disappearance in his university locker. O
n several occasions 

Kaufm
an revealed to his closest friend and fellow

 com
edian, Bob Zm

uda, 
that he intended to fake his ow

n death. I m
entioned before the role of 

am
ateurism

 as a deferm
ent of finality.

Few
 artists, such as Ader and Kaufm

an, have generated to a sim
ilar 

extent fervent desire to respond artistically, rather than critically, to their 



w
ork, the artists’ artist or the com

edians’ com
edian, if you w

ill. Various 
internet searches reveal a plethora of w

ork that pays hom
age, creates 

pastiches, or sim
ply recreates Ader and Kaufm

an’s w
ork. But these 

re-visitations seem
 to be clearly dem

arcated once m
ore by the role of 

both am
ateur and expert. In Kaufm

an’s case this reached its lim
it w

ith 
the 1999 H

ollyw
ood film

 M
an on the M

oon starring Jim
 C

arrey, and in 
Ader’s case in the w

ork of artist David H
orvitz w

hose practice referenc-
es Ader’s catalogue of w

orks. O
ne of H

orvitz’s film
s based on an artist 

flip book, entitled Rarely Seen Bas Jan Ader Film
 (2009), w

hen first 
uploaded onto YouTube, w

as rem
oved by Ader’s gallery representatives 

for copyright infringem
ent. It w

ould seem
 the am

ateur shares the joke 
again. H

ow
ever, the struggle for finality of the am

ateur continues to per-
petuate through these tributes. The original fram

ew
ork created w

ith such 
com

plexity m
anages to be distilled into absolute clarity of the dialectic: 

the fall and the failure.

So like the record that spins on the turntable, w
e are taken through the 

thresholding process and return back to the beginning, before the fall, 
before the failure – until M

ighty M
ouse once m

ore m
ight save the day.
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N
otes

1 This text is a transcript from
 a 25 m

in. film
 by 

Adam
 Knight, entitled Am

ateur/Failure. The 
film

 w
as screened as part of ARTSC

H
O

O
L/U

K 
Phase II, O

ctober 15, 2010 at the W
hitechapel 

G
allery, London.

2 Linda N
orden (2006) ‘i shall talk of things 

w
hich are som

etim
es accidentally true.’ ART LIES, 

Issue 49. 
w

w
w

.artlies.org/article.php?id=1302&is-
sue=49&s=0,%20accessed%2006-08-10

3 Jean-Luc N
ancy (1991) The Inoperative C

om
m

unity. 
M

inneapolis: University of M
innesota Press. C

hap-
ter 2, ‘M

yth Interrupted,’ p. 50.

4 Brian Zehm
e (1999) Lost in the Funhouse: The Life 

and M
ind of Andy Kaufm

an. London: Forth Estate Ltd.

5 Ader (2008) in: Brad Spence ‘The C
ase of Bas 

Jan Ader,’ p. 2.
unit2theory.pbw

orks.com
/f/Spence%20on%20

Bas%20Jan%20ader.pdf



A
lice Evans &

 
Rita Evans

The Perfect Structure

Questions

1) What is the meaning of ‘Formalism’? How do you work 
with ‘Intuition’? What is ‘Purity’ and in what way is 
it useful? What is ‘cute’? How do you reason? What is 
truth? What is the difference between ‘abstract’ and 
‘real’?
2) What are the characteristics of the environment most 
conducive to the development of your new ideas?
3) Progression of ideas and thought processes – reveal 
similarities and differences, fundamentals for mathe-
matics, sciences and arts.
4) In what direction do you move with ideas, backwards or 
forwards, perhaps?
5) Where do you have your ‘Eureka’ moments, how do you 
think these happen?
6) Is this moment of insight possible in art? And relat-
ed to that, is failure useful in mathematics and science? 
Is it a helpful topic, for instance? Can artists help to 
resolve such failure?
7) Do artists just talk ‘pop’ science?
8) Can we talk in-depth across disciplines? In what way 
is such a conversation useful?
9) Draw your perception of ‘the perfect structure’ for 
thinking in your discipline, or your favourite struc-
ture. Talk about this.
10) Make a collaborative flow diagram demonstrating time 
passing in the development of the conversation.
11) At a particular moment near the end of this event, 
we will instigate the making of one drawing of a struc-
ture, each person contributing one piece to this.
12) Morals. How could collaboration play a decisive role 
with regard, for example, to the work of the theoretical 
physicist Richard Phillips Feynman, who assisted in the 
development of the atomic bomb, with subsequent disasters 
such as the atomic bombing of Hiroshima in Japan?
13) How do you come up with new ideas, how free are you 
in letting them happen by chance?
14) Does this discussion lead to a cognitive explo-
ration that could lead to some kind of technological 
advancement?
15) What about ‘magic’ inherent in things that were not 
put there by our constructs, when can we see glimpses of 
this ‘quality’? Is it possibly a game or does it tie in 
with the real world?

Proposal for ARTSC
H

O
O

L/UK Phase II
W

hitechapel G
allery

 London, O
ctober 15–7, 2010



16) Are mathematics, science and art invention or 
discovery?
17) Are mathematics, art and science timeless? Do these 
disciplines have an existence of their own?
18) Do science and mathematics add or subtract mystery 
from an object? (See R.P. Feynman)
19) Language is interesting because it helps us discuss 
things through the differences in meaning of the same 
words we use, but does it help us to really know some-
thing? What is this Something we’re talking about called?
20) What do we think about the utopian/dystopian aspects 
inherent in what we (artists and scientists) all do?
21) How does our mental state affect what we do? Do we 
think in a more abstract way when we are creative? What 
are the problems/benefits of this state?
22) What helps us work creatively?
23) How is creativity thought of in your field? What are 
we referring to when we think of something as creative? 
Do we predict any future links between the disciplines 
of art, mathematics, music and science, and what is the 
history of these links?
24) Is the Enlightenment over?
25) Can we be positive about the future?
26) What is your favourite quote, and who is your most 
inspiring person?
27) How do you think your field will change in the next 
ten years?
28) What music or sound(s) (this can be silence) do you 
find most helpful when you are working on your ideas?

HOW DOES OUR 
MENTAL STATE AFFECT 

WHAT WE DO? DO WE 
THINK IN A MORE AB-

STRACT WAY WHEN WE 
ARE CREATIVE? WHAT ARE 
THE PROBLEMS/BENEFITS 

OF THIS STATE?



‘In The Perfect Structure | The title emerges from the 
work | The beginning and the end are part of a circuit’

In ‘Surely You’re Joking, Mr. Feynman!’ the scientist 
gives advice on the best way to pick up a girl in a top-
less bar. He was known to have used a topless bar as an 
office away from the office. He used the new office to make 
sketches or physics equations on beer mats. There is 
some evidence to suggest that he found this environment 
more conducive to creative endeavour than the tradi-
tional office space.

The Project
Our project enlists the help of artists (who either 
specialise in the field of sound, or whose research shows 
a high awareness of the ‘structure’ of their processes 
and ideas in visual terms), mathematicians and physi-
cists to try and create the perfect conditions for the 
development of ideas. This is what we mean by ‘the per-
fect structure.’ We feel that the disciplines of science 
and art have interesting parallels through their various 
methods of developing ideas. We’re also interested in the 
similarities in language used in each discipline, in our 
quest we would like to emphasise the slippages and sim-
ilarities between science and art in order to create an 
interesting environment for discussion turning it onto 
itself in the process.
Our experiment will pay homage to Feynman’s idea of a 
stimulating space (minus the topless girls!) by using 
a similar environment in order to encourage the gener-
ation of ideas. We will serve refreshments and provide 
beer mats for artists and scientists to sketch out their 
thoughts. These sketches will be projected on monitors 
for the viewing audience at the Whitechapel Gallery.

The Topic
The topic of the talk is the concept of ‘Structure’ and 
this is designed to encompass the subject of structure 
literally and metaphorically. We will ask the contrib-
utors to the discussion questions about things that aid 
them to structure their creativity, be it a particular 
environment, thought process, philosophy, microscopic 
entity, piece of music or inspirational person. We 
will also be asking the contributors to have a think 
beforehand as to what they regard as an inspirational 

structure, be it directly from the natural world, chem-
istry, physics, architecture, music, art, politics or 
an equation, and to explain what inspires their interest 
in this particular shape or pattern. They will be asked 
to draw or represent this structure so that the audience 
and other participants are able to see it as a visual ex-
planation or diagram.
We hope that this will develop into a larger debate 
and discussion on the particular interests of each 
contributor, to reveal if there is a common ground in 
the ways in which our artists, scientists and mathemati-
cians think and come up with ideas, and whether between 
us we can propose the most conducive environment in which 
to work or think creatively.

To Relax
The contributors are asked to preselect a piece of music 
or sound (this can be silence) that helps them develop 
their ideas, relax, or is important to them in some way 
when working. These pieces will be played during the 
event, a little bit like a miniature version of Desert
Island Discs (BBC Radio 4), where each week a guest is 
invited to choose the eight records they would take with 
them to a desert island. A list of these recordings will 
be made available to the audience to inspire them in 
their own endeavours.

Results and Conclusion
Our hope is to analyse the results of the debate, and 
design a sculptural work at a later date that will re-
flect the content of the discussion and the ideal struc-
tures that each contributor put forward. At this stage 
we don’t know how things will converge; failure and col-
lapse of ideas are also possible.
We will produce a leaflet and related material about 
the time of the event we would like to leave in the 
Whitechapel ARTSCHOOL/UK space. Currently we are thinking 
the event might take place in a pub 2 minutes walk from 
Whitechapel Gallery, but that is up for discussion.
We would also like to show the footage of the project to 
an ‘artist tutor’ from ARTSCHOOL/UK to have a tutorial 
about the work.



Roy A
scott &

 
John Reardon

CO
M

M
UN

ITY

(A
rtist Identity • Flux)

John Reardon: In 1998, you w
rote, “The European art academ

y is 
still struggling to preserve the artistic scenario of half a C

entury ago, 
the constructive vision is despised and collaborative creativity is totally 
discouraged.”

Roy A
scott: I think w

e’ve got to get past a lot of stuff. W
e need to think 

of tim
e in different w

ays, w
e need to think in term

s of a com
m

unity of 
people, call it an art academ

y if you w
ant, but I alw

ays have great 
belief in neologism

s and finding com
pletely new

 vocabulary to suit new
 

behaviour. W
hat is it w

e are trying to do?
W

e can produce and encourage the production of outputs that som
e-

how
 get carried into people’s living environm

ents as artw
orks, but if 

you’re talking about connectivity you have to leave that sort of thing 
behind. You’re talking about m

odelling possibilities for people to live 
and be creative, I m

ean it is intrinsically political but w
ith a very, very 

sm
all p, undoubtedly it’s w

hat em
pathy is all about. Art gives perm

ission 
to look into stuff that is forbidden because you aren’t qualified, you 
aren’t a m

em
ber or w

hatever. Art enables you very often to do that. You 
m

ight w
ant to get into W

hite Sands M
issile Range in N

ew
 M

exico, (the 
largest m

ilitary installation in the US), or som
e factory, and if you’re an 

artist you can do it. This is really w
hy it’s so im

portant to keep the w
ord 

‘art’ alive even if I’ve w
ritten quite a lot about getting rid of it because I 

think the identity of the artist is so variable, so fluid, so indefinable, and 
yet so very precise for anyone w

ho isn’t one thinking, “They can’t do 
m

uch harm
, they’re artists.”

IN
TEN

SITY (N
O

N
-IN

STRUM
EN

TA
L TIM

E)

(Disorder • Institutional Shifts)
JR: I’d like to connect the question of reciprocity to one of intensity and 
talk about your tim

e at O
C

A (O
ntario C

ollege of Art) in 1971–2. Som
e 

have described this period as one of anarchy, of chaos; of students 
practically rioting, of staff not know

ing w
hat w

as going on, of college 
not know

ing w
hat w

as going on, of Board of G
overnors not know

ing 
w

hat w
as going on.
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RA
: I arrived at O

C
A and thought, “W

ow
, they really w

ant som
ething!” 

They knew
 about Ealing*, that’s w

hy they w
anted m

e to do it*. I w
as 

43 years old at the tim
e. The first thing to deal w

ith w
as 28 part tim

e 
m

em
bers of staff, none of w

hom
 had contracts. And the designers 

w
ere…

 I can rem
em

ber having a battle w
ith the Association of C

anadian 
Industrial Designers because I claim

ed in print that they w
ere stylists. 

You know
 the old question about the designer of a refrigerator being 

a person w
ho w

orks out how
 to keep food cool; the rest is just silly, 

it’s about w
hether refrigerators are pink or w

hite, and som
e m

em
bers 

of staff w
ere really angry about all that. Anyw

ay, I replaced them
 w

ith 
people like John C

handler, I m
ean w

ith fabulous people! The shit hit the 
fan because tw

o guys – they had been there since Toronto w
as called 

H
ogtow

n; one w
as head of painting, and the other one head of printing – 

had been on sabbatical, and w
hen they com

e back the w
hole structure 

and dynam
ic of the college had changed.

SHA
M

A
N

ISM

(Psychics • N
on-neuroscience • Em

pathy • Com
passion)

RA
: W

hen I w
as teaching in W

olverham
pton I set up this thing under 

Leonardo*, called ‘Apport.’

JR: W
hat is Apport?

RA
: Apport* w

as an acronym
 for this Art, Parapsychology, O

bservation 
and Research thing. Through this initiative I got to know

 about people like 
Katherine M

altw
ood and the G

lastonbury Zodiac w
hich she discovered 

– figures m
oulded into the fabric of the land, representing constellations 

in the heavens – in 1927. I subsequently did a lot of painting and cut-
out shapes that em

erged out of random
ness. An apport is also a little 

cabinet coated in w
et plaster on three sides w

ith a curtain on the fourth 
side. It’s part of a m

aterialisation séance; the idea being that som
e-

thing m
aterialises in the cabinet and im

prints itself on the w
et plaster. It 

w
as these kinds of m

aterialisation processes that got m
e ready for 

non-neuroscience. I’ve since spent a lot of tim
e in conversation w

ith 
neuroscientists – im

m
ensely depressing, relentlessly m

aterialist. 
Jim

 G
im

zew
ski, an em

inent nanoscientist, developed a great interactive 
w

ork w
ith Victoria Vesna, titled Blue M

orph* (2007), w
hich uses nano-

scale im
ages and sounds derived from

 the m
etam

orphosis of a caterpillar 
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* Roy Ascott’s radical ‘G
roundcourse’ at the Ealing 

and Ipsw
ich Art Schools in the 1960s w

as as 
influential as it w

as unorthodox in its approach to 
teaching art. In the early 1960s Roy Ascott m

ight 
w

ell have been accused of losing his m
arbles 

w
hen a friend of his drove past Ealing C

ollege of 
Art and Design, on the outskirts of London, and 
reported seeing a group of people skidding and 
rolling around the entrance hall. W

hat he had w
it-

nessed w
as one of the m

any teaching experim
ents 

Ascott and his colleagues devised for the G
round-

course, w
here students, after being subjected to 

continuous flashes of extrem
e light and darkness in 

the lecture theatre, w
ere let loose to stum

ble over a 
floor covered w

ith m
arbles. O

h, the liberated days 
before health and safety regulations!

Em
ily Pethick (2006) ‘Degree Zero,’ Frieze, Issue 

101, Septem
ber 2006.

w
w

w
.frieze.com

/issue/article/degree_zero/

** In 1971 Ascott becam
e President of O

ntario 
C

ollege of Art, w
here possibly his m

ost radical 
teaching experim

ent w
as to reorganise the existing 

departm
ents into an ‘exploratory and speculative 

organism
’ structured as a triangle of ‘inform

a-
tion, concept and structure.’ H

ere he m
et serious 

resistance to his cybernetic art pedagogy and w
as 

sacked w
ithin a year, sparking off a large student 

protest w
ith posters declaring ‘W

e W
ant Roy.’ 

Pethick (2006) ‘Degree Zero’

*** Leonardo/The International Society for the 
Arts, Sciences and Technology (Leonardo/ISAST) 
is a nonprofit organisation that serves the global 
netw

ork of distinguished scholars, artists, scientists, 
researchers and thinkers through our program

m
es 

focused on interdisciplinary w
ork, creative output 

and innovation. 
w

w
w

.leonardo.info/isast/isastinfo.htm
l

**** A physical object w
hich has been paranor-

m
ally transported into a closed space or container, 

suggesting the passage of ‘m
atter through m

atter,’ 
that is, through intervening solid m

aterial objects. 
[From

 the Latin apportare, ‘to carry to (a place)’]
(Parapsychological Association)

***** Videoclip from
 Blue M

orph at The Integratron, 
C

alifornia, by Jack Toolin, 2008
w

w
w

.youtube.com
/w

atch?v=6YH
o0aSLuZ8



****** In early 1983, Roy Ascott w
as invited 

to propose a w
ork for the exhibition ‘ELEC

TRA 
1983’ - a survey of the use of electricity in art - 
organised by Frank Popper for the M

usée d’Art 
M

oderne de la Ville Paris. Ascott’s proposal w
as 

to use the ARTEX netw
ork both as an organising 

instrum
ent and as a textual m

edium
 for the creation 

of a w
orld-w

ide, distributed narrative - a collective 
global fairy tale. 
O

n July 13 he posted a description of the project 
and call for participation on ARTEX and artists and 
groups in 11 cities in Europe, N

orth Am
erica and 

Australia agreed to join the project. In N
ovem

ber 
each participant w

as allocated the role of tradi-
tional fairy tale character: princess, w

itch, fairy 
godm

other, prince etc. [...] Beyond the sim
ple idea 

of a fairy tale, Ascott did not suggest a story line 
or plot - the artists w

ere sim
ply asked to im

provise. 
The result w

as that, due to the differences betw
een 

tim
e zones and the nature of im

provisation, the 
narrative often overlapped and fragm

ented in the 
m

anner of the surrealist gam
e of ‘Exquisite C

orpse.’
La Plissure du Texte w

as active on line 24 hours 
a day for 12 days - from

 Decem
ber 11 to 23, 

1983. 
 La Plissure du Texte, 1983. 
alien.m

ur.at/rax/ARTEX/PLISSURE/plissure.htm
l

******* Aspects of G
aia (1989) com

bined the 
disem

bodied experience of telem
atics and cyber-

space w
ith the corporeal experience of concrete 

reality in physical space. In this regard, it form
ed a 

vital link betw
een the ‘pioneer days’ and subsequent 

form
s of Telem

atic Art that have incorporated hybrid 
technological m

edia. Aspects of G
aia brought 

together a global netw
ork of telem

atic participators 
w

ho collaborated in the creation and transform
ation 

of texts and im
ages related to British chem

ist Jam
es 

Lovelock’s ‘G
aia H

ypothesis.’ This holistic theory 
suggested that the Earth (G

aia) is a unified living or-
ganism

, and that clim
ate, atm

osphere, geography, 
plants and anim

als have co-developed in a w
ay that 

sustains the vitality of the planet. 1 Participators could 
access and contribute inform

ation to a global flow
 

of data via several interfaces, and on three levels of 
the Brucknerhaus (the w

ork’s central site at the Ars 
Electronica festival in Linz, Austria). W

hat em
erged 

w
as a portrait of the Earth “seen from

 a m
ultiplicity 

of spiritual, scientific, cultural, and m
ythological 

perspectives.” 2 

1 Jam
es E. Lovelock (1979) G

aia, a N
ew

 Look at 
Life on Earth. O

xford: O
xford University Press 

2 Roy Ascott, ‘Is There Love in the Telem
atic 

Em
brace,’ Art Journal, 1990. 

telem
atic.w

alkerart.org/overview
/overview

_ascott.htm
l

Excerpt from
 Edw

ard A. Shanken, ‘From
 C

ybernetics
to Telem

atics: The Art, Pedagogy, and Theory
of Roy Ascott,’ in Roy Ascott (2001) Telem

atic
Em

brace: Visionary Theories of Art, Technology, and
C

onsciousness, edited by Edw
ard A. Shanken. 

Berkeley, C
A: University of C

alifornia Press.
w

w
w

.ucpress.edu/books/pages/8867.php, 
w

w
w

.artelectronicm
edia.com

/artw
ork/aspects-of-

gaia-trolly-under-brucknerhaus-w
ith-netw

orked-led-
m

essages

into a butterfly. The reason I m
ention this is that he’s one of the few

 scientists 
really interested in art and in consciousness. H

e says, “W
hen I get 

dow
n there, to nano / pico, it’s just vibrations.”

JR: Vibrations suggest connectivity. And have m
aybe som

ething to do 
w

ith w
hat you talk about as love?

RA
: Yes! C

onnectivity, but m
ore than that it’s about em

pathy and com
-

passion, and I think there’s m
ore of a possibility for those sensations to 

em
erge w

ith an understanding of how
 technology can increase these 

form
s. I don’t quite know

 how
 w

e got here from
 w

hat w
e w

ere talking 
about before, but the art / consciousness connection is im

portant to 
m

e, and for quite som
e tim

e now
 I’ve w

anted to talk about that. I found 
very early on, not so m

uch w
ith m

y w
ork La Plissure du Texte* but w

ith 
Aspects of G

aia*, that its im
portance lies in the process. The real core 

of it is the opening up of the sets of relationships w
hich are possible 

w
ith hum

an beings – through telem
atic system

s – that have the potential 
to increase em

pathy and to carry com
passion.

JR: H
as this been realised, has there been an increase in em

pathy w
ith 

the increase in technology?

RA
: The possibility for it is there I think. O

n a rather crude level you 
m

ight w
ant to say that social netw

orking, as it’s em
erged, is a sort of 

first level; a curious relationship being possible w
ith these disem

bodied 
people. “I don’t know

,” in answ
er to your question. To start w

ith, before 
there can be em

pathy there has to be aw
areness. And I suppose there’s 

now
 a greater possibility of aw

areness. The potential is certainly there 
but of course there’s great com

plexity. And to sustain anything in the 
N

et, you obviously have to have reciprocity.

JR: The kind of reciprocity w
hich in the1960s M

arshall M
cLuhan w

ould 
have said w

as the potential of electronic m
edia.

RA
: Exactly.

(Rituals • Codes)
JR: I’d like to talk to you about architecture and the ritual practices of 
Santo Daim

e, a syncretic spiritual practice, founded in the Brazilian 
Am

azonian State of Acre in the 1930s. I’m
 interested in the precise 
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architecture and set of codes constructed around these practices. I w
as 

w
ondering if w

e can draw
 som

e com
parison to the ritual practices and 

architecture of an art school, because it seem
s to m

e that the pedagogical 
m

odel you w
ere w

orking w
ith in Ealing and Ipsw

ich em
ployed a very 

precise set of codes and rituals that spoke to that kind of practice of 
Double C

onsciousness and Double G
aze*, the kind of space w

here 
you inhabit tw

o m
odes of being alm

ost sim
ultaneously.

RA
: Just outside Brasilia is Vale do Am

anhecer*, a com
m

unity of peo-
ple, trainee m

edium
s, devoted to the psychic w

orld. H
ere, an enorm

ous 
building houses every conceivable cult, the cult of the W

hite Arrow
, an 

Egyptian cult, a C
atholic cult, and the architecture has follow

ed these 
ideas in a w

ay you w
ouldn’t find anyw

here else. M
edium

s sitting on 
high desks direct you to a specific m

edium
 they have intuited you’re 

right for in an area specially built of tw
o-seater concrete benches, one 

seat behind the other. Seated behind the m
edium

 – the m
edium

 is usu-
ally fem

ale – is another person ready to hold her as she gets agitated. 
The benches have been designed for this. You can w

ander through this 
building w

ith all these things going on. W
hat it’s all about – the design, 

the architecture and everything else – is reaching these other w
orlds, 

these entities. 

A Brazilian student in Plym
outh casually referred to how

 her m
other 

w
as a m

edium
. W

hen asked, “W
hat w

as it like?” she replied, “H
ow

 
do you m

ean w
hat w

as it like?” and added, “They’re all here w
hether 

you’re a m
edium

 or not…
 the disincarnates.” It w

as like telling her you 
can sm

ell flow
ers. 

A friend of m
ine, a distinguished doctor in Sao Paolo runs a psychic 

hospital for children, all the healing is done by psychics. 

The Theological Faculty at the University of Sao Paolo has an Um
banda 

Tem
ple as part of the University. The diversity of these places is interesting. 

You can go to another Santo Daim
e and it’s very differently set-up. 

There is just an audience in the jungle, you’re not w
atching anything, 

as everyone is involved. This had a huge effect on m
e w

hen visiting 
such com

m
unities, particularly the indigenous ethnic group Kuikuro, and 

thinking about their relationship to perform
ance – w

hat w
e w

ould see 
as perform

ance. 
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******** By ‘double consciousness’ is m
eant 

the state of being w
hich gives access, at one and 

the sam
e tim

e, to tw
o distinctly different fields of 

experience. In classical anthropological term
s 

this is to describe the sham
anic ‘trance’ in w

hich 
the sham

an is both in the everyday w
orld and at 

the sam
e tim

e navigating the outerm
ost lim

its of 
other w

orlds, psychic spaces to w
hich only those 

prepared by physical ritual and m
ental discipline, 

aided often by ‘plant technology,’ are granted 
access. In post-biological term

s, this is m
irrored by 

our ability, aided by com
puter technology, to m

ove 
effortlessly through the infinities of cyberspace 
w

hile at the sam
e tim

e accom
m

odating ourselves 
w

ithin the structures of the m
aterial w

orld.

By ‘double gaze’ is m
eant, seeing at once both 

inw
ard realities and the outw

ard surfaces of the 
w

orld. The double gaze and double consciousness 
are related. In m

y experience of ingesting the 
ayahuasca I entered a state of double conscious-
ness, aw

are both of m
y ow

n fam
iliar sense of self, 

and of a totally separate state of being. I could 
m

ove m
ore or less freely betw

een these tw
o states. 

Sim
ilarly w

ith m
y body: I w

as at one and the 
sam

e tim
e conscious of inhabiting tw

o bodies, the 
fam

iliar phenom
enology of m

y ow
n body sheathed 

as it w
ere, in a second body m

ade up of a m
ass 

of m
ulti-colored particles, a m

illion m
olecular points 

of light. M
y visual field, m

y double gaze, alter-
nated, at choice, betw

een the coherent space of 
everyday reality and a fractal universe com

prising 
a thousand repetitions of the sam

e im
age, or else 

form
ing a tunnel in space through w

hich I could 
voluntarily pass w

ith urgent acceleration. I could at 
any point stop and review

 these states, m
oving in 

and out of them
 m

ore or less at w
ill.

Roy Ascott (2003) Telem
atic Em

brace: Visionary  
Theories of Art, Technology, and C

onsciousness. 
Berkeley, C

A: University of C
alifornia Press. P. 237

********* Brasilia and, you could argue, Vale 
do Am

anhecer – beyond the outlying slum
s of 

the city – w
ere designed as utopian political and 

adm
inistrative centres. 



There’s a book of photographs of the Am
azon w

ith an essay by C
laude 

Lévi-Strauss, w
here he argues there is evidence to support the idea 

that these w
ere superior civilisations; and w

hen you look at w
hat these 

people do in the jungle, he puts the question, “W
ell, w

ouldn’t you?” 
Lévi-Strauss w

as arguing against the idea of this long-term
 prim

itive w
ho 

hadn’t developed. Everything counts for the Kuikuro, every m
ark, every 

little thing. 

A photographer in Brasilia produced this beautiful book about the Kuikuro. 
The photographer pointed to a person in one of the photographs, a 
m

inor chief w
ho had his arm

s and legs cut off at the knees, because 
three Dutch anthropologists had been there a year before and one of 
them

 had died by natural causes and had been buried in w
hat w

as 
sacred ground for the Kuikuro – and w

hen the anthropologists cam
e 

back, they w
anted to reclaim

 the bones. The m
inor chief took them

 to 
the grave w

here they disinterred the bones. The m
ain chief or leader of 

the Kuikuro got to hear of this and it w
as clear that this m

inor chief had 
his arm

s and legs cut off and w
as left in the forest. The anthropologists 

w
ere stripped of their cam

eras, m
oney and passports, of everything. 

They w
ere put on the Leonardo landing strip w

here once a w
eek a 

plane com
es in. 

(Identity • Reality)
JR: W

hen you w
ere w

orking w
ith students in Ipsw

ich and Ealing, there 
w

as som
ething about pushing them

 into a space w
here they no longer 

clearly recognise them
selves; through setting up these situations for both 

self-discovery and reliance on one another, because they are grappling 
w

ith things that fall outside their current understanding.

RA
: The m

ost im
portant thing for m

e w
as that they w

ould be, as it 
w

ere, grappling w
ith them

selves, through an understanding that you 
can ‘m

ake’ yourself. Identity is som
ething m

alleable and this is w
hat 

interests m
e now

 about social m
edia, that you can have m

ultiple selves, 
and this is going to develop in very interesting w

ays over the next 20 or 
30 years. Som

e of these other selves m
ay even becom

e sem
i autonom

ous. 
W

hat w
as happening in Ipsw

ich and Ealing w
as very interesting and 

certainly it w
as about identity; you m

ake yourself, you play yourself. 
There’s no ‘you,’ no essential, intrinsic ‘you.’ You’re alw

ays in the 
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I WAS ... VERY CONCERNED 
WITH PROCESS AND 
SYSTEM, NOT OBJECTS. 
OBJECTS EMERGE FROM 
THESE PROCESSES AND 
SYSTEMS, OR EVIDENCE 
THEM, OR SEND YOU 
BACK INTO THAT BEHAV-
IOURAL WORLD.  



process of m
aking yourself. Basically seeing the w

hole thing as theatre 
w

ithout being unrealistic. If one could get the students to that w
ay of 

understanding, to realise that everything can be constructed—
I’m

 not talking 
about chaos—

everything can be rethought, you can w
rite your ow

n 
script and ultim

ately you can w
rite the script about the w

orld. That’s 
exactly w

hat H
einz von Foerster or N

orbert W
iener, tw

o of the founders 
of cybernetics, are talking about, that you can construct this w

orld. And 
they’ve provided conceptual m

odels that w
e needed w

ith the advent of 
this new

 kind of technology, new
 understandings of scientific processes 

and system
s, and other things that are going on.

JR: The ritualised practices of Santo Daim
e draw

 on som
ething beyond 

w
hat can be explored by science, but w

hich is equally real and present.

RA
: …

w
hich is absolutely as ‘real’ as the Ayahuasca experience. At 

one stage there w
ere only six PhDs doing research into Santo Daim

e 
and now

 there is all kinds of research going on around the w
hole 

question of reality.

JR: W
ho ow

ns it?

RA
: Yes, exactly.

A
RCHITECTURE

(O
rganism

 • A
rchitecture • Feeling)

JR: Aspects of G
aia brings to m

ind the w
ork of C

edric Price. You m
en-

tion his unbuilt ‘laboratory of fun’ project The Fun Palace (1961)* in 
your book Telem

atic Em
brace, though I w

as thinking m
ore about Price’s 

Potteries Thinkbelt (1964)*, a m
obile learning resource or university 

w
hich is all about process and m

ovem
ent, about using the underused 

railw
ay system

 and the dilapidated industrial infrastructure of the N
orth 

Staffordshire Potteries in the N
orth of England; carriages m

ove, class-
room

s m
ove, sem

inars m
ove, students and staff m

ove; m
ovem

ent being 
im

plicit in any notion of process.

RA
: Yes! I m

et Price and the theatre director Joan Littlew
ood and got 

to know
 about The Fun Palace w

hich w
as designed for Littlew

ood. 
That m

eeting w
as really im

portant. W
hen I got to O

ntario w
e hired an 
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********** W
hether characterised as a giant 

toy or as a building-sized transform
able m

achine, 
the project’s interest resides in its radical reliance on 
structure and technology, its exem

plification of notions 
of tim

e-based and anticipatory architecture. W
ith Fun 

Palace, Price addressed social and political issues 
that go far beyond the typical bounds of architec-
ture [...] The project also involved a Fun Palace 
C

ybernetics C
om

m
ittee, led by G

ordon Pask 
(1928–1996). O

ne of the leading figures in the 
study and developm

ent of C
ybernetics, w

hich w
as 

concerned w
ith inform

ation, feedback, identity, 
and purpose, Pask exam

ined such issues as how
 

the hum
an organism

 learns from
 its environm

ent 
and relates to others through language.
w

w
w

.cca.qc.ca/en/collection/283-cedric-price-
fun-palace, http://designm

useum
.org/design/

cedric-price

O
n Price, see also: Stanley M

athew
s (2007) From

 
Agit Prop to Free Space: The Architecture of C

edric 
Price. London: Black Dog Publishing

*********** This theoretical project w
as a 

reaction against the elitist university institutions 
(w

hich Price believed kept education separate from
 

the m
asses) and the loss of skilled m

anufacturing 
w

orkers/developers through the ‘Brain Drain’ and 
deindustrialisation of the post-w

ar UK. 
Price proposed a new

 type of science and technology 
teaching institution. The ‘Potteries thinkbelt’ w

as a 
series of interconnected faculties and student housing 
w

hich w
as linked through the existing road and rail 

netw
orks (w

hich w
ere underused at the tim

e). 
The Rail connections not only acted as a link 
betw

een sites but also acted a teaching room
s, 

labs and w
orkshops. This w

as achieved by having 
container styled teaching units w

hich could be lift-
ed by cranes at a ‘transfer’ area onto or off a train 
depending on the requirem

ents of the institution. 
Price believed that the creation of such an institu-
tion w

ould create em
ploym

ent and innovation in 
the area and thus aid a better quality of life in the 
N

orth Staffordshire Area.
studio-9.w

ikispaces.com
/file/view

/The+Potter-
ies+Thinkbelt.pdf

C
edric Price’s Potteries Thinkbelt

citym
ovem

ent.w
ordpress.com

/2012/08/03/
cedric-prices-potteries-thinkbelt/



excellent industrial designer w
ho w

anted to w
ork in som

e rem
ote region 

w
ith lots of snow

 and deprivation. H
e w

anted to w
ork w

ith groups of 
students com

m
itted to design, to solving design problem

s up there, in situ. 
I’m

 sure it w
ould have developed further but it didn’t. It w

as a great sham
e.

I gave a paper at ISEA, the Inter-Society for the Electronic Arts, in 
w

hich I propose how
 you w

on’t really have architecture in the w
ay 

that it’s being talked about until it has feelings about you. I don’t know
 

w
hat that m

eans but it could m
ean som

ething; an architecture that has 
feelings and that can think how

 it can im
prove itself, or repair itself, or 

feed itself. It could be a reality in 50 or even in 30 years particularly 
w

ith nanotechnology. W
hat w

e do in cyberspace now
 w

e’ll do next in 
nano, I m

ean there’s no question about it, it’s m
aterial science. So you 

don’t actually design buildings top-dow
n because by the tim

e you’ve 
built them

 the entire situation has changed. As you know
, they take 3 

or som
etim

es 5 years in planning by w
hich tim

e the entire social and 
econom

ic situation has changed. You grow
 buildings, and they grow

 
in the w

ay plants grow
, relative to changes in the environm

ent and 
form

s of adaptation, and in m
y view

 this grow
ing architecture is going 

to be possible w
ith nanotechnology. W

e’re just about to pass the point 
at w

hich w
e say, “You can build anything as long as it’s in concrete, 

rubber, alum
inium

, steel, w
ood.” You’ll soon be able to say, “I w

ant 
som

ething that does this [draw
s an abstract squiggly form

 in the air]!” 
And there w

ill be a m
aterial science and designers w

ho can design a 
m

aterial specifically to do that.
O

nce w
e understand that w

aste and all this stuff w
e produce is all the 

sam
e m

aterial, is all nanoparticles... w
e’ve just got to design m

achines 
that can break these structures dow

n and then rebuild them
 again.

RIG
ID SYSTEM

S

(M
odelling • Behaviour • A

rtist)
JR: The process and behavioural m

odel you w
orked w

ith at Ealing and 
Ipsw

ich also struck m
e as having a lot to do w

ith ‘artist as exem
plar’ of, 

let’s call it, a future w
ay of being, as one w

ho provokes change.

RA
: I called that essay about Ealing ‘The C

onstruction of C
hange’ 

(1964). O
nce you see a hum

an being am
ongst other things as an 

organism
, as a dynam

ic entity, it cannot exist in isolation. I alw
ays saw
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the art school as a m
odelling, as a social m

odel of how
 a com

m
unity—

unlike the w
hole of society—

can be viable, dynam
ic, that’s very m

uch 
w

hat the Ealing and Ipsw
ich activity w

as all about.

JR: Art afforded you a space in w
hich to do this rather than ‘doing art,’ 

or w
hat I m

ean to say – and I think w
e’ve alluded to it already – rather 

than art being im
portant in and of itself?

RA
: That’s very true, still is. The best thing you can have on a passport 

as your profession, if professions w
ere still being put on passports, is 

‘artist.’ If it says ‘artist’ you can get into alm
ost anything and I’ve valued 

that hugely. Art is all about m
odelling ideas.

N
O

N
-PLA

N

(Experim
ent • System

 • O
bject • Process)

RA
: It transpires that w

hat they had in m
ind at O

C
A w

as a little exper-
im

ental thing and the rest of it w
ould be kept as it used to be, and I 

thought, that w
ould be absolutely ridiculous. In term

s of system
, the w

ay it 
w

orked w
as that w

e listed all these topics, and students ticked the topics 
they w

ere interested in.
Then w

e’d m
atch the staff profiles w

ith the topics; put this group of stu-
dents and m

em
ber of staff in room

 37 or w
herever (often w

herever there 
w

as free space). The college w
as housed in a big building and just the 

business of m
aking the w

hole thing cohere…
 It w

asn’t com
pletely chaotic, 

but it w
ould have been a lot easier w

ith a com
puter in those days. O

n 
paper w

e had this detailed m
ap but you needed the com

puter to get it 
to w

ork properly. Anyw
ay, tow

ards the end, the college locked m
e out of 

m
y office, and the students m

ounted a huge protest outside the front of the 
building and they chained them

selves to railings, “Students w
ant Ascott!” 

They definitely knew
 w

hat they w
ere getting and they really w

anted 
it. And of course that incensed the other lot. M

y position has alw
ays 

been that teaching is tw
o-w

ays; and this is not just out of som
e m

oral 
im

perative, the actual w
ord ‘reciprocity’ w

as em
bodied in m

y m
anifesto 

for Ealing. As the teachers learn, the students learn, there’s a com
m

on 
ground to be inquired into – w

hether you w
ant to call it art, creativity or 

w
hatever. I w

as and still am
 very concerned w

ith process and system
, not 

objects. O
bjects em

erge from
 these processes and system

s, or evidence 
them

, or send you back into that behavioural w
orld. The fundam

ental 
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question is, w
hat does it all get dow

n to really? It’s called fine art, design, 
fashion. Isn’t there som

ething about structure, about inform
ation, about 

concept? I m
ean it could have been som

ething else. And now
adays it 

w
ould probably be som

ething else if I w
as involved. But that educational 

enquiry and set-up w
as all really based on process, like I said earlier w

ith 
these designers of refrigerators.

EXTRA
-IN

STITUTIO
N

A
L FRA

M
EW

O
RK

(Horizontality)
RA

: If you take everything off the w
all and put it on the table, you kill 

that thing M
cLuhan w

as talking about, w
here either you’re the pivot* 

or the priest. If you pull it dow
n Pollock-like onto the tabletop, you’ve 

got sides. I rem
em

ber going to these pueblos, com
m

unities of N
ative 

Am
ericans by the Rio G

rande. They w
ork w

ith layers, w
ith ladders 

betw
een layers in the buildings, and layers betw

een w
orlds called the 

sipapu*. Leo Steinberg’s book, O
ther C

riteria (1972), is all about the 
horizontal plane and the absolute fundam

ental shift that takes place 
w

hen you consider representations on the horizontal rather than on the 
vertical plane. O

ne of the great w
orks of the 1990s w

as C
hrista 

Som
m

erer and Laurent M
ignonneau’s A-Volve*. If you w

ant interactive 
art, and beauty, and incredible inventiveness, and creativity, and a 
social w

ork…
 this is it. It’s one of the few

 really successful horizontal 
uses of data screens.
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************ The point of rotation in a lever 
system

 or m
ore generally the centre point of any 

rotational system
.

************* Sipapu, a H
opi w

ord, is a 
sm

all hole or indentation in the floor of kivas [a 
room

 used by m
odern Puebloans for religious 

rituals] used by the Ancient Pueblos Peoples and 
m

odern-day Puebloans. It sym
bolises the portal 

through w
hich their ancient ancestors first em

erged 
to enter the present w

orld. 
en.w

ikipedia.org/w
iki/Sipapu

************** A-Volve videoclip
w

w
w

.youtube.com
/w

atch?v=UTN
- zeL1n0kg



A
A

 Bronson 

M
anipulating the Self

In the early days of G
eneral Idea, Felix and Jorge and I w

ere thinking 
a lot about artists and audiences, about how

 artists m
anipulate audi-

ences, and about how
, in collaboration, artists m

anipulate each other. 
There is a kind of ‘fun’ quotient to this, a feeling of joy and success 
w

hen one has m
ade another hum

an being do som
ething that m

akes them
 

look stupid: “I m
ade you do it!” cries one delighted child to another.

M
anipulating the Self is a self-referential project in w

hich the task 
of ‘tricking’ the audience into doing som

ething silly has becom
e the 

subject of the w
ork itself. But by doing this it taps into very basic notions 

of w
hat it is to be hum

an: w
hat separates the self from

 the other, and 
w

hen does one becom
e the other? In a sense the piece is also about 

set theory, and it is no accident that w
e w

ere reading W
ittgenstein at 

the tim
e. At w

hat point does this set of ‘fam
ily resem

blances’ no longer 
include an im

age? C
an a cow

 m
anipulate the self? Does M

anipulating 
the Self require a consciousness of the task being perform

ed or can it 
be accidental?

This particular gesture has other layers too. O
n the one hand, “held, 

you are holding;” that is clear. But the position you have taken is akin 
to a favourite pose of H

ollyw
ood starlets of the postw

ar period, and the 
authentic is underm

ined by the echo of artificiality from
 the w

orld of m
edia 

and entertainm
ent. And of course it is, indeed, an ‘artificial’ pose. 

And in a textual sense, there is a som
ew

hat naughty reference to m
as-

turbation, and perhaps sexuality is alw
ays the underpinning of anything 

to do w
ith self and other.

W
e had m

ultiple w
ays of collecting im

agery for this im
age collection, 

this archive (and all that is im
plied by the w

ord ‘archive’). The m
ailing 

to our friends and collaborators of course brought in the m
ajority of the 

im
ages, and w

as w
ell supported by contributions from

 the readers of 
FILE M

egazine. But the perform
ative aspect of the w

ork w
as also useful 

for lectures at art schools: every lecture ended w
ith a photo opportunity, 

in w
hich the students w

ould join w
ith each other in a cheery rendition 

of M
anipulating the Self. Lots of laughter ensued.

In this sense, the project can be seen as being about form
ing com

m
unity, 

and I believe that to be a m
ajor them

e in G
eneral Idea’s 25-year oeuvre.
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G
eneral Idea

M
anipulating the Self

Phase 1 –
A

 Borderline Case (1970–1971)

The project M
anipulating the Self is com

posed 
of 213 item

s from
 several sources, from

 found 
im

ages in new
spapers, to photographs and 

photocopies, then arranged by the artists in four 
large groups, plus a copy of FILE M

egazine. The 
arrangem

ent of this m
aterial is as follow

s:

G
RO

UP A

Found im
ages from

 new
spapers. 9 im

ages. 
Inspirational m

aterial for developing M
anipulating 

the Self. Found im
ages w

ere collected by AA Bronson, 
Felix Partz and Jorge Zontal. They used these 
im

ages as the basis for the project.

G
RO

UP B

Photographs of Jorge Zontal. 2 photographs.   
These tw

o portraits of Jorge Zontal w
ere used as 

the im
age that participants w

ere requested to 
reproduce and return to the artists. Participants 
reproduced this gesture, som

e of them
 exactly, 

others w
ith variations, each giving their ow

n 
interpretation.

G
RO

UP C

1. Photographs of identified people. 
135 photographs.
Photographs sent back to G

eneral Idea in w
hich 

the participant is identified on the back of the 
photograph. Photographs of Jorge Zontal, A

A
 

Bronson and Felix Partz are included in this 
group.

2. Photographs of unidentified people. 
35 photographs.
Photographs sent back to G

eneral Idea in w
hich 

the participant is not identified.

3. A
nnotated photocopies of the m

ailer. 
23 photocopies. 
From

 the photographs received, G
eneral Idea 

started an index or archive by photocopying 
the photographs in a standard layout w

ith all 

138

the inform
ation included. They abandoned this 

approach at a certain point, com
pleting only these 

first 23 im
ages. Som

e of these photocopies w
ere 

show
n in M

iam
i together w

ith the original photo-
graph (as seen in the pictures).

4. Postcard from
 G

ary M
ichael Dault. 1 postcard.

Very personal answ
er from

 G
ary M

ichael Dault 
after receiving the invitation by G

eneral Idea to 
participate in the project.

G
RO

UP D

1. Photograph of Jorge Zontal. 1 photograph.

2. G
roup photographs. 6 photographs.

6 different photographs w
ith groups of people 

reproducing together the M
anipulating the Self 

gesture. Som
e of these are classes in art schools 

w
here G

eneral Idea w
ere lecturing.

FILE M
egazine

Issue from
 M

ay–June 1972 FILE M
egazine w

ith 
M

anipulating the Self gesture on the cover.
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The m
ailer for G

eneral Idea’s M
anipulating the Self, w

hich w
as circu-

lated through the ‘netw
ork’ features a black and w

hite photograph of 
group m

em
ber Jorge Zontal in the ‘m

anipulating the self’ position w
ith 

his arm
 w

rapped around his head, alongside the follow
ing text:

The head is separate; the hand is separate. Body and m
ind are separate

The hand is the m
irror for the m

ind – w
rap your arm

 over your head, 
lodging your elbow

 behind and grabbing your chin w
ith your hand. 

The act is now
 com

plete. H
eld you are holding. You are object and 

subject, view
ed and voyeur.

Recipients w
ere asked to take a photograph of them

selves interpreting 
the M

anipulating the Self position and to post their pictures back to 
G

eneral Idea. The call garnered a positive response and out of the 
im

ages sent back, 112 appear in a sm
all pam

phlet of the sam
e title 

w
hich w

as published by C
oach H

ouse Press in an edition of 500. 
These im

ages constitute a snapshot of the netw
ork, a loose constellation 

of artists and others w
ith conceptual and counter culture affiliations that 

shared an interest in the production and dissem
ination of ideas, through 

group activity and by using channels of com
m

unication such as the 
postal system

. Featured in the pages of this pam
phlet are fellow

 artists 
and collaborators Im

age Bank’s M
ichael M

orris and Vincent Trasov 
(a.k.a. M

arcel Dot and M
r. Peanut), G

eneral Idea associates and future 
beauty pageant contestants M

iss H
oney and G

ranada G
azelle, as 

w
ell as Pierre Théberge, curator at the Art G

allery of O
ntario, and Kitty 

Tim
s, AA Bronson’s m

other. The larger collection of M
anipulating the 

Self im
ages from

 the G
eneral Idea archive includes variations on this 

pose, such as group m
em

ber Jorge Zontal’s m
other M

iriam
 Saia doing a 

double arm
ed version and the photograph of a nude w

om
an w

ith her 
legs w

rapped around her head and arm
s w

rapped around her pelvis.

The subtitle to the m
ailer ‘Phase 1 - A Borderline C

ase’ reflects G
eneral 

Idea’s organising of their output into categories that appear again and 
again in different contexts. The ‘Borderline C

ase,’ for exam
ple, is a 

concept explored in an editorial of the French edition of FILE M
egazine 

‘IFEL’ from
 1972, w

hose language echoes the m
ailer, and w

hich reads 
– ‘W

hen in Paris, affect the borderline case. C
onsider the coupling of 

view
ed and voyeur, subject and object posed as event.’ Further into 

the m
agazine ten other borderline cases are described in term

s, w
hich are 

ontological and poetic, and w
hich com

bine a sort of conceptual m
ysticism

 



THESE IMAGES 
CONSTITUTE A SNAP-
SHOT OF THE NETWORK, 
A LOOSE CONSTELLA-
TION OF ARTISTS AND 
OTHERS WITH CONCEP-
TUAL AND COUNTER 
CULTURE 
AFFILIATIONS

w
ith deadpan hum

our. Another borderline (betw
een nature and culture) 

is explored in a project from
 that year called ‘Light O

n,’ w
hen during 

the sum
m

er solstice the group used an apparatus consisting of tw
o large 

m
irrors supported in an alum

inium
 fram

e that could be rotated 180 
degrees, to shine a light onto landscapes, buildings and objects. In a 
sim

ilar project by Im
age Bank tw

o naked m
en trace each other’s body 

w
ith rays deflected from

 hand held m
irrors. In the case of M

anipulating 
the Self, the borderline is internalised so that the object under exam

ina-
tion is the self – in a physical adjustm

ent perform
ed for the cam

era, one 
part of the body is called upon to touch, m

anipulate and fram
e another, 

so that the self becom
es ‘object and subject, view

ed and voyeur.’

This process of reiteration reflects how
 during the 1970s G

eneral Idea 
engineered their various projects into a group m

ythology; often recy-
cling concepts and folding them

 back into a singular if com
plex narra-

tive – the central strand of w
hich w

as the ‘M
iss G

eneral Idea Beauty 
Pageant.’ The M

anipulating the Self position, for exam
ple, w

as used 
in situations such as lectures that prefigured rehearsals for the pageant 
(w

here audiences w
ere trained to sit, boo, hiss, sleep, give standing 

ovations and perform
 fire drills). During these lectures, audiences w

ould 
be given instructions by m

em
bers of the group, using the sam

e w
ords 

w
ritten on the m

ailer – ‘W
rap your arm

 over your head, lodging your 
elbow

 behind and grabbing your chin w
ith your hand. The act is now

 
com

plete. H
eld you are holding. You are object and subject, view

ed 
and voyeur.’

G
rant W

atson
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Ruth H
öflich 

M
ountain Standard Tim

e
*

W
e
d
,
 
2
4
 
O
c
t
 
2
0
1
2
 
(
6
:
0
8
p
m
)

R
e
l
a
t
i
o
n
s
 
a
r
e
 
l
i
m
i
t
l
e
s
s
1

T
h
e
 
a
v
e
r
a
g
e
 
a
d
u
l
t
 
i
n
h
a
l
e
s
 
a
n
d
 
e
x
h
a
l
e
s
 

a
p
p
r
o
x
i
m
a
t
e
l
y
 
1
1
0
0
0
 
l
i
t
r
e
s
 
o
f
 
a
i
r
,
 
t
h
a
t
 
i
s
 
5
5
0
 

l
i
t
r
e
s
 
o
f
 
o
x
y
g
e
n
,
 
p
e
r
 
d
a
y
.

A
t
 
t
h
e
 
c
o
r
e
 
s
u
r
f
a
c
e
,
 
i
n
s
i
d
e
r
s
 
u
s
e
 
o
n
e
-
t
o
-
o
n
e
 

c
o
r
r
e
s
p
o
n
d
e
n
c
e
 
t
o
 
m
e
a
s
u
r
e
 
r
e
l
a
t
i
v
e
 
s
i
z
e
s
,
 
m
a
g
n
e
t
i
c
 

s
t
r
u
c
t
u
r
e
s
 
h
o
l
d
i
n
g
 
t
h
e
i
r
 
a
t
t
e
n
t
i
o
n
 
(
f
r
o
m
 
p
a
t
t
e
r
n
 

m
a
k
i
n
g
 
t
o
 
s
e
l
e
c
t
i
n
g
 
m
a
t
e
r
i
a
l
s
 
t
o
 
s
e
w
i
n
g
 
t
h
e
 

c
l
o
s
u
r
e
s
)
 
–
 
h
e
a
d
l
i
n
e
s
 
c
o
n
n
e
c
t
i
n
g
 
t
h
e
 
d
o
t
s
,
 
t
h
e
 

f
a
r
t
h
e
s
t
 
p
o
s
s
i
b
l
e
 
p
o
i
n
t
s
 
w
e
 
c
a
n
 
s
e
e
,
 
t
h
e
 
e
n
d
s
 
o
f
 
t
h
e
 

e
a
r
t
h
.
 
A
t
 
5
:
3
4
a
m
 
w
e
 
w
e
l
c
o
m
e
 
t
h
e
 
s
p
e
e
c
h
 
i
m
p
e
d
i
m
e
n
t
s
,
 

t
h
e
 
s
l
i
p
s
 
o
f
 
t
o
n
g
u
e
 
a
n
d
 
v
e
r
t
i
c
a
l
 
c
o
n
n
e
c
t
i
o
n
s
.

1
 d
i
s
c
u
s
s
 
p
a
t
t
e
r
n
s
 
a
n
d
 
c
o
n
s
t
e
l
l
a
t
i
o
n
s
 
a
n
d
 
h
o
w
 
t
o
 
i
d
e
n
t
i
f
y
 

t
h
e
m
,
 
r
e
l
a
t
e
 
u
s
e
 
o
f
 
s
t
o
r
y
t
e
l
l
i
n
g
 
t
o
 
n
a
t
u
r
a
l
 
p
h
e
n
o
m
e
n
a
.

* This w
ork w

as developed in response 
to the residency  Som

ething in the W
ater, 

in Search of the Turn of the Backw
ash 

held at the Banff Centre, Canada in 
N

ovem
ber and Decem

ber 2011. 
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T
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T
a
k
e
 
n
o
t
e
 
o
f
 
a
 
p
a
r
c
e
l
 
o
f
 
a
i
r
 
e
x
e
r
t
i
n
g
 
i
t
s
 
p
r
e
s
s
u
r
e
.

C
o
n
v
e
r
s
a
t
i
o
n
s
 
s
t
a
r
t
 
l
o
n
g
 
b
e
f
o
r
e
 
t
h
e
y
 
a
r
e
 
p
u
t
 
i
n
t
o
 

w
o
r
d
s
.
 
O
n
 
a
v
e
r
a
g
e
 
5
%
 
o
f
 
a
i
r
 
i
s
 
c
o
n
s
u
m
e
d
 
i
n
 
e
a
c
h
 

b
r
e
a
t
h
.
 
W
e
 
m
a
k
e
 
n
o
 
o
r
d
i
n
a
r
y
 
b
e
t
w
e
e
n
 
a
l
l
 
t
h
a
t
 
i
s
 
c
o
n
-

flicting, blow smoke at inverted mountains and upside 
d
o
w
n
 
w
a
t
e
r
f
a
l
l
s
.
 
T
h
e
 
w
e
i
g
h
t
 
o
f
 
e
a
c
h
 
b
r
e
a
t
h
 
v
a
r
i
e
s
 

b
y
 
v
o
l
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m
e
,
 
y
o
u
 
w
r
i
t
e
 
a
s
 
y
o
u
 
r
e
a
d
,
 
I
 
a
c
t
 
a
s
 
I
 
s
p
e
a
k
.
 

T
e
m
p
e
r
a
t
u
r
e
 
s
e
t
s
 
a
 
l
i
m
i
t
 
t
o
 
h
o
w
 
m
u
c
h
 
c
a
n
 
c
i
r
c
u
l
a
t
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b
u
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t
h
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m
o
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e
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a
 
d
i
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c
o
v
e
r
y
 
i
s
 
m
a
d
e
,
 
y
o
u
 
a
n
d
 
I
 
r
e
c
i
p
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r
o
c
a
t
e
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2
 E
y
e
s
 
s
t
r
i
k
e
 
t
h
e
 
s
e
n
t
e
n
c
e
 
c
i
r
c
u
i
t
o
u
s
l
y
:
 
A
-
Z
,
 
r
o
o
m
 

t
o
 
r
o
o
m
.



T
h
e
 
a
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w
e
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g
h
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r
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i
g
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t
l
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l
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s
s
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p
a
t
t
e
r
n
 
s
p
r
e
a
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o
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l
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k
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f
a
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t
h
e
 
g
r
o
u
p
 
f
o
r
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a
 
c
i
r
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u
l
a
r
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t
r
u
c
t
u
r
e
,
 
t
h
r
e
e
 
c
o
n
c
e
n
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t
r
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c
 
r
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n
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e
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a
n
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i
n
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r
o
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h
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c
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r
e
 
o
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h
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o
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perspectives relative to the figure as a whole. 
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1
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.



Biographies

Roy Ascott is a pioneer of cybernetics and tele-
m

atics in art w
hose w

ork focuses on the im
pact 

of digital and telecom
m

unications netw
orks on 

consciousness. H
e is Founding President of the 

Planetary C
ollegium

 at the University of Plym
outh, 

UK, w
here he is Professor of Technoetic Arts, and 

Director of the C
AiiA-H

ub, C
entre for Advanced 

Inquiry in Integrated Arts. H
e is also DeTao M

aster 
of Technoetic Arts at the Beijing DeTao M

asters 
Academ

y, Shanghai.

AA Bronson is an artist and healer w
ho co-founded 

the sem
inal art collective G

eneral Idea in 1969. 
Felix Partz, Jorge Zontal and Bronson of G

eneral 
Idea lived and w

orked together for 25 years. 
[Partz and Zontal died in 1994.] Bronson contin-
ues to w

ork and exhibit as an independent artist. 
From

 2004–10 he w
as the President of Printed 

M
atter, the artists’ bookstore in N

ew
 York. In 2006 

he founded the N
Y Art Book Fair, and in 2013 the 

LA Art Book Fair, recently resigning from
 both to 

m
ove to Berlin. H

e continues as the founding Direc-
tor of the Institute for Art, Religion, and Social Justice 
at Union Theological Sem

inary in N
ew

 York C
ity. 

Pavel Büchler is an artist, teacher and occasional 
w

riter w
ho describes his practice as “m

aking 
nothing happen.” H

e is Research Professor at 
M

anchester School of Art, M
anchester, UK. Büchler 

belongs to a generation of artists influenced by 
conceptual art of the 1970s; or, as he insists, by 
the creative m

isunderstandings that conceptual art 
suffered in translation to the Eastern European cultural 
and political context. Solo exhibitions include 
C

ontem
porary Art M

useum
, St Louis, M

issouri 
(2011), M

ax W
igram

, London (2010), annex14, 
Bern, Sw

itzerland (2009), and Van Abbem
useum

, 
Eindhoven, N

etherlands (2007). 

M
ichael C

raig-M
artin w

as born in Dublin and lives 
in London. H

e grew
 up and w

as educated in the 
United States, studying Fine Art at the Yale University 
School of Art, N

ew
 H

aven. C
raig-M

artin is one of 
the m

ost influential and successful artists w
orking 

in Britain in recent decades. H
aving exhibited in 

num
erous m

useum
s and public galleries, he is also 

w
ell know

n to have been an influential teacher 
at G

oldsm
iths C

ollege, London, and is consid-
ered a key figure in the em

ergence of the Young 
British A

rtists in the early 1990s. H
e w

as an 
A

rtist Trustee of the Tate G
allery from

 1998–9, 

received a C
BE in 2001, and w

as elected to the 
Royal Academ

y in 2006. 

N
eil C

um
m

ings w
as born in W

ales and lives in 
London. H

e is Professor at C
helsea C

ollege of Art 
and Design, London, and a m

em
ber of the research 

cluster C
ritical Practice, and on the editorial board 

of Docum
ents of C

ontem
porary Art, readers 

co-published by the W
hitechapel G

allery, London, 
and M

IT Press.

Rita Evans lives and w
orks in London w

here she 
graduated from

 C
helsea C

ollege of Art and
Design in 2009. Evans w

orks across a w
ide range 

of m
edia, including co-editing the online publica-

tion The M
elt (w

w
w

.them
elt.org.uk). As one half 

of perform
ance duo The O

bjectifiers she has been 
developing w

ork on the history and ecology of salt 
production in South M

allorca, Spain (2012), and 
has m

ade video w
ork in Delhi, India (2012), docu-

m
enting the flux of local industry since the 1930s.

Alice Evans is a photographer. She has w
orked for 

Freee Art C
ollective (Dave Beech, Andy H

ew
itt and 

M
el Jordan), and has been photographic assistant 

and production assistant for the artist Sarah Dobai. 
She has also w

orked for the m
ental health charity 

Jobs In M
ind, C

am
den, as w

ell as docum
enting 

exhibitions at Lim
oncello G

allery, London.

Verina G
fader is an artist and researcher (London, 

Tokyo), currently Research Fellow
 in C

ultural Theory 
at University of H

uddersfield, UK, w
hose w

ork 
is organised around questions of w

hat strategies 
and interventions one takes in relation to everyday 
system

s, subsum
ed in narratives of agency and 

activism
. H

er practice includes m
odels, draw

ing, 
anim

ation, text m
aterial and fictional institutions, 

w
ith a current focus on printed m

atter in betw
een 

unregulated and sophisticated presentation. 

Fritz H
aeg is trained as an architect, but w

orks 
across various disciplines, m

edia and form
ats, such 

as perform
ance, installation, architecture, ecology 

and gardens. Projects include the Sundow
n Salon 

(2001– 6) and Sundow
n Schoolhouse (2006) at 

his geodesic hom
e base in the hills of Los Angeles, 

Edible Estates (2005), a series of public dom
estic 

edible gardens, or the new
 travelling project series 

Dom
estic Integrities (2012–).

Ruth H
öflich is an artist currently w

orking in London 
and M

unich. Betw
een 2002–9 she w

orked as 
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M
atthew

 Stadler is a w
riter and editor based 

in Portland, O
regon. H

e has w
ritten four novels, 

including Landscape: M
em

ory (1990) and The Sex 
O

ffender (1994), and received several aw
ards 

and fellow
ships in recognition of his w

ork. Stadler 
has com

piled four anthologies about literature, 
city life and public life, and his essays have been 
published in various international print m

edia, 
focusing on architecture, urban planning and the 
problem

 of spraw
l.

Richard W
entw

orth is an English sculptor. H
e 

studied at H
ornsey C

ollege of Art, London, from
 

1965, and at the Royal C
ollege of Art, London 

betw
een 1968–70. In 1967 he w

orked w
ith artist 

H
enry M

oore. W
entw

orth has played a leading 
role in N

ew
 British Sculpture since the end of the 

1970s. H
e has taught at G

oldsm
iths C

ollege, the 
Ruskin School of Draw

ing & Fine Art, O
xford Uni-

versity, and the Royal C
ollege of Art, as Professor 

of Sculpture.
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H
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O
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m
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w
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A
uthor biographies from

 book extracts
 Antonio Faundez is a C

hilean philosopher and 
educator w

ho w
ith Paulo Freire co-authored the 

influential book Learning to Q
uestion: A Pedagogy 

of Liberation (1989). 

Paulo Freire (1921–97) w
as a Brazilian 

educator, philosopher and influential theorist of 
critical pedagogy. Books include Pedagogy of 
the O

ppressed (1968) or Education for C
ritical 

C
onsciousness (1974).

Ivan Illich (1926–2002) w
as an Austrian philoso-

pher and Rom
an C

atholic priest, w
hose infam

ous 
critical discourse Deschooling Society (1971) 
explores the interrelation betw

een the de-institution-
alisation of education and the de-institutionalisation 
of society. Illich co-founded the controversial C

enter 
for Intercultural Docum

entation (C
IDO

C
) in C

uer-
navaca, M

exico, and since 1964 has directed 
research sem

inars on ‘Institutional Alternatives in 
a Technological Society,’ w

ith a special focus on 
Latin Am

erica.
    

part of the London-based collective G
uestroom

 
and founded the sm

all press 8fold in 2010 as an 
occasional publishing and exhibition form

at w
ith 

changing location.  

O
liver Klim

pel is a designer and founder of the 
project Büro International London, w

hich focuses on 
graphics, environm

ental design, identity pro-
gram

m
es and print. In 2008 he w

as appointed 
Professor for System

-Design / G
raphic Design at 

the Academ
y of Visual Arts Leipzig, G

erm
any, and 

runs his class there.

Adam
 Knight is an artist and lecturer based in London. 

In 2012, he did a residency in W
eim

ar, G
erm

any, 
w

here he w
orked w

ith art historian Sim
one Bogner 

on a research project on the N
ietzsche M

em
orial 

H
all, w

ith presentations at AC
C

 G
allery, W

eim
ar, 

and H
alle 14, Leipzig. In sum

m
er 2012 Knight 

held a solo exhibition at Das Esszim
m

er, Bonn, 
and w

as selected for O
utpost’s O

pen Film
 2012 

by film
m

aker Stuart C
roft w

ith screenings at G
rand 

Union, Birm
ingham

, and W
ysing Arts Festival, 

Bourn, UK.

H
ans Ulrich O

brist is a Sw
iss curator. H

e is currently 
C

o-Director of Exhibitions and Program
m

es and 
Director of International Projects at the Serpentine 
G

allery, London, after positions at the M
usée d’Art 

M
oderne de la Ville de Paris, Paris, and M

useum
 

in Progress, Vienna. Since 1991 O
brist has curated 

over 150 exhibitions internationally.

C
edric Price (1934–2003) w

as one of the m
ost 

influential and visionary architects of the late 20th 
C

entury, focusing on tim
e-based urban interventions 

and flexible or adaptable projects that invited the 
user’s participation. W

orks include The Fun Palace 
(1960–1), an unrealised project for East London, 
or the publication N

on-Plan, a Radical Rethinking 
of Planning O

rthodoxy (1969), w
ith the planner 

Sir Peter H
all, the critic Reyner Banham

 and Paul 
Barker, editor of N

ew
 Society m

agazine.

John Reardon is an artist w
ho lives and w

orks in 
London. H

e teaches at G
oldsm

iths C
ollege w

here 
he co-convenes an M

A in Art & Politics. Reardon 
m

akes single and co-authored w
ork, w

ork under 
a shared nam

e or title, as w
ell as anonym

ous 
w

ork. The duration and scale of the w
ork can also 

vary. C
urrent w

ork includes objects, events and 
publications in different stages of negotiation and/
or com

pletion.
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Im
age Credit List

C
edric Price

Pp. 4–5
C

edric Price, Robots in rural landscape from
 slide, 

DR2008:0017:005:004. C
edric Price fonds, 

C
ollection C

entre C
anadien d’Architecture/C

anadian 
C

entre for Architecture, M
ontreal. C

opyright C
entre 

C
anadien d’Architecture/C

anadian C
entre for 

Architecture.

Pp. 150–1 
C

edric Price, M
agnet: quote from

 Value System
s & 

Social Process (1908) by Sir G
eoffrey Vickers

1995–1996, reprographic copy, 29.7 x 21 cm
, 

DR2004:0766:002. C
edric Price fonds, C

ollection 
C

entre C
anadien d’Architecture/C

anadian C
entre for 

Architecture, M
ontreal. C

opyright C
entre C

anadien 
d’Architecture/C

anadian C
entre for Architecture.

O
liver Klim

pel
Pp. 42–3
O

ur Live Experim
ent is W

orth M
ore than Thousand 

Textbooks, poster, 2010. See: John G
oldsm

ith/
ITN

, 1969. O
liver Klim

pel for ARTSC
H

O
O

L/UK. 
C

ourtesy of O
liver Klim

pel. 

Pavel Büchler
Pp. 45 and 46
Pavel Büchler, Annunciation, postcard (front and 
back), 2011. Back of received postcard scanned 
for publication here. C

ourtesy of Pavel Büchler.

Fritz H
aeg

P. 76
Fritz H

aeg, C
om

posted C
onstructions, part of the 

exhibition “Foodprint Erasm
usveld,” com

m
issioned 

by Stroom
 Den H

aag, 2011. Draw
ing by the 

artist. C
ourtesy of Fritz H

aeg. 

P. 79
Fritz H

aeg, C
om

posted C
onstructions, part of the 

exhibition “Foodprint Erasm
usveld,” com

m
issioned 

by Stroom
 Den H

aag, 2011. Photograph by the 
artist. C

ourtesy of Fritz H
aeg.

Pp. 80–1, 90–1
Fritz H

aeg, Everton Park Foraging Spiral and 
Basecam

p, outdoor project, com
m

issioned by the 

Liverpool Biennial 2012. Photograph by the artist. 
C

ourtesy of Fritz H
aeg.

Pp. 84–5
Fritz H

aeg, Anim
al Estates 1.0: N

ew
 York, 

com
m

issioned for the W
hitney Biennial 2008. 

Eagle’s N
est installed above m

useum
 entry, 2008. 

Photograph by the artist. C
ourtesy of Fritz H

aeg.

Pp. 86–7
Fritz H

aeg, Anim
al Estates 1.0: N

ew
 York, com

m
is-

sioned for the 2008 W
hitney Biennial. Logo by PS 

N
ew

 York, 2008. C
ourtesy of Fritz H

aeg.

P. 89 
Sundow

n Residence, photograph by Fritz H
aeg, 

2006. C
ourtesy of Fritz H

aeg.

Sundow
n Schoolhouse logo. C

ourtesy of Fritz H
aeg.

AA Bronson
C

opyright (for the overall project and for FILE) 
G

eneral Idea. Texts by AA Bronson and G
rant 

W
atson copyright the authors.

Pp. 126–7
G

eneral Idea, FILE M
egazine, 1:2&3 (M

ay/June 
1972), ‘M

anipulating the Self Issue,’ w
eb offset 

periodical, 64 pp. plus colour cover, black-and-
w

hite reproductions 35.5 x 28 cm
. Edition of 

3000, published by Art O
fficial Inc., Toronto. 

Photo courtesy of AA Bronson, N
ew

 York/Toronto 
and JRP|Ringier Kunstverlag AG

, Zurich.

Pp. 128–9
M

anipulating the Self (photos of recipients) 1970 
–1971. Selection from

 G
eneral Idea fonds 

(“M
anipulating the Self (A Borderline C

ase)” file, 
Project Series. O

n loan to N
ational G

allery of 
C

anada Library and Archives, O
ttaw

a).

Left from
 top:

AA Bronson. G
elatin silver print: 6.3 x 8 cm

.

Pierre Théberge. G
elatin silver print: 9.5 x 9.4 cm

. 
Reproduced in M

anipulating the Self booklet, but 
cropped and flopped, printed in reverse.

Kitty Tim
s. G

elatin silver print: 10.7 x 13.3 cm
. 

Reproduced in M
anipulating the Self booklet, but 

cropped.
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Right from
 top:

Felix Partz. G
elatin silver print: 6.8 x 9.4 cm

.

Diana R. G
elatin silver print: 8.7 x 10.6 cm

.

John Anaija. G
elatin silver print: 9.4 x 13.3 cm

.

Jorge Zontal. G
elatin silver print: 6.3 x 8.5 cm

.

P. 130
Tw

o found im
ages from

 new
spapers.

P. 131
Postcard (front and back) Philip Fry.

P. 132
Postcard (front and back) from

 G
ary M

ichael Dault.

P. 133
Postcard (front and back) from

 unidentified people.

P. 134
Postcard (front and back) from

 unidentified people.

P. 135
G

roup photograph.

P. 136
Annotated photocopy of the m

ailer.

P. 137
M

anipulating the Self m
ailer, 1970.

P. 138
G

eneral Idea, M
anipulating the Self. Phase 1 – A 

Borderline C
ase (1970–1971). Inventory.

Ruth H
öflich

Pp. 145 and 146
Ruth H

öflich, Som
ething in the W

ater, in Search for 
the Turn of the Backw

ash, digital prints. C
ourtesy of 

Ruth H
öflich. 

John Reardon
Insert
John Reardon, Learning m

akes you horny, poster, 
2013. C

ourtesy of John Reardon. 
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