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Claire Bishop 
Introduction/ /Viewers as Producers 

The point of departure for the selection of texts in this reader is the social 
dimension of participation - rather than activation of the individual viewer in 
so-called 'interactive' art and installation. The latter trajectory has been well 
rehearsed elsewhere: the explosion of new technologies and the breakdown of 
medium-specific art in the 1960s provided myriad opportunities for physically 
engaging the viewer in a work of art.' Less familiar is the history of those artistic 
practices since the 1960s that appropriate social forms as a way to bring art 
closer to everyday life: intangible experiences such as dancing samba (Helio 
Oiticica) or funk (Adrian Piper); drinking beer (Tom Marioni); discussing 
philosophy (Ian Wilson) or politics Uoseph Beuys); organizing a garage sale 
(Martha Rosier); running a cafe (Allen Ruppersberg; Daniel Spoerri; Gordon 
Matta-Clark), a hotel (Aiighiero Boetti; Ruppersberg) or a travel agency (Christo 
and jeanne-Claude). Although the photographic documentation of these 
projects implies a relationship to performance art, they differ in striving to 
collapse the distinction between performer and audience, professional and 
amateur, production and reception. Their emphasis is on collaboration, and the 
collective dimension of social experience. 

These socially-oriented projects anticipate many artistic developments that 
proliferated since the 1990s, but they also form part of a longer historical 
trajectory. The most important precursors for participatory art took place 
around 1920. The Paris 'Dada-Season' of April 1921 was a series of 
manifestations that sought to involve the city's public, the most salient being an 
excursion to the church of Saint Julien le Pauvre which drew more than one 
hundred people despite the pouring rain. A month later, Dada artists and writers 
held a mock trial of the anarchist author turned nationalist Maurice Barres, in 
which members of the public were invited to sit on the jury. Andre Breton 
coined the phrase 'Artificial Hells' to describe this new conception of Dada 
events that moved out of the cabaret halls and took to the streets.2 At the other 
extreme from these collaborative (yet highly authored) experiences were the 
Soviet mass spectacles that sublated individualism into propagandistic displays 
of collectivity. The Storming of the Winter Palace (1920), for example, was held 
on the third anniversary of the October Revolution and involved over 8,000 
performers in restaging the momentous events that had Jed to the Bolshevik 
victory.' The collective fervour of these theatrical spectacles was paralleled by 
new proletarian music such as the Hooter Symphonies: celebrations of machinic 
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noise (factory sirens, motors, turbines, hooters, etc.) performed by hundreds of 
participants, directed by conductors signalling from the rooftops.' These two 
approaches continue to be seen throughout the multiple instances of 
participatory art that develop in their wake: an authored tradition that seeks to 
provoke participants, and a de-authored lineage that aims to embrace collective 
creativity; one is disruptive and interventionist, the other constructive and 
ameliorative. In both instances, the issue of participation becomes increasingly 
inextricable from the question of political commitment. 

One of the first texts to elaborate theoretically the political status of 
participation dates from 1934, by the left-wing German theorist Walter 
Benjamin. He argued that when judging a work's politics, we should not look at 
the artist's declared sympathies, but at the position that the work occupies in 
the production relations of its time. Referring directly to the example of Soviet 
Russia, Benjamin maintained that the work of art should actively intervene in 
and provide a model for allowing viewers to be involved in the processes of 
production: 'this apparatus is better, the more consumers it is able to turn into 
producers -that is, the more readers or spectators into collaborators'.5 By way of 
example he cites the letters page of a newspaper, but his ideal lies in the plays 
of his contemporary, the German dramatist Bertolt Brecht. As Benjamin 
explains, Brechtian theatre abandons long complex plots in favour of 'situations' 
that interrupt the narrative through a disruptive element, such as song. Through 
this technique of montage and juxtaposition, audiences were led to break their 
identification with the protagonists on stage and be incited to critical distance. 
Rather than presenting the illusion of action on stage and filling the audiences 
with sentiment, Brechtian theatre compels the spectator to take up a position 
towards this action. 

By today's standards, many would argue that the Brechtian model offers a 
relatively passive mode of spectatorship, since it relies on raising consciousness 
through the distance of critical thinking. By contrast, a paradigm of physical 
involvement - taking its lead from Antonin Artaud's Theatre of Cruelty among 
others - sought to reduce the distance between actors and spectators.6 This 
emphasis on proximity was crucial to myriad developments in avant-garde 
theatre of the 1960s, and was paralleled by upheavals in visual art and pedagogy. 
In this framework, physical involvement is considered an essential precursor to 
social change. Today this equation is no less persistent, but its terms are perhaps 
less convincing. The idea of collective presence has (for better or worse) been 
scrutinized and dissected by numerous philosophers; on a technical level, most 
contemporary art is collectively produced (even if authorship often remains 
resolutely individual); participation is used by business as a tool for improving 
efficiency and workforce morale, as well as being all-pervasive in the mass-

Bishop/ /Viewers as Producers/ /11 



media in the form of reality television.7 As an artistic medium, then, participation 
is arguably no more intrinsically political or oppositional than any other. 

Despite this changing context, we can nevertheless draw attention to 
continuities between the participatory impulse of the 1960s and today. 
Recurrently, calls for an art of participation tend to be allied to one or all of the 
following agendas. The first concerns the desire to create an active subject, one 
who will be empowered by the experience of physical or symbolic participation. 
The hope is that the newly-emancipated subjects of participation will find 
themselves able to determine their own social and political reality. An aesthetic 
of participation therefore derives legitimacy from a (desired) causal relationship 
between the experience of a work of art and individual/collective agency. The 
second argument concerns authorship. The gesture of ceding some or all 
authorial control is conventionally regarded as more egalitarian and democratic 
than the creation of a work by a single artist, while shared production is also 
seen to entail the aesthetic benefits of greater risk and unpredictability. 
Collaborative creativity is therefore understood both to emerge from, and to 
produce, a more positive and non-hierarchical social model. The third issue 
involves a perceived crisis in community and collective responsibility. This 
concern has become more acute since the fall of Communism, although it takes 
its lead from a tradition of Marxist thought that indicts the alienating and 
isolating effects of capitalism. One of the main impetuses behind participatory 
art has therefore been a restoration of the social bond through a collective 
elaboration of meaning. 

These three concerns - activation; authorship; community - are the most 
frequently cited motivations for almost all artistic attempts to encourage 
participation in art since the 1960s. It is significant that all three appear in the 
writing of Guy Debord, co-founder of the Situationist International, since it is 
invariably against the backdrop of his critique of capitalist 'spectacle' that debates 
on participation come to be staged. The spectacle - as a social relationship 
between people mediated by images - is pacifying and divisive, uniting us only 
through our separation from one another: 

The specialization of the mass spectacle constitutes [ ... ] the epicentre of 
separation and noncommunication.' 

The spectacle is by definition immune from human activity, inaccessible to any 
projected review or correction. It is the opposite of dialogue. [ ... ] It is the sun that 
never sets on the empire of modern passivity.9 

If spectacle denotes a mode of passivity and subjugation that arrests thought 
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and prevents determination of one's reality, then it is precisely as an injunction 
to activity that Debord advocated the construction of 'situations'. These, he 
argued, were a logical development of Brechtian theatre, but with one important 
difference: they would involve the audience function disappearing altogether in 
the new category of viveur (one who lives). Rather than simply awakening 
critical consciousness, as in the Brechtian model, 'constructed situations' aimed 
to produce new social relationships and thus new social realities. 

The idea of constructed situations remains an important point of reference 
for contemporary artists working with live events and people as privileged 
materials. It is, for example, frequently cited by Nicolas Bourriaud in his 
Relational Aesthetics ( 1998 ), a collection of theoretical essays that has catalyzed 
much debate around the status of contemporary participation. In parallel with 
this debate, and perhaps addressing the sense of unrealized political potential in 
the work that Bourriaud describes, a subsequent generation of artists have 
begun to engage more directly with specific social constituencies, and to 
intervene critically in participatory forms of mass media entertainment.10 The 
texts in this reader have been selected with the development of this work in 
mind. The aim has been to provide a historical and theoretical lineage for recent 
socially-collaborative art, presenting a variety of positions that will allow 
students and researchers to think more widely about the claims and 
implications of the artistic injunction to participate. 

The book is divided into three sections. Th.e first offers a selection of 
theoretical frameworks through which to consider participation. It begins with 
key structuralist texts by Umberto Eco and Roland Barthes, which concern the 
new role of the viewer in relation to modern art, music and literature. It is 
followed by Peter Burger's classic Marxist critique of bourgeois art as a failure to 
fuse art and social praxis. jean-Luc Nancy, addressing the impasse of Marxist 
theory in the 1980s, attempts to rethink political subjectivity outside the 
conventional framework of activation. He posits a community that is 
'inoperative' or 'unworked' (desoeuvree), founded not on the absolute 
immanence of man to man (for example, the 'being-in-common' of nations, 
communities or lovers), but on the presence of that which impedes such 
immanence, that is, our consciousness of death. Gilles Deleuze and Felix 
Guattari have provided the foundation for several contemporary theories of 
political action, most notably Michael Hardt and Antonio Negri's influential 
Empire (2000 ), one of the key texts of the anti-globalization movement. (Empire 
is available online, and therefore has not been included in this reader; the most 
relevant passage is section 4.3 on the multitude.) Ten years prior to Empire, 
Edouard Glissant used Deleuze and Guattari as the theoretical basis of his 
'poetics of relation', an argument for the creative subversion of colonialist 
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See for example Germano Celant, Ambiente/Arte: dal Futurismo alla Body Art(Venice: Edizioni 

La Biennale di Venezia, 1977. Based on Ambiente/Arte exhibition, 1976 Venice Biennale); 

Nicholas de Oliviera, et al., Installation Art in the New Millenium (London: Thames and Hudson, 

2003); Claire Bishop, Installation Art: A Critical History(London: Tate Publishing, 2005). 

2 See Andre Breton, 'Artificial Hells, inauguration of the "1921 Dada Season"' ( 1921 ), trans. Matthew 

S. Witkovsky in October, 105, Summer 2003, 139: 'Dada events certainly involve a desire 
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Theatre of the Oppressed (London: Pluto Press, 1979), Oskar Hansen, Towards 

(Warsaw: Foksal Gallery Foundation/Warsaw Academy of Fine Museum, 
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up to it and which factors in modern culture reinforced it. We are then in a 
position to surmise how these experiences should be viewed in the spectrum of 
a theoretical aesthetics. 

Pousseur has observed that the poetics of the 'open' work tends to encourage " 
'acts of conscious freedom' on the part of the performer and place him at the 
focal point of a network of limitless interrelations, among which he chooses to 
set up his own form without being influenced by an external necessity which 
definitively prescribes the organization of the work in hand.' At this point om: 
could object (with reference to the wider meaning of 'openness' already 
introduced in this essay) that any work of art, even if it is not passed on to the 
addressee in an unfinished state, demands a free, inventive response, if only 
because it cannot really be appreciated unless the performer somehow reinvents 
it in psychological collaboration with the author himself. Yet this remark 
represents the theoretical perception of contemporary aesthetics, achieved only 
after painstaking consideration of the function of artistic performance; certainly 
an artist of a few centuries ago was far from being aware of these issues. Instead 
nowadays it is primarily the artist who is aware of its implications. In fact, rather 
than submit to the 'openness' as an inescapable element of artistic 
interpretation, he subsumes it into a positive aspect of his production, recasting 
the work so as to expose it to the maximum possible 'opening'. 

The force of the subjective element in the of a work of art (any 
interpretation implies an interplay between the addressee and the work as an 
objective fact) was noticed by classical writers, especially when they set 
themselves to consider the figurative arts. In the Sophist Plato observes that 
painters suggest proportions not by following some objective canon but by 
judging 'them in relation to the angle from which they are seen by the observer'. 
Vitruvius makes a distinction between 'symmetry' and 'eurhythmy', meaning by 
this latter term an adjustment of objective proportions to the requirements of a 
subjective vision. The scientific and practical development of the technique of 
perspective bears witness to the gradual maturation of this awareness of an 
interpretative subjectivity pitted against the work of art. Yet it is equally certain 
that this awareness has led to a tendency to operate against the 'openness' of the 
work, to favour its 'closing out'. The various devices of perspective were just so 
many different concessions to the actual location of the observer in order to 
ensure that he looked at the figure in the only possible right way - that is, the way 
the author of the work had prescribed, by providing various visual devices for 
the observer's attention to focus on. 

Let us consider another example. In the Middle Ages there grew up a theory 
of allegory which posited the possibility of reading the Scriptures (and 
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eventually poetry, figurative arts) not just in the literal sense but also in three 
other senses: the moral, the allegorical and the anagogical. This theory is well 
known from a passage in Dante, but its roots go back to Saint Paul ('videmus nunc 
per speculum in aenigmate, tunc autemfacie adfaciem') ('For now we see through 
a glass, darkly; but then face to face']. and it was developed by Saint jerome, 
Augustine, Bede, Scotus Erigena, Hugh and Richard of Saint Victor, Alain of Lille, 
Bonaventure, Aquinas and others in such a way as to represent a cardinal point 
of medieval poetics. A work in this sense is undoubtedly endowed with a 
measure of 'openness'. The reader of the text knows that every sentence and 
every trope is 'open' to a multiplicity of meanings which he must hunt for and 
find. Indeed, according to how he feels at one particular moment, the reader 
might choose a possible interpretative key which strikes him as exemplary of 
this spiritual state. He will use the work according to the desired meaning 
(causing it to come alive again, somehow different from the way he viewed it at 
an earlier reading). However, in this type of operation, 'openness' is far removed 
from meaning 'indefiniteness' of communication, 'infinite' possibilities of form, 
and complete freedom of reception. What in fact is made available is a range of 
rigidly pre-established and ordained interpretative solutions, and these never 
allow the reader to move outside the strict control of the author. Dante sums up 
the issue in his thirteenth Letter: 

We shall consider the following lines in order to make this type of treatment 
clearer: In exitu Israel de Egypto, domus jacob de populo barbara, facta est judea 
sanctificatio eius, Israel potestas eius. [When Israel went out of Egypt, the house of 
jacob from a people of strange language; Judah was his sanctuary, and Israel his 
dominion.] Now if we just consider the literal meaning, what is meant here is the 
departure of the children of Israel from Egypt at the time of Moses. If we consider 
the allegory, what is meant is our human redemption through Christ. If we 
consider the moral sense, what is meant is the conversion of the soul from the 
torment and agony of sin to a state of grace. Finally, if we consider the anagogical 
sense, what is meant is the release of the spirit from the bondage of this 
corruption to the freedom of eternal glory. 

It is obvious at this point that all available possibilities of interpretation have 
been exhausted. The reader can concentrate his attention on one sense rather 
than on another, in the limited space of this four-tiered sentence, but he must 
always follow rules that entail a rigid univocality. The meaning of allegorical 
figures and emblems which the medieval reader is likely to encounter is already 
prescribed by his encyclopaedias, bestiaries and lapidaries. Any symbolism is 
objectively defined and organized into a system. Underpinning this poetics of 
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canons fell out out fashion, while the tradition of English empmosm 
increasingly argued in favour of the 'freedom' of the poet and set the stage for 
the coming theories of creativity. From Burke's declarations about the emotional 
power of words, it was a short step to Novalis' view of the pure evocative power 
of poetry as an art of blurred sense and vague outlines. An idea is now held to be 
all the more original and stimulating in so far as it 'allows for a greater interplay 
and mutual convergence of concepts, life-views and attitudes. When a work 
offers a multitude of intentions, a plurality of meaning, and above all a wide 
variety of different ways of being understood and appreciated, then under these 
conditions we can only conclude that it is of vital interest and that it is a pure 
expression of personality.'' 

To close our consideration of the Romantic period, it will be useful to refer to 
the first occasion when a conscious poetics of the open work appears. The 
moment is late-nineteenth-century Symbolism; the text is Verlaine'sArt Poetique: 

De Ia musique avant toute chose, 
et pour cela prefere /'impair 
plus vague et plus soluble dans l'air 
sans rien en lui qui pese et qui pose. 

Music before everything else, 
and, to that end, prefer the uneven 
more vague and more soluble in air 
with nothing in it that is heavy or still. 

Mallarme's programmatic statement is even more explicit and pronounced 
in this context: 'Nommer un objet c'est supprimer les trois quarts de Ia jouissance 
du poeme, qui est faite du bonheur de deviner peu a peu: le suggerer ... voila le reve' 
('To name an object is to suppress three-fourths of the enjoyment of the poem, 
which is composed of the pleasure of guessing little by little: to suggest ... there 
is the dream'). The important thing is to prevent a single sense from imposing 
itself at the very outset of the receptive process. Blank space surrounding a 
word, typographical adjustments, and spatial composition in the page setting of 
the poetic text - all contribute to create a halo of indefiniteness and to make the 
text pregnant with infinite suggestive possibilities. 

This search for suggestiveness is a deliberate move to 'open' the work to the 
free response of the addressee. An artistic work that suggests is also one that can 
be performed with the full emotional and imaginative resources of the 
interpreter. Whenever we read poetry there is a process by which we try to 
adapt our personal world to the emotional world proposed by the text. This is all 
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in that of consciousness; it is its very definition ... Consciousness, which is 
commonly taken as an extremely enlightened region, is, on the contrary, the very 
region of indetermination.'12 

These are the sorts of problems which phenomenology picks out at the very 
heart of our existential situation. It proposes to the artist, as well as to the 
philosopher and the psychologist, a series of declarations which are bound to act 
as a stimulus to his creative activity in the world of forms: 'It is therefore 
essential for an object and also for the world to present themselves to us as 
"open" ... and as always promising future perceptions.'13 

It would be quite natural for us to think that this flight away from the old, 
solid concept of necessity and the tendency toward the ambiguous and the 
indeterminate reflect a crisis of contemporary civilization. On the other hand, 
we might see these poetical systems, in harmony with modern science, as 
expressing the positive possibility of thought and action made available to an 
individual who is open to the continuous renewal of his life patterns and 
cognitive processes. Such an individual is productively committed to the 
development of his own mental faculties and experiential horizons. This 
contrast is too facile and Manichaean. Our main intent has been to pick out a 
number of analogies which reveal a reciprocal play of problems in the most 
disparate areas of contemporary culture and which point to the common 
elements in a new way of looking at the world. 

What is at stake is a convergence of new canons and requirements which the 
forms of art reflect by way of what we could term structural homologies. This 
need not commit us to assembling a rigorous parallelism - it is simply a case of 
phenomena like the 'work in movement' simultaneously reflecting mutually 
contrasted epistemological situations, as yet contradictory and not satisfactorily 
reconciled. Thus, the concepts of 'openness' and dynamism may recall the 
terminology of quantum physics: indeterminacy and discontinuity. But at the 
same time they also exemplify a number of situations in Einsteinian physics. 

The multiple polarity of a serial composition in music, where the listener is 
not faced by an absolute conditioning centre of reference, requires him to 
constitute his own system of auditory relationships.'4 He must allow such a 
centre to emerge from the sound continuum. Here are no privileged points of 
view, and all available perspectives are equally valid and rich in potential. Now, 
this multiple polarity is extremely close to the spatia-temporal conception of 
the universe which we owe to Einstein. The thing which distinguishes the 
Einsteinian concept of the universe from quantum epistemology is precisely this 
faith in the totality of the universe, a universe in which discontinuity and 
indeterminacy can admittedly upset us with their surprise apparitions, but in 
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'enjoyment' of a work of art represents a tacit or private form of 'performance'. 
2 Henri Pousseur, 'La nuova sensibilita musicale', Incontri musicali, 2 (May 1958) 25. 
3 For the evolution of pre-Romantic and Romantic poets in this sense, see L. Anceschi, Autonomia 

ed eteronomia dell'arte, 2nd ed. (Florence: Vallecchi, 1959). 
4 See W.Y. Tindall, The Literary Symbol (New York: Columbia University Press, 1955). For an 

analysis of the aesthetic importance of the notion of ambiguity, see the useful observations and 
bibliographical references in Gillo Dorfles,ll divenire delle arti (Turin: Einaudi, 1959) 51 ff. 

5 Edmund Wilson, Axel's Castle (London: Collins, Fontana Library, 1961) 178. 
6 Pousseur, 'La nuova sensibilita musicale', 25. 
7 J. Scherer, Le 'Livre' de Mallarme Premieres recherches sur des documents inedits (Paris: Gallimard, 

1957). See in particular the third chapter, 'Physique du livre'. 
8 Werner Heisenberg, Physics and Philosophy (London: Allen and Unwin, 1959) ch. 3. 
9 Niels Bohr, in his epistemological debate with Einstein; see P.A. Schlipp, ed., Albert Einstein: 

Philosopher-Scientist (Evanston, 111: Library of Living Philosophers, 1949). Epistemological 
thinkers connected with quantum methodology have rightly warned against an ingenuous 
transposition of physical categories into the fields of ethics and psychology (for example, the 
identification of indeterminacy with moral freedom; see P. Frank, Present Role of Science, 
Opening Address to the Seventh International Congress of Philosophy, Venice, September 1958 ). 
Hence, it would not be justified to understand my formulation as making an analogy between 
the structures of the work of art and the supposed structures of the world. Indeterminacy, 
complementarity, noncausality are not modes of being in the physical world, but systems for 
describing it in a convenient way. The relationship which my exposition is not the 
supposed nexus between an 'ontological' situation and a morphological feature in the work of 
art, but the relation between an operative procedure for explaining physical processes and an 
operative procedure for explaining the processes of artistic production and reception. In other 

words, the relationship between a scientific methodology and a poetics. 
10 Edmund Husser!, Meditations cartesiennes, Med. 2, par. 19 (Paris: Vrin, 1953) 39. The translation 

of this passage is by Anne Fabre-Luce. 
11 jean-Paul Sartre, r£tre et le neant (Paris: Gallimard, 1943) ch. i. 
12 Maurice Merleau-Ponty, Phenomenologie deJa perception (Paris: Gallimard, 1945) 381-3. 

13 Ibid .. 384. 
14 On this 'ec!atement multidirectionnel des structures', see A. Boucourechliev, 'Problemes de la 

musique moderne', Nouvelle revue fram;aise (December-january 1960-61 ). 
15 Luigi Pareyson, Estetica: teoria della formativita, 2nd ed. (Bologna: Zanichelli, 1960) 194 ff., and 

in general the whole of chapter 8, 'Lettura, interpretazione e critica'. 
Umberto Eco, Opera aperta (Milan: Bompiano, 1962); trans. Anna Cancogni, The Open Work 
(Cambridge, Massachusetts: Harvard University Press, 1989) 1-23. 
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Edouard Glissant 
Poetics of Relation/ 1 1990 

Influenced by De leuze and Guattari's A Thousand Plateaux (1980 ), which advocates 
an incessant subversion of power via 'deterritorializing' gestures, the French-
Caribbean author Edouard Glissant poetically argues for the active appropriation of 
colonial culture by the colonized, particularly on the level of language. In contrast to 
the culturally unifying concept of negritude, Glissant's Poetics of Relation (1990) 
advocates a unity understood as diverse and fluctuating. 

Errantry, Exile 
Roots make the commonality of errantry and exile, for in both instances roots 
are lacking. We must begin with that. 

Gilles Deleuze and Felix Guattari criticized notions of the root and even, 
perhaps, notions of being rooted. The root is unique, a stock taking all upon itself 
and killing all around it. In opposition to this they propose the rhizome, an 
enmeshed root system, a network spreading either in the ground or in the air, 
with no predatory rootstock taking over permanently. The notion of the rhizome 
maintains, therefore, the idea of rootedness but challenges that of a totalitarian 
root. Rhizomatic thought is the principle behind what I call the Poetics of 
Relation, in which each and every identity is extended through a relationship 
with the Other. 

These authors extol nomadism, which supposedly liberates Being, in 
contrast, perhaps, to a settled way of life, with its law based upon the intolerant 
root. Already Kant, at the beginning of Critique of Pure Reason, had seen 
similarities between skeptics and nomads, remarking also that, from time to 
time, 'they break the social bond'. He seems thus to establish correlations 
between, on the one hand, a settled way of life, truth and society and, on the 
other, nomadism, skepticism and anarchy. This parallel with Kant suggests that 
the rhizome concept appears interesting for its anti-conformism, but one cannot 
infer from this that it is subversive or that rhizomatic thought has the capacity 
to overturn the order of the world - because, by so doing, one reverts to 
ideological claims presumably challenged by this thought. 

But is the nomad not overdetermined by the conditions of his existence? 
Rather than the enjoyment of freedom, is nomadism not a form of obedience to 
contingencies that are restrictive? Take, for example, circular nomadism: each 
time a portion of the territory is exhausted, the group moves around. Its function 
is to ensure the survival of the group by means of this circularity. This is the 
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nomadism practised by populations that move from one part of the forest to 
another, by the Arawak communities who navigated from island to island in the 
Caribbean, by hired labourers in their pilgrimage from farm to farm, by circus 
people in their peregrinations from village to village, all of whom are driven by 
some specific need to move, in which daring or aggression play no part. Circular 
nomadism is a not -intolerant form of an impossible settlement. 

Contrast this with invading nomadism, that of the Huns, for example, or the 
Conquistadors, whose goal was to conquer lands by exterminating their 
occupants. Neither prudent nor circular nomadism, it spares no effect. It is an 
absolute forward projection: an arrowlike nomadism. But the descendants of the 
Huns, Vandals or Visigoths, as indeed those of the Conquistadors, who 
established their clans, settled down bit by bit, melting into their conquests. 
Arrowlike nomadism is a devastating desire for settlement. 

Neither in arrowlike nomadism nor in circular nomadism are roots valid. 
Before it is won through conquest, what 'holds' the invader is what lies ahead; 
moreover, one could almost say that being compelled to lead a settled way of life 
would constitute the real uprooting of a circular nomad. There is, furthermore, no 
pain of exile bearing down, nor is there the wanderlust of errantry growing 
keener. Relation to the earth is too immediate or too plundering to be linked with 
any preoccupation with identity - this claim to or consciousness of a lineage 
inscribed in a territory. Identity will be achieved when communities attempt to 
legitimate their right to possession of a territory through myth or the revealed 
word. Such an assertion can predate its actual accomplishment by quite some 
time. Thus, an often and long contested legitimacy will have multiple forms that 
later will delineate the afflicted or soothing dimensions of exile or errantry. 

In Western antiquity a man in exile does not feel he is helpless or inferior, 
because he does not feel burdened with deprivation - of a nation that for him 
does not yet exist. It even seems, if one is to believe the biographies of numerous 
Greek thinkers including Plato and Aristotle, that some experience of voyaging 
and exile is considered necessary for a being's complete fulfilment. Plato was the 
first to attempt to base legitimacy not on community within territory (as it was 
before and would be later) but on the City in the rationality of its laws. This at a 
time when his city, Athens, was already threatened by a 'final' deregulation. 

In this period identification is with a culture (conceived of as civilization), 
not yet with a nation. The pre-Christian West along with pre-Columbian 
America, Africa of the time of the great conquerors, and the Asian kingdoms all 
shared this mode of seeing and feeling. The relay of actions exerted by arrowlike 
nomadism and the settled way of life were first directed against generalization 
(the drive for an identifying universal as practised by the Roman Empire). Thus, 
the particular resists a generalizing universal and soon begets specific and local 
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senses of identity, in concentric circles (provinces then nations). The idea of 
civilization, bit by bit, helps hold together opposites, whose only former identity 
existed in their opposition to the Other. 

During this period of invading nomads the passion for self-definition first 
appears in the guise of personal adventure. Along the route of their voyages 
conquerors established empires that collapsed at their death. Their capitals 
went where they went. 'Rome is no longer in Rome, it is wherever I am.' The root 
is not important. Movement is. The idea of errantry, still inhibited in the face of 
this mad reality, this too-functional nomadism, whose ends it could not know, 
does not yet make an appearance. Centre and periphery are equivalent. 
Conquerors are the moving, transient root of their people. 

The West, therefore, is where this movement becomes fixed and nations 
declare themselves in preparation for their repercussions in the world. This 
fixing, this declaration, this expansion, all require that the idea of the root 
gradually take on the intolerant sense that Deleuze and Guattari, no doubt, 
meant to challenge. The reason for our return to this episode in Western history 
is that it spread throughout the world. The model came in handy. Most of the 
nations that gained freedom from colonization have tended to form around an 
idea of power - the totalitarian drive of a single, unique root - rather than 
around a fundamental relationship with the Other. Culture's self-conception was 
dualistic, pitting citizen against barbarian. Nothing has ever more solidly 
opposed the thought of errantry than this in human history when 
Western nations were established and then made their impact on the world. 

At first this thought of errantry, bucking the current of nationalist expansion, 
was disguised 'within' very personalized adventures -just as the appearance of 
Western nations had been preceded by the ventures of empire builders. The 
errantry of a troubadour or that of Rim baud is not yet a thorough, thick (opaque) 
experience of the world, but it is already an arrant, passionate desire to go 
against a root. The reality of exile during this period is felt as a (temporary) lack 
that primarily concerns, interestingly enough, language. Western nations were 
established on the basis of linguistic intransigence, and the exile readily admits 
that he suffers most from the impossibility of communicating in his language. 
The root is monolingual. For the troubadour and for Rimbaud errantry is a 
vocation only told via detour. The call of Relation is heard, but it is not yet a fully 
present experience. 

However, and this is an immense paradox, the great founding books of 
communities, the Old Testament, the Iliad, the Odyssey, the Chansons de Geste, 
the Islandic Sagas, the Aeneid or the African epics, were all books about exile and 
often about errantry. This epic literature is amazingly prophetic. It tells of the 
community but, through relating the community's apparent failure or in any 
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Root identity 
- is founded in the distant past in a vision, a myth of the creation of the world; 
- is sanctified by the hidden violence of a filiation that strictly follows from this 
founding episode; 
- is ratified by a claim to legitimacy that allows a community to proclaim its 
entitlement to the possession of a land, which thus becomes a territory; 
- is preserved by being projected onto other territories, making their 
conquest legitimate - and through the project of a discursive knowledge. Root 
identity therefore rooted the thought of self and of territory and set in motion 
the thought of the other and of voyage. 

Relation identity 
- is linked not to a creation of the world but to the conscious and contradictory 
experience of contacts among cultures; 
- is produced in the chaotic network of Relation and not in the hidden violence 
of filiation; 
- does not devise any legitimacy as its guarantee of entitlement, but circulates, 
newly extended; 
- does not think of a land as a territory from which to project toward other 
territories but as a place where one gives-on-and-with rather than grasps. 

Relation identity exults the thought of errantry and of t9tality. The shock of 
relating, hence, has repercussions on several levels. When secular cultures come 
into contact through their intolerances, the ensuing violence triggers mutual 
exclusions that are of a sacred nature and for which any future reconciliation is 
hard to foresee. When a culture that is expressly composite, such as the culture 
of Martinique, is touched by another (French) that 'entered into' its composition 
and continues to determine it, not radically but through the erosion of 
assimilation, the violence of reaction is intermittent and unsure of itself. For the 
Martinican it has no solid rootstock in any sacred territory or filiation. This, 
indeed, is a case in which specificity is a strict requirement and must be defined 
as closely as possible. For this composite culture is fragile in the extreme, 
wearing down through contact with a masked colonization. [ ... ] 

Edouard Glissant, Poetique de Ia Relation (Paris: Editions Gallimard, 1990); trans. Betsy Wing, Poetics 
of Relation [footnotes not included] (Ann Arbor: University of Michigan Press, 1997) 11-21; 143-4. 
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[footnote 2 source] 'For mankind today, the "Big Bang" and rhe evolution of the Universe 

part of the world in the same way as, in prior times, the myths of origin.' Entre le temps et 
l'eternite (Paris: Fayard, 1988) 65. 

2 [3] Among the many works on institutional pedagogy, see Rene Lafitte, Une journee dans une 
classe cooperative: !e desir retrouve (Paris: Syros, 1985). 

3 [ 4] On the networks of solidarity subsisting amongst those 'defeated' by modernity the 

World: Serge Latouche, La Planete des naufrages. Essai sur l'apn!s-developpement (Paris: 

Decouverte, 1991 ). 

4 ! 5] Jacques Vall in (de l'INED ), Transversales SciencejCulture, no. 9, june 1991 (29, rue Marsoulin, 

75012 Paris). La population mondiale, Ia population (Paris: La Decouverte, 1991 ). 

Guattari, Chaosmose (Paris: Editions Galilee, 1992); trans. Paul Bains and 

Chcwsmosis: An Ethico-Aesthetic Paradigm (Indianapolis: Indiana University Press, 1995) 
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throughout society.4 Through this double vocation of the inventory, critical art's 
political/polemical vocation tends to become a social{communitarian vocation. 

This slippage is shown by the third form. I've called it the encounter. You 
could also call it the invitation. The artist -collector institutes a space of reception 
to engage the passer-by in an unexpected relationship. Thus Boltanski's 
installation invites the visitor to take a directory from the shelves and sit at a 
table to consult it. A little further along in the same exhibition, Dominique 
Gonzalez-Foerster invited us to take a volume from a pile of pocket books and to 
sit down and read them on a carpet depicting a desert island typical of children's 
dreams. In another exhibition, Rirkrit Tiravanija put at the visitor's disposal 
packets of food, camping gas and cooking pans so that he could prepare a 
Chinese soup for himself, sit down and engage in discussion with the artist or 
with other visitors. Parallel to these transformations in the exhibition space are 
many forms of intervention in urban space: a modified sign in a bus shelter 
transforms the necessity of everyday life into an adventure (Pierre Huyghe); an 
illuminated text in Arabic or a loudspeaker in Turkish reverses the relations 
between the local and the foreign Uens Haaning); an empty pavilion is offered 
to the social desires of the residents of a neigbourhood (Group A12). Relational 
art thus intends to create not only objects but situations and encounters. But this 
too simple opposition between objects and situations operates a short-circuit. 
What is at stake is the transformation of these problematic spaces that 
conceptual art had opposed to art's objects/commodities. Yesterday's distance 
towards commodities is now inverted to propose a new proximity between 
entities, the institution of new forms of social relations. Art no longer wants to 
respond to the excess of commodities and signs, but to a lack of connections. As 
the principle theorist of this school writes: 'by offering small services, the artist 
repairs the weaknesses in the social bond'.5 

The loss of the 'social bond', and the duty incumbent on artists to work to 
repair it, are the words on the agenda. But an acknowledgement of this loss can 
be more ambitious. It's not only the forms of civility that Vfe will have lost, but 
the very sense of the co-presence of beings and things that constitutes a world. 
This is what the fourth type proposes to mend, the mystery. Applying it to 
cinema, Jean-Luc Godard honoured this category that, since Mallarme, 
designates a certain way of linking heterogeneous elements: in the latter, for 
example, the poet's thought, the steps of a dancer, the unfolding of a fan, the 
foam of a wave or the movement of a curtain lifted by the wind; in Godard, the 
rose of Carmen, a Beethoven quartet, the foam of waves on the beach evoking The 
Waves by Virginia Woolf, and the surge of bodies in love. This sequence of 
Pn?nom Carmen that I'm summarizing really shows the passage from one logic to 
another. The choice of elements put into relation in effect restores a tradition of 
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The ]unon Ludovisi is a statue described by Schiller in the fifteenth of his Letters on the Aesthetic 
Education of Man ( 1794 ). and which is key to Ranch!re's elucidation of the aesthetic regime of 
art. For a fuller discussion see jacques Ranciere, 'The Aesthetic Revolution and its Outcomes', 

, New Left Review, March/April 2002. [Translator) 
2 Stichomythic, from stychomathia - dialogue in alternate lines of verse, usually in disputatiop. 

From Greek drama. [Translator) 
3 Cf. jacques Ranciere, Le Destin des images (Paris: La Fabrique, 2003) 33. 
4 Reference is made here to Michel de Certeau's book Les Arts de faire (Paris: UGE, 1980). 
5 Nicolas Bourriaud, Esthetique relationnelle (Dijon: Les presses du reel, 1998) 37. 
6 jacques Ranciere, Le Destin des images, op cit., 74-5. 

jacques Ranciere, 'Problems and Transformations in Critical Art', Malaise dans l'esthetique (Paris: 
Editions Galilee, 2004) 65-84. Translated by Claire Bishop, assisted by Pablo Lafuente, 2006. 
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Joseph Beuys 
I Am Searching for Field Characterjjl973 

Only on condition of a radical widening of definition will it be possible for art and 
activities related to art to provide evidence that art is now the only evolutionary-
revolutionary power. Only art is capable of dismantling the repressive effects of 
a senile social system that continues to totter along the deathline: to dismantle 
in order to build A SOCIAL ORGANISM AS A WORK OF ART. 

This most modern art discipline - Social Sculpture/Social Architecture - will 
only reach fruition when every living person becomes a creator, a sculptor or 
architect of the social organism. Only then would the insistence on participation 
of the action art of Fluxus and Happening be fulfilled; only then would democ-
racy be fully realized. Only a conception of art revolutionized to this degree can 
turn into a politically productive force, coursing through each person and 
shaping history, 

But all this, and much that is as yet unexplored, has first to form part of our 
consciousness: insight is needed into objective connections. We must probe 
(theory of knowledge) the moment of origin of free individual productive 
potency (creativity). We then reach the threshold where the human being 
experiences himself primarily as a spiritual being, where his supreme 
achievements (work of art), his active thinking, his active feeling, his active will, 
and their higher forms, can be apprehended as sculptural generative means, 
corresponding to the exploded concepts of sculpture divided into its elements -
indefinite - movement - definite (see theory of sculpture), and are then 
recognized as flowing in the direction that is shaping the content of the world 
right through into the future. 

This is the concept of art that carries within itself not only the 
revolutionizing of the historic bourgeois concept of knowledge (materialism, 
positivism), but also of religious activity. 

EVERY HUMAN BEING IS AN ARTIST who - from his state of freedom - the 
position of freedom that he experiences at first hand - learns to determine the 
other positions in the TOTAL ARTWORK OF THE FUTURE SOCIAL ORDER. Self-
determination and participation in the cultural sphere (freedom); in the struc-
turing of laws (democracy); and in the sphere of economics (socialism). Self-
administration and decentralization (threefold structure) occurs: FREE 
DEMOCRATIC SOCIALISM. 

THE FIFTH INTERNATIONAL is born 

Beuvs//I Am Searching for Field Character//125 



Communication occurs in reciprocity: it must never be a one-way flow from the 
teacher to the taught. The teacher takes equally from the taught. So oscillates -
at all times and everywhere, in any conceivable internal and external 
circumstance, between all degrees of ability, in the work place, institutions, the 
street, work circles, research groups, schools - the master/pupil, 
transmitter/receiver, relationship. The ways of achieving this are manifold, 
corresponding to the varying gifts of individuals and groups. THE 
ORGANIZATION FOR DIRECT DEMOCRACY THROUGH REFERENDUM is one such 
group. It seeks to launch many similar work groups or information centres, and 
strives towards worldwide cooperation. 

joseph Beuys, 'I am Searching for Field Character' (1973), in Carin Kuoni, ed., Energy Plan for the 
Western Man: joseph Beuys in America (New York: Four Walls Eight Windows, 1990) 21-3. 
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Nicolas Bourriaud 
Relational Aesthetics; 1 1998 

Relational Aesthetics has come to be seen as a defining text for a generation of 
artists who came to prominence in Europe in the early to mid 1990s. The 
following text is a selection of excerpts from Bourriaud's collection of seven 
discrete essays originally published in magazines and exhibition catalogues. 

The work of art as social interstice 
The possibility of a relational art (an art that takes as its theoretical horizon the 
sphere of human interactions and its social context, rather than the assertion of 
an autonomous and private symbolic space) is testimony to the radical upheaval 
in aesthetic, cultural and political objectives brought about by modern art. To 
outline its sociology: this development stems essentially from the birth of a 
global urban culture and the extension of the urban model to almost all cultural 
phenomena. The spread of urbanization, which began to take off at the end of 
the Second World War, allowed an extraordinary increase in social exchanges, as 
well as greater individual mobility (thanks to the development of rail and road 
networks, telecommunications and the gradual opening up of isolated places, 
which went hand in hand with the opening up of minds). Because this urban 
world's inhabitable places are so cramped, we have also witnessed a scaling 
down of furniture and objects, which have become much easier to handle: for a 
long time, artworks looked like lordly luxury items in this urban context (the 
dimensions of both artworks and the apartments where they were displayed 
were intended to signal the distinction between their owners and the hoi polloi), 
but the way their function and their mode of presentation has evolved reveals a 
growing urbanization of the artistic experience. What is collapsing before our 
very eyes is quite simply the pseudo-aristocratic conception of how artworks 
should be displayed, which was bound up with the feeling of having acquired a 
territory. We can, in other words, no longer regard contemporary works as a 
space we have to walk through (we were shown around collections in the same 
way that we were shown around great houses). Contemporary art resembles a 
period of time that has to be experienced, or the opening of a dialogue that 
never ends. The city permits and generalizes the experience of proximity: this is 
the tangible symbol and historical framework of the state of society, or the 'state 
of encounter', that has been 'imposed' on people, as Althusser puts it,1 as 
opposed to the dense and unproblematic jungle of jean-jacques Rousseau's state 
of nature. Rousseau's jungle was such that there could be no lasting encounters. 
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Once it had been elevated to the status of an absolute civilizational rule this 
intense encounter finally gave rise to artistic practices that were in keeping with 
it. It gave rise, that is, to a form of art with intersubjectivity as its substratum. Its 
central themes are being-together [l'etre-ensemble], the 'encounter' between 
viewer and painting, and the collective elaboration of meaning. We can leave 
aside the problem of the phenomenon's historicity: art has always been relation 
to some extent. It has, in other words, always been a factor in sociability and has 
always been the basis for a dialogue. One of the image's potentials is its capacity 
for 'linkage' [reliance], to use Michel Maffesoli's term: flags, logos, icons and 
signs all produce empathy and sharing, and generate links.2 Art (practices 
derived from painting and sculpture and displayed in the form of an exhibition) 
proves to be an especially appropriate expression of this civilization of 
proximity. It compresses relational space, whereas television and books send us 
all back to spaces where we consume in private; and whereas the theatre or the 
cinema bring small groups together to look at univocal images, there is in fact no 
live commentary on what a theatre or cinema audience is seeing (the time for 
discussion comes after the show). At an exhibition, in contrast, there is always 
the possibility of an immediate - in both senses of the term - discussion, even 
when the forms on show are inert: I see, comment and move around in one 
space-time. Art is a site that produces a specific sociability; what status this 
space has within the range of 'states of encounter' proposed by the Polis remains 
to be seen. How can an art that is centred on the production of such modes of 
conviviality succeed in relaunching the modern project of emancipation as we 
contemplate it? How does it allow us to define new cultural and political goals? 

Before turning to concrete examples, it is important to take a new look at 
where artworks are situated within the overall system of the economy -
symbolic or material - that governs contemporary society: quite apart from its 
commodified nature or semantic value, the artwork represents, in my view, a 
social interstice. The term interstice was used by Karl Marx to describe trading 
communities that escaped the framework of the capitalist economy: barter, 
selling at a loss, autarkic forms of production, and so on. An interstice is a space 
in social relations which, although it fits more or less harmoniously and openly 
into the overall system, suggests possibilities for exchanges other than those 
that prevail within the system. Exhibitions of contemporary art occupy precisely 
the same position within the field of the trade in representations. They create 
free spaces and periods of time whose rhythms are not the same as those that 
organize everyday life, and they encourage an inter-human intercourse which is 
different to the 'zones of communication' that are forced upon us. The 
contemporary social context restricts opportunities for interhuman relations in 
that it creates spaces designed for that purpose. Superloos were invented to 
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then the symbolic value of the 'world' it offers us or the image of human 
relations that it reflects. Within this social himself 

for the all 
nc1-.,fH,c>rl into contemporary 

and inserts itself into the 



a 
Casual 

celebrates the names and faces of anonymous 
those used for ,,,,,,.,.,c.nrn 

1970s, 

of practices therefore gives rise 
problematics: in the 1960s, the emphasis was on 
world of art within a modernist culture that 
linguistic 

Spectacle'. Social utopias and revolutionary hopes have 
ffiicfO-UtOpiaS and mimetic Strategies: any 'direct' rnl'lnliP 

if it is based upon the illusion of a marginality that is now ,.,,nncci 

regressive. Almost thirty years ago, Felix Guattari was 

believe that microscopic attempts - communities, 
organizing creches in universities - play an absolutely fundamental ro!e.'4 

Traditional critical philosophy (and especially the Frankfurt 
longer sustain art unless it takes the form of an archaic 
rattle that achieves nothing. The 

art is now fulfilled 

constructions artists use to model and distribute 



the current enthusiasm for revisited spaces of conviviality and crucibles where 
heterogeneous modes of sociability can be worked out. For her exhibition at the 
Centre pour Ia Creation Contemporaine, Tours (1993), Angela Bulloch installed a 
cafe: when sufficient visitors sat down on the chairs, they activated a recording 
of a piece by Kraftwerk. For her Restaurant show (Paris, October 1993), Georgina 
Starr described her anxiety about 'dining alone' and produced a text to be 
handed to diners who came alone to the restaurant. For his part, Ben Kinmont 
approached randomly-selected people, offered to do their washing up for them 
and maintained an information network about his work. On a number of 
occasions Lincoln Tobier set up radio stations in art galleries and invited the 
public to take part in broadcast discussions. 

Philippe Parreno has drawn particular inspiration from the form of the party, 
and his exhibition project for the Consortium, Dijon, consisted in 'taking up two 
hours of time rather than ten square metres of space' by organizing a party. All 
its component elements eventually produced relational forms as clusters of 
individuals gathered around the installed artistic objects ... Rirkrit Tiravanija, for 
his part, explores the socio-professional aspect of conviviality: his contribution 
to Surfaces de reparation (Dijon, 1994) was a relaxation area for the exhibiting 
artists, complete with a table-football game and a well-stocked fridge. To end 
this evocation of how such conviviality can develop in the context of a culture of 
'friendship', mention should be made of the bar created by Heimo Zobernig for 
the Unite exhibition, and Franz West's Passtiicke ('adaptives'].5 Other artists 
suddenly burst into the relational fabric in more aggressive ways. The work of 
Douglas Gordon, for example, explores the 'wild' dimension of this interaction 
by intervening in social space in parasitic or paradoxical ways: he phoned 
customers in a cafe and sent multiple 'instructions' to selected individuals. The 
best example of how untimely communications can disrupt communications 
networks is probably a piece by Angus Fairhurst: with the kind of equipment 
used by pirate radio stations, he established a phone link between two art 
galleries. Each interlocutor believed that the other had called, and the 
discussions degenerated into an indescribable confusion. By creating or 
exploring relational schemata, these works established relational micro-
territories that could be driven into the density of the contemporary socius; the 
experiences are either mediated by object-surfaces (Liam Gillick's 'boards', the 
posters created in the street by Pierre Huyghe, Eric Duyckaerts' video lectures) 
or experienced immediately (Andrea Fraser's exhibition tours)[ ... ] 

The Subject of the Artwork 
Every artist whose work derives from relational aesthetics has his or her own 
world of forms, his or her problematic and his or her trajectory: there are no 
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onlr>HC>ri is devoted 
is a space for the openness Bataille would have called 

all These artists relational space-
to shake off constraints 

rediscovered. And yet modernity is not 
a taste for aesthetic and adventurous thinking, as to the 
timid conformisms that are defended by philosophers who are paid by the 

Clair. Whether fundamentalist believers in 
or not, contemporary art has taken up and does represent the heritage of the 

of the twentieth century, whilst at the same time their 
and their I have to admit that a lot of cuu·us••c 

that last sentence: it was simply time to write it. Because modernism was 
ste.em•d in an , to borrow a phrase from Gilbert 
it worked with breaks and clashes, and dishonoured the past in the 
name of the future. It was based on 
is concerned with negotiations, links and coexistence. We no longer try to make 
progress thanks to conflict and clashes, but 

contracts, aesthetic cor1traicts 
be ushered 
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The Criterion 

of art is the co-presence 
The first 

ourselves in the presence of an artwork is: 
Does it allow me to exist as I look at it or does it, on the contrary, 

and does its structure refuse to consider the 
described this 3rT1ArCH"!E rnocc>rtH>r 

live in it? 
These questions do not relate to an 

fundamentalist version of 



Relational Aesthetics and Constructed Situations 
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Situationism and 

was, from the late nineteenth century 
idea of 'life as a work of art' As 
when 'art does not imitate 

or transform 
becomes part of 
the 'the 
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6 'making tomorrows sing' alludes to the expression des lendemains qui 

the last words written by Communist Gabriel Peri before was shot by 
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During one Sunday in the spring of 1968, the artist Palle Nielsen 
the slum 

and erect new facilities seven o'clock 
went around to all the residents with a 
attached to with an 



local residents' association about investments in child-orientation? Do you 
know that the authorities are to 

children's 
adolescent children that decides the size of investment that funds 

of facilities in future 

a 
assistance of a group of local Vietnam activists. Facilities 

rrc>:>t'IH11'U were at the children's during the entire C0UfSe 
manifestation, in the form of tools, paint, building materials and fabrics. The 

Theatre donated to be used for role 
the noise level of the art 

in art loudspeaker towers were placed in each corner of the 
exhibition space, and the young museum-goers operated the turntables with LPs 
from every genre, dance music from the Renaissance at an 
level. In the restaurant a number of TV screens with live transmission offered a 

for uneasy parents, and enabled more sedate visitors to take in the 
of children's contact The architecture made 

concrete the pedagogical aim: a protected but pedagogically empowering 
to be accessed all of Stockholm's kids had to pay 5 

crowns to get in). During its three-week exhibition period the Model received 
over 33,000 visitors, 20,000 of whom were children. 

The notion that a child's social relations form the adult individual 
by way of the Model. and 

human 
was made evident as well as 
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great each time it is 
connected with the social 

that describes a determined attitude from 

conditions is aligned with N55's praxis as a social 
of the residence, the N55 Spaceframe 

the middle of Copenhagen as a fantastic creature which has 
the demands of contemporary in the eyes. If the idea of 
N55 doesn't to you, then the 
constitutes a way of reflecting on the opposition between the individual and the 
forms of habitual that too often sneak their way as a syntax 
lives. One could object that N55 is merely replacing the old habits and 
forms with new habits, but the space between these two 
movement away from that which already is ossified toward the 

room is made for the formulation of 
accommodates what is the 



or in other contexts, while others were integrated into the exhibition. 
Palle Nielsen's between 

which 





viewer some 
flashed abstract forms. In an anteroom on the main floor were 

machines and a range with the minister of Denmark and Richard 
Nixon among the bull's eyes. In the exhibition hall were tables and 
two offset presses. Materials and paper were liberally 

and own poster with expert 
like succah,' with uneven slats of wood wails, 

branches and leaves for a roof. Inside lived a nude 'family', with varying numbers 
adults and children. and talked. 

would 
of the hall from where, 

to 
nude on the rope-ladder, he would tllm all the 

spectators whose eyes were on him. l Another room had a Danish artist's love 
them. l In another 

sauna and 
of the festival was that the two were not 



another - ergo, generous and gestures 
installation of the hygiene system in mirthful colours, or the 
serviceable for six persons instead of the customary one- or 

The Oslo and 
In May 1970 the artists Finn Thybo and Per Bille were invited as 



and art 

Finn 
described a break with the art world for fifteen 



action, in the 
new households, and press releases about the annual 
newspapers and local radio stations that covered 
informed others about the local conditions 
supported the liberation movements. We also 
clothes were to the liberation movements who 

camps over had 
Last but not least, essential because of their tremendous 

core of the group, 'the activists', who 
recruited from the local It 
be both a localfsocial and a political/global 

The last flea market was held in 1986. There was a 
flow ebbed 



remodelling of the inner city to the injection of a host of new commercial venues 
- greenery, colourful advertising and 'fresh paint' signs were sprouting up 
everywhere. A new black market for apartment sublets appeared and 
restaurants were openly advertising for 'young blonde female' staff. The visitors 
arrived at a sparkling new Gothenburg, starting the for-all-tourists search for the 
authentic folk and local spirit. With gorgeous weather, the pride of the citizens 
was only slightly stained by the embarrassment of having invented the place 
and themselves specifically for the tourists, and embarrassed that this act of 
deception was larger than their own naivete. More than that, the debate over the 
day-to-day adjustments to all the newness made clear that, for better or worse, 
the Gothenburgers were losing their sense of belonging to the place they were 
proud to represent. The staging of the host's role turned from being an 
abstraction, 'the city', towards involving every single citizen. The distinction 
between 'guests' and 'hosts' began to dissolve. Not even a guide's uniform 
guaranteed discretion: everybody was new to the place they found themselves 
in, and to each other. 

In the middle of this turbulence Aleksandra Mir opened Life is Sweet in 
Sweden: Guest Bureau, an alternative tourist office in downtown Gothenburg. 150 
square metres were made available from the public sector, and Mir renovated 
and decorated the premises in a half-official, half-private cosy atmosphere that 
should make everybody feel welcome. Equipped with comfortable sofas, plastic 
greenery, an aquarium, dim lights and soft muzak, electric_footbaths, a television 
with shopping channels and even a fresh smelling lavatory, the tourist bureau 
was freely available for use by any and everybody. The host's role was 
personified by anybody who wore the hostess uniform for Life is Sweet in 
Sweden; a blue-yellow dress-suit in a stewardess-cum-cashier cut, with the 
company's logo embroidered in silver on the breast pocket. From the beginning, 
twelve uniforms were available and during the project, 46 persons assumed the 
role as hostess, regardless of whether they had any connection with Gothenburg 
or not. With several hundred guests every day during the ten days that the 
World Championships took place, the tourist bureau became a social limbo, 
taking shape according to the constellations of people interacting with one 
another on the spot. The entire process of the situation established itself as a 
public coefficient where the participants, guests as well as hosts, were involved 
in a mutual endeavour intrinsic to sociability. 

TTA L0gst0r was evaluated critically as art after the fact; Dufour and Thybo 
presented documentation of the project for their exhibition in the NSS 
spaceframe, opening it up to a new narrative removed from the terminology of 
its time. TTA L0gst0r and Life is Sweet... can both be contained in the same 
sphere as the aims and characteristics of the 'happening' - as outlined above by 
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succah is a type of hut like the one described, 
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