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Away from end product or genre: a protocol as artistic language

Evolving a critical framework for contemporary visual art practice in the public
(or social) realm

2000-2003

ABSTRACT

For contemporary visual art to be visible and exist as art in peer networks it
usually depends upon its transformation into objects. Can we define and test out
an alternative visibility more adequate to a production that is ‘an act of
supplying’? I propose a method to help us understand the artwork, not as a one-
off object, but as ‘an experience of supply’, through the construction of a
specific artistic protocol.

Process based works “in socius™ do not exist beyond the moment of the
experience and afe currently diffused shoe-horned into classic representation
(exhibition of traces, documentation of the experience). This research proposes
to consider the reciprocal engagement, between artist and people, as a two-way
creative exchange. Here, the ‘code of conduct’ proposed is not a checklist for
peers but offers new points of learning about process-based works, to
understand the ethical relationship enabling discursive artwork to be presented
at its moment of presentation.

The term ‘provision’ expresses an attitude and a production. It connects with
my own practice Vernacular (1999-2005, site-specific projects in Europe) and
those of other selected artists. These reflect my emergent understanding of
‘provision’ as a ‘code of conduct’ to make art, in tandem with a literature
review, and cross-referenced through questionnaires (involving artists, writers,
curators, and key stakeholders in the projects) and an e-mail correspondence
with an artists’ project ‘Building Underwood’.

This research strengthens three aspects of the same phenomenon, ‘service’,
‘provision’ and ‘protocol’, enabling other practitioners to explore and sustain
critical practice in the social realm. Although saturated in commercial meanings
and having no resonance to peers or collaborators, the notion of ‘provision’
benefits the practice by making visible the discursive action and inhabits a
mode of diffusion at the heart of the experience rather than in an object or in
postproduction,

' *in a social context’ in Bourriaud, N. (1995), La fluidité de I'art, with Catherine Millet in Artpress n°198,
p.40-42. .
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CHAPTER 1
INTRODUCTION

1.0
Aim of the Research

The research sets out to test the concept of ‘provision of service’, an artwork
that establishes itself in ‘its act of supplying’. My understanding of the term
‘provision’ in English defines a production in ‘the act of supplying’. The term
translates in French from ‘de providere’ as ‘a supply or stock’. ‘Provision’ in
French is a noun to ‘define a necessary or useful gathering of things to survive’.
This term could appear adequate to define the content of my practice as ‘a
vernacular stock’ (une provision vernaculaire). Yet, the term in French does not
address an action of supply and consequently does not pick up on the fact that
the provision is intrinsic to the process and the act of the performance. The ‘act’
in the English term ‘provision’ is translated in French by ‘relation’ and appears
as ‘a relation of service’ where the ‘service’ becomes a social construct and a
process of production and innovation®. For example, in the automobile industry
the product is no longer defined by a relationship of conception and execution
but by its impact on its users. The production relies now on the relationship that
the industry installs with its consumers and the nature of its service is therefore
in permanent evolution. The industry is in co-production with its consumers,
providing a service increasingly difficult to define as relying in this evolving
relationship in “‘the act of supplying’.

Artworks have increasingly diversified in processes and immaterial forms, for
example the dematerialisation of the art object’. They also have expanded and
are more focused on event-based or process based activities with outcomes that
have not necessarily been defined as art product. There is a lack of critical
language to disseminate, diffuse and make visible moments of art experience.
The tradition of an artwork is still founded on objects and related practices such
as catalogues as well as reviews of critical practices and independent criticism.
There is little research on understanding the impact that a process can offer to
the memory and on thought to develop spaces for the non artist to become a

2 Christian du Tertre in Corsani, p81
3 Lippard, L. (1973) Six Years: the dematerialisation of the art object from 1966 to 1972
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significant player in the diffusion of what is made, equivalent to the consumer
whose needs and views are part of the design and manufacturing process.

This research tests out the concept of provision as a form of articulation of
“visual art practice. It is traced through my own artistic practice, Vernacular®
(the practice, 1999-2006) and an artists’ group project, Building/Underwood
(Simona Denicolai, Ivo Provost and David Evrard, 1997-2004). This is an
exercise in understanding the fitness or otherwise of the concept of ‘provision’,
to adequately describe the character of these practices within a post-industrial
working context.

The notion of ‘provision’ is explored in three different reviews of current
practice and related literature,

* The first includes reviews of approaches to artistic and curatorial
practice (Ukeles, Littoral, Bourriaud) and approaches to the critique of
practice framed by social/political relationship (Kester, Ardenne).
These approaches oscillate between dialogue and spectacle as two
distinct, alternative forms of visibility focused by social relationship.

¢ The second looks at the notion of provision in industrial production
as a form of relationship (Manzini, Corsani, Lazzarato, Négri, Nelson
and Stolterman, Nicolas-Le Strat)

» The third raises a practical framework for project development based
on the notion of provision (Matarasso and Kaprow)

This framework is used as a tool to describe and provide a vocabulary to my
own practice Vernacular (the practice, 1999-2006). It is customised and
adapted to my practice’s needs and to be used for its analysis.

1.1
A Critical Practice Leading to the Research

After studying for three years in Art School in Rennes (France) and two years
in the Glasgow School of Art (Scotland), I attempted to develop an
environmental practice based on social concerns. The context of the art

* Vernacular is a process-based practice engaging a protocol to form a network of relationship
that establishes a dialogue in the social context. The creative process is divided into four
chronological phases with partners, including raising common issues, maturing in
communication and monitoring, disseminating the dialogue and learning from the experience
by ‘taking respective feedback home’. The protocol is shared with local organisations in order
to bring within the project a larger representation of local audience.

AWAY FROM END PRODUCT OR GENRE: A PROTOCOL AS ARTISTIC LANGUAGE
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institution, at the time, did not seem to offer an adequate framework for my
practice. In order to search for this appropriate niche, I decided to work in
collaboration with a variety of professionals, e.g. engineers, bakers, architects,
landscape architects, sociologists, actors. Their different approaches informed
and formed my practice of today. However, working intuitively in a new
language (from French to English), in a new cultural context (Scotland), and
without feedback from the institutionalised and academic art field, I was

confined in terms of gaining an immediate understanding and learning of this
intuitive method.

This difficult situation led me, for pragmatic reasons, to divide my practice into
two different activities: one that was experimenting, led by intuition and
feelings in the form of private art practice; and the other responded to demand
and expectation, within public art in which I felt that I compromised my artistic
intention in order to work and be understood as a professional in a multi-
disciplinary structure, from which at the time I intended to make a living.

The possibility of articulating the content of my evolving practice (1994-2005)
through a research framework (2000-2003) has allowed me to confront the
inadequacy of the art institution to search for better and increased coherence.
From my experience with other contexts, the research has allowed me to
identify and describe a specific and individual way of working as a ‘protocol’.
This ‘protocol’ is interrelated within a form of ‘service’ and focuses more on
the process as production rather than the end product, a ‘provision’. Viewing
my practice in this way has enabled me to create the link between the two
contexts I was splitting in the past. I now seriously intend to apply the
‘protocol’ as praxis in a diversity of professional environments, in partnership
with urban/rural engineers, architects, cultural workers, politics and
communities without exception!

The research has enabled me to better articulate my artistic intentions and
allowed for a change of practice in the diffusion of the artwork. The artwork is
now “officially” diffused through a closer collaboration with the

contributor/viewer, even non-artistic and not exclusively by the artistic
institution.

I have always worked in an experimental context to explore the significance of
the relationship between a visual art practice and a public, and the role of the
artist in this relationship. I have always carried forward different tools or
techniques from one project to another, informed by a deepening understanding
of this relationship. The context is different each time. The forms used to
visualise the idea are adapted to this context and evolve differently in each

AWAY FROM END PRODUCT OR GENRE: A PROTOCOL AS ARTISTIC LANGUAGE
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artwork to successively move the practice forward. The consistency lies in the
key method used - immersion in the context: bringing less each time from
outside the environment of each project, and orchestrating existing elements
from the particular public context. Driven by intuition, I have had my fingers
burned more than once. I had no means of explaining, at the start of a project,

" the skills or techniques that would be used in pursuing my objective and its
possible outcome. As a rule, I have always taken great care in communicating
with the potential participants, and sharing any doubts about the project.
However 1 have no proof that this honesty ever helps the participants’
understanding of the work, and in some cases the interpretation of these doubts
was seen as a lack of credibility (Reposoirs 2001 (Appendix 6).

After seven years of sustained professional practice (1992-1999) this method of
immersion became repetitive, even stagnating, as I was unable to communicate
and make visible this intense discursive practice. By 1999, I identified a
recurrent structure in my practice in which content addressed specific
audiences. The identification of this particularity led to name the practice
Vernacular (the practice, 1999-2006)- in relation to local knowledge sustain by
rumour and word of mouth and its particularity to each location. I needed to
gain tools and skills to articulate a form of language that would translate the
intuitive and experimental relationship I so far entertained in immersion with
people and their daily environment. This would allow me to pursue my practice
in depth and with better control.

From September 2000, I initiated a discursive’ practice, named Vernacular (the
practice, 1999-2006), addressing the evolving relationship between audience,
artwork and artist in contemporary art. Vernacular (the practice, 1999-2006)
developed from a public art practice (one percent for art and collaborations) and
is still very much rooted in such practice. I had interest in the phase of
negotiation and dialogue that takes place prior to the implementation of the
public art piece in which all future work was discussed and most of the creative
potential of each participant was explored. It gradually moved this phase of
dialogue into the centre of my practice to the point that discussion and
negotiation have became the heart and leitmotiv of Vernacular’s (the practice,
1999-2006) artworks. Grant Kester described the discursive aesthetic in 1998 as
based on the possibility of a dialogical relationship that breaks down the
conventional distinction between artist, artwork and audience. This relationship
allows the viewer to be included in the creative process and to ‘speak back’ to
the artist and the reply becoming part of the ‘work’ itself.

3 Kester, G. (1998) in Variant Supplement p.3, see also glossary
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This personal inquiry is relevant, as the formulation of a visual art practice ‘as a
provision’ is yet to be defined. In the context of visual arts, Vernacular’s (the
practice, 1999-2006) immersing and working methods have similarities to a
‘protocol’ as it will be defined in this thesis. In this PhD research, Vernacular
" (the practice, 1999-2006) is used as a generator, for new information and for a
language, to describe the practice in terms of existing observations, methods
and impacts. Social based artist practices so far name — and limit — their
practice in regard to the artist’s role as ‘skill sharer’ rather than looking at the
wider impact of both the creative process and artwork itself®. Both are rarely
considered, except when fully defined in a piece of urban design or sculptural
public art, focused on the production of objects. Rather than looking at the
outcome of a creative production, this research will observe and uncover the

creative and social engagement under a different language and may raise, or
not, an artistic practice to the status of ‘provision’.

An extensive survey of literature reveals that there have been few previous
attempts to define immaterial practice from a practitioner’s perspective (e.g.
PhD work of Susannah Silver, Karen Scopa, Roz Hall). This research
contributes to these by focusing on the structure, dynamic or process, through
the notion of “‘protocol’ as a specific way of focusing on a practice in the social
realm. Relevant research or key authors have been included in the bibliography
and when appropriate reviewed to inform the protocol as a form of ‘provision’.
The specific contribution does not lie in the attempt to define a practice in the

social realm. Rather it changes the way we see and recognise an artwork in the
public realm.

In grappling with this search for critical language as an individual, I recognise
that other practitioners are also seeking new language to both articulate their
interventions in the social realm and its restitution in the art world. This
research provides an example of a method that can be shared from the
perspective of a practising artist, which has the benefit to be apprehended by
artists and non-artists. Furthermore, it is a language already used and
complements existing frameworks of contemporary historians (Kester,
Ardenne), curator (Langlois) and sociologist (Nicolas-Le Strat).

¢ S. Bourne, Analysis of a visual art practice: artist as author of an inclusive creative method,
refereed paper for Waterfront 111 Conference, October 2003 Barcelona, Public Art and Urban

Design: Interdisciplinary and social perspectives, Analysis of the role of the artist, designer and
architect as facilitator of inclusive social processes
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1.2
In Chapter 2

1.2.1. Approaches to artistic and curatorial practice (Ukeles, Littoral,
Bourriaud) and approaches to the critique of practice framed by
social/political relationship (Kester, Ardenne).

I focus on artists operating within the social cultural realm and understand art
practice as an open ended, process based, discursive activity as opposed to a
goal-orientated form of production or manufacture. Different writers approach

the issues from slightly different conceptual bases including Kester and
Ardenne.

While in the 1960°s the original contribution of the artist in the social realm
was a S})ontaneous movement, an ‘emancipation from any form of social
control’’, it’s current application in the social realm is overtaken by government
strategy and evaluation of the social and participative impact (Merli, p114%).
For example while in 1960 Ukeles searched for vocabulary to define her
practice, the approach of today’s practices’ searches to be relevant and useful to
current policy (artistic, social or politic) and decision-making. The ‘result
culture’ prevails to the detriment of quality of research and artistic work. This
wide spectrum of activities fails to exploit the spontaneous creative process of
cross-disciplinary partnership, potential synergies and strategies of these
opportunities. For example, partnerships such as Grass Roots by Littoral
Practices, defined by Grant Kester’ as ‘dialogical practices’, only scratch their
creative potential while their social/political impact can be questioned.

Cross-disciplinary art practice has so far led to the nomination of a genre and its
engagement in the social realm as a role to inform social and political strategies
on social inclusion. The lack of adequate vocabulary makes it difficult for all
parties involved to resist the integration of the creative process, or its impact, in
a social inclusion agenda (Bourriaud, 1998). Boxing up artists into genre and
their role in denominated attributes as a means of understanding such practice
does not assist the practice’s visibility. It rather serves the traditional star role of
the artist by diffusing the artwork through the definition of the role of the artist.

? Finkelpearl, T. (2001), Interview: Mierle Laderman Ukeles on Maintenance and Sanitation
Art, pp.294-322

# Merli, P (2002), A critical review of Frangois Matarasso's Use of Omement, pp.107-118 in
International Journal of Cultural Policy.

® (2000) in Variant Suplement
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Artists are part of this openly diverse democratic mechanism but certainly not

its “social problem-finder’"’.

The identification of socially involved visual art practices in such terms is the
reason the British Government is attempting to promote politics via cultural

“policies in public art, the argument for the use of public money and ‘bringing
art to the people’!". It lead to the decision by the UK’s Department of Culture
(DCMS) in July 1999'% to produce a major new policy on using culture as a
means to combat social exclusion. This growth of the cultural sector was
initially seen as solving serious employment problems, improving quality of life
of people living in the city, and a key to attracting investment. Governments
increase their expenditure on culture; employ specialised bureaucracies and
policymaking bodies to enhance their provision of cultural services”. The
economic debate is now shifting towards the question of the potential
contribution of cultural policy to the development of local industries. On the
one hand, culture is valued as a social and economic vehicle leading to a de-
politicisation of the debate and can be made in a way to be responsive to the
demands, aspirations and ideas of citizens'®. On the other, art has diversified
from simple aesthetic preoccupation as identified by Ardenne (1999) to one that
takes into account the ethical and polemical alongside the aesthetic. Yet, no
language is in place to allow bridges between those two worlds.

The result of this stage of work is an emergent critical vocabulary and related

set of concepts that review practices engaging with the socio political realm
(Expanded further in Chapter 2.).

1.2.2 The notion of provision in industrial production as a form of
relationship

(Manzini, Corsani, Lazzarato, Négri, Nelson and Stolterman,
Nicolas-Le Strat)

' Silver, S. (spring 2002), p.67. In Matters, Le. The town artist employed as a catalyst, the artist
as a teacher in a workshop, or in public art as a creator/manufacturer.

" Belfiore, E. (2002), pp.94-95 in International Journal of Cultural Policy

12 *Following the government’s Comprehensive Spending Review, DCMS will be reaching new
funding agreements governing its grants to its sponsored bodies. These will set out clearly what

outcome we expect public investment to deliver and some of these outcomes will relate to
social inclusion’ (Smith, 1999)

¥ McGuigan, J. (1996) pp.1
" McGuigan, J. (1996) pp.88-205
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I look at the specific notion of ‘provision’ from the perspective of critical
thinking about industrial production in order to evolve a vocabulary on
production as process and not simply the manufacturing of a product.

The current and future challenge of our society is to ‘learn to live better

consuming far less of our environment’s resources and to regenerate our
physical and social environment'®’. This emerging society invites us to change
our current product/consumption into complex materialised services in the form
of products. Our consumption would not therefore need to stop but to transform
itself in the same way that art production has already anticipated by moving its
production from the object to a more interactive, discursive ‘product’ or living
process. The more general cultural shift is towards an economy based on
services, experience and knowledge and is summarised by Manzini as shifting
“from the material product to the intangible”, “from consumption to
experience” and “from possession to access”. In design and in the service
industries, the evolution of our culture in society has already influenced
production by installing the term ‘provision’ to name a product, instead of
manufacturing, in other words skills, mobility, flexibility are the new tools of
this production.

Manzini defines this shift in industrial production as a ‘manufacturing’ of
results rather than products. Taking his inspiration further from the design
industry, Manzini describes the value of the process and the relationship with
the ‘client’ established by the designer — a relationship re-invented and in
concordance with sustainable issues. Manzini argues that our consumer society
is in danger of becoming a victim of its own system. A new form of production
is emerging that develops a sharing of resources and facilities of multi
functional products through the concept of replacing individual property or
ownership by effective and group renting,

Corsani (1996), Lazzarato (1996), Négri (1996), Nelson and Stolterman (2000)
furthermore develop the relationship with the client, as a ‘production’ becomes
a concept of ‘service relation’. In their description of a service industry in
evolution, this production places emphasis on the influence of process as
central to the quality of the product, by transforming ‘service’ into a
relationship between actors in the production process. This relational model
embraces the following three fundamental considerations'®;

* It is a co-production relying on subjective and complex
relationships.

13 Manzini, E. (2001), p.76
18 1 azzarato & Corsani (1996), p.199
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* The service as ‘relationship’ in a ‘subjective social co-production
installs itself into a world of post Fordist production

* In the context of ‘relationship’ and therefore of ‘relationships within
production’, we are witnessing a dynamic contradiction fuelled with
innovation, entering both the world of service as well as the one of
production.

The result of this stage of work is a definition of a ‘real’ situation of ‘provision’
in industrial production opening up a common language to be applied with
concepts raised from the socio political realm (Expanded further in Chapter 2.)

1.3

In Chapter 3: Raising a Language for Process (Matarasso and
Kaprow)

The research does not contest genre, language and theories already attributed to
discursive practices but addresses a lack of autonomy given to these practices
outside the moment of experience and by their crucial restitution in the art
world. Projects, created under the name Vernacular (the practice, 1999-2006),
critically challenge traditional views of conventional visual art practice in
which work is created in a studio or public space and presented to a public in a
form determined by the gallery system. Vernacular (the practice, 1999-2006) is
responsive to cultural process and not objects. It addresses the audience and is
built on the infrastructure of a place based on social, environmental, historical
and industrial issues. This infrastructure itself becomes the subject. This
developing practice is characterised by an approach in which the audience is a
key participant (not in a collaborative way but in co-production) of the artwork.
'l7

Allan Kaprow’s'’ structure of experience and Frangois Matarasso’s'® structure

of management for community art projects inform the description of past
projects and identify a recurrent method in my practice over a five-year period.
The juxtaposition of the two methods provided an appropriate framework to my
own practice', It enabled me to break down my process and to formulate a
language into new development stages. I understood new developments and my
production as discursive moments, and particularly in the role played by the

partners in the process (an aspect that is marginal in conventional object based
practices).

17 Kaprow, A. (1993)
¥ Matarasso, F. (1997, 2000 and 2001)
' Appendix 1.
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This framework evolved in two stages. It was first retrospective where the
project was described and analysed after the experience. I named it ‘reflective
framework’. This method gradually changed into a ‘projecting framework’ that

was used in early stages of the project leading to the implementation of the
research’s latest project™.

The research of Négri, Corsani, Lazzarato and Nicolas-Le Strat in the tertiary
sector gave me a language based on the production of service in industry that
also relies on social interactions. Gadrey extended these findings by drawing
out some key criteria adapted to the ‘travail immateriel’, by which to judge this
work. My protocol Vernacular (the practice, 1999-2006), as a form of provision
in its creative process and product, was defined.

It was then necessary to test this working definition by comparing it with
another visual art production that is not my own, Building/Underwood. A
diagram resuming features and criteria of the protocol enabled me to make
clearer and finer judgments as the work unfolded. It helped me define a
questionnaire to take up a critical positioning in relation to other visual art
practices such as Building/Underwood, establishing a parallel and critical
perspective for my protocol.

For example in Transition (appendix 7) the audience is invited to identify the
impact of cultural and sporting activities in the Commune’s daily life. The
transformation of a main regional road into a pedestrian street washed with
whiting and chalk, presented a platform to reveal the diversity of activities
(cyclists, roller skaters, musicians, walkers) that is not usually exposed in this
particular street of the village centre due to many regional traffic. The audience
is again the main actor in the relational protocol installed with the artist. The

work relies on their reaction and the way they choose to live out the visual
event.

The result of this stage of the research is a clear articulation of the different
components of a discursive artwork and as such could relate to a number of
different kinds of artistic practices, not all of which would be interested in
defining themselves as a form of provision. (Expanded further in Chapter 3.)

? As part of the residency Transition (2002) in Acigné (35) France, event Carte Blanche: de
Calais & St Louis (2002), organised in November 2002. Appendix 7,
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14
In Chapter 4: A Critical Perspective for a Protocol — a Language
of Process

I discuss how this critical perspective developed through this research changes
the practice from a conventional form of production and the consequences for
its dissemination (in time and place). These changes have direct impact on the
interrelationship between artwork-audience-artist. It is necessary to understand
these changes and raise a new platform of visibility for works based on
discourse and exchange. The structure of the work, in terms of time and place,
does not fit into the model of diffusion that exists in the gallery context. The
artwork has more of a relation to time rather than space. The nature of the work
should therefore influence its mode of communication and visibility and not fit
into an existing one.

I analyse three projects: Vernacular@Ban/f (2000), Reposoirs 2001 (2001),
Transition (2002) using the structure of process adapted from Matarasso and
Kaprow and drawn up in Appendix 5, 6 and 7 to include common issues,
communication, dissemination and learning. This analysis also includes
features of provision of service drawn from the literature in the tertiary sector.
In the first artwork Vernacular@Banjff (2000) this analysis applies
retrospectively through its description, its phases of the process and features.
This reveals crucial gaps in my appreciation of how to structure an artistic
experience as a dialogue in the past such as assumptions that are made in
relation to audience, on the role and significance of ready-made objects or
artefacts among other issues. In the second artwork, Reposoirs 2001 (2001) the
analysis reveals a work increasingly focused on exchanges generated and less
on a materialisation of this exchange through the manufacturing of objects. By
the third artwork, Transition (2002) it is becoming apparent that the framework
using features of provision of service is prompting or generating a new form of
practice and generating its own mode of visibility. At this stage it becomes
possible to identify a protocol, a specific code of conduct that could contain
new qualities of approach. The definition of protocol is developed from the one
proposed in the glossary in Chapter 2 to become

A code of conduct establishes a dialogue between artists and others.
This dialogue is developed through a convivial exchange as a way of
co-producing an artistic experience working within an agreed timescale
to produce a public event that may or may not include the production of
artefacts.
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From my observations of another art project, Building/Underwood has a similar
method of immersion and protocol of exchange in their way of getting
contribution and involvement from people in its creative process. A clear
distinction lies in the artists’ lack of concern in defining their method or even
articulating in words the intuitive protocol they used. The work was a “fun
thing to do” which has greatly influenced their subsequent practice. Yet they
felt no need to exploit or research the potential outcome or impact of the
process they installed. If some thing came out of it, fine. Otherwise, it is not an
issue. They are making their own object-based work from this experience that
will be presented in gallery contexts. Communicating the process as an artwork
is not their objective. The process Building/Underwood was used as a studio, an
environment to generate material for future production.

In persisting in approaching the process as product, using Fordist terminology,
we have to conceive it from the consumer’s comments and opinion in relation
to its uses, its sustainability and its quality. A selection of people that will be in
daily contact with the product are approached and allowed to intervene in the
creative process. They are no longer purely consumer but manufacturer. This
mode of co-production forces us to read the work with new approach and think
through the relationship between artist-artwork-audience differently. Within the
framework, art as protocol, we replace the term consumer by audience and
quality of a product by the audience’s opinion on the issue raised and the
work’s positioning in the public realm. This sharing of opinion between artist
and audience has implications for the form and development of the artwork.
Conversation is a tool in the creative process and a means for the visibility of
the work. The audience is an active element rather than a passive one in the
production and diffusion of the work.

Key assumptions within which the research is conducted

1. First of all, I establish a distinction between the artist’s status (self-
employed, employed, working under a limited company, etc) and the
status of art practice in which the artist has a role alongside others
(collaboration, production, provision, participation, etc). This research
chooses to concentrate on the latter: the status of the practice. The
research aims to understand Vernacular (the practice, 1999-2006) as a
form of artistic production by looking at its method of preliminary
research such as understanding of place, the transmission of information
in visual formats, and the evaluation of the impact of the project from
the perspective of the audience.
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2. The activity analysed provides an artwork that exists within the
geographical site and the community in which the artwork takes place
and in the process of this relationship rather than in the production of art
object as an end product delocalised and exhibited.

3. Communication, interpretation, definition and criteria for self-
evaluation of a work are integral to the artist’s practice. By tradition
artists have to communicate their work, not only for their practice to be
named ‘art’, but to exist as such and not simply ‘instrumentally and
uncritically’ as a creative industry. Recognition by peers is essential. -
Therefore the need to define the vocabulary used in this approach has
arisen through my own individual practice and through recognising the
synergy between Vernacular (the practice, 1999-2006) and practices of
others contemporary artists. The identification, comparison by peers,
and the common vocabulary used (i.e. practices based on audience
interactions in opposition to self-reflecting practices) are therefore the
basis of the communicative tools for artists to exist as professionals.

This shift relates the art product potentially to an economy that is defined by
provision and no longer by the production of object. Although, it is not within
the scope of this research to explore the economic implication of practice as a
provision, this aspect of the practice contributes to its visibility and is
acknowledged as significant to a complete picture of the process. This research
establishes the ground for viewing practice as a form of provision by defining
and testing the concept and terminology of a protocol. Further research would

need to examine the financial impact of this trajectory of thinking on different
economic models to support the work.

LS5
Summary

My ten year experience of visual arts practice in the public realm has
highlighted divergences when working together between other professional and
community demands or interests in arts and the artist>s expectations. In cross-
disciplinary contexts for working, it is often difficult to remain challenging in
artistic reasoning, creative in exploring new territories without remaining
insensitive to requests articulated by public space users or public authorities.
Few artists resist the ‘being good-doing good’ attitude, sometimes a result of
responding to the opportunity for financial necessities, often because of the
impossibility of articulating their contribution in another way. The involvement
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of the art in the ‘political space’ implies on the artist’s part a full awareness of
its immaterial and visible environment.

The development of artistic production and presentation of works outside the
gallery has also evolved new interests outside the art world, opening up new
‘trades’ in the cultural and creative industries. (Percent for art projects become
tourist attractions, new forms of marketing — ‘artvertising””’, activism and
socially involved practices for the benefit of the poor, the environment, human
rights etc). In their search to articulate a vocabulary to exist outside the
singularity of an art world apart (such as the operational singularity of the white
cube), these practices have looked to the necessity to lay economic and social
vocabulary and definitions within non-contemporary art spheres.

The journey of understanding one’s practice by identifying a discursive method
in the social realm and its communicative framework will encourage us to think
of the visual in a new way - defined as a discursive and relational aesthetic
(Bourriaud, 1998). The research generates new understandings of immaterial
production and increased coherence, tested out in the context of Vernacular
(the practice, 1999-2006) and Building/Underwood but extendable to other
artistic practices that operate in the social realm. Thinking about a visual art
practice in terms of ‘provision of service’ has implications for the naming the
‘art’, for its readability in the public realm and for reinstating its intrinsic and
artistic value. As we will read in the following chapters, the concept of ‘service’
will be refined as ‘provision’ by focusing on the artistic product as process. The
term ‘protocol’ is proposed by the art world to address a product in the form of
process, an artistic perspective on ‘service’. This practice differs from our
understanding and our relationship with visual art practice and this difference
exists within the context of practices ‘in-socius’. Moments in everyday life,
immersion in a dialogue and relationship with the others are as important to the
visibility of the artwork as the contribution of the professional critic.

¥ Recent advertising campaigns by JC Decaux credits the company’s services with the art of
advertising.
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CHAPTER 11
VISUAL ART AND ALTERNATIVE FORMS OF VISIBILITY

2.0
A Review
Evolution from Object to Process to Protocol

The reader of this research has to be aware of the cultural context in which it
was written. Over the last ten years, the concept of this research (Vernacular, a
discursive practice, 1999-2006) has evolved between two cultures, British and
French. Their influences are interwoven. Its position has always been ‘in
between’ two cultures and has never reflected one or the other.

This research was initiated by my need to define my practice within a context
of other emergent approaches that themselves respond to a changing cultural
landscape. Current definitions of discursive process-based art practice, its
dissemination system and funding structure are shaped by the activities and
norms of the gallery (Tino Sehgal, Dora Garcia, Bureau d’Etude, AAA Corps).
No language and appropriate mode of dissemination currently exists that does
not rely on the production of an object, even where this might be a critical text
as opposed to an art object. Dialogical and process based practices are
dominated by a pluralist enquiry for meanings and present themselves in a
process-based production within a social context. These artworks address a
variety of audiences and should be able to evolve different strategies of
diffusion as they develop and construct themselves. Despite the organic
discursive nature of this visual art practice, it has to comply with format and
codes of the gallery model to be shared with peers. It has to fulfil the pressure
of producing a glossy catalogue and an exhibition evolving in the timescale
‘opening-performance-exhibition’. Many of these outputs are simplistic,
compared to the potential varied use of dissemination contained in these
practices, or simply not relevant to the context in terms of time, space or public.
For example in Appendix 7, the project Transition (2002) is known through the
image of the painted street while the artwork lies in the month’s exchange with
the Council. The painted street was a tool in the dialogical protocol to enlarge
the number of participants to this exchange. Some peers and visitors found
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artistic quality to this white street but it is not the ultimate intention of this
discursive artwork that it is invisible except through photographic diffusion.

Based on intuition, the research is initiated by articulating an understanding of
the different stages of the researcher’s practice method, Vernacular (the
practice, 1999-2006). It argues that dialogue-based practice has within its
method, its own mode of dissemination and is closely structured as a
‘provision’, as its process constitutes its end product. However, this term can
only make the work visible if we have an understanding of the cross
disciplinary nature of its method and most of all that the concept of relationship
to audience is changed. The forms and contexts explored by artists has
transformed their relationship with the ‘public’, and placed them as participants
or ‘actors’ in the process.

This chapter will critically review discursive practices both in the public realm
and in the gallery context. The review will raise the need to distinguish these

two contexts in terms of methodological perspective and strategies of
dissemination.

This research seeks to identify norms of reference used in such practices

independently of the norms of the place in which it takes place, or the definition
of the artist status.

In the current cultural context of mixed economies, the summary suggests that
practice involving a relational protocol (section 2.3) engages a form of
provision as working process and artistic product. Practices of this kind share
qualities and make visible their own mode of diffusion.

However, there are gaps and limitations in the use of the term ‘provision’ to
describe these practices in a creative context, with the tensions between a
challenging art world and the commercial necessities of the ‘real world’. These
are illustrated in an existing dilemma such as the recent lawsuit, on Nicolas
Phillibert’s film documentary ‘Etre et Avoir’ filming the life of a real school
teacher®. This example put forward a critical argument for the use of ‘real life’
in creativity, which should be a space of relationship and not of merchandising.
Like the visual artist in discursive practice, the director has to restore emotion
and provide mechanisms to valorise moments of ‘real life’. The argument of the
lawsuit argues that the commercial success of the documentary is unethical, as
the protagonists have not been paid for their performance. The film director is

2 Arrét sur images, documentary: What salary for our heroes? 2 November 2003,
www.france$.fr/asi/ site last visited 02/11/03
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the author who makes choices in selecting moments of life (similar to the one
of the artist in discursive practice). The author affirms that the documentary is
at the service of no one and did not plan its success. If the protagonists had been
paid, the documentary would have become a fiction in which they became
actors. A real life situation as creative process, success or not, is source for such
argument if the protocol installed is not clear at the start for all involved.

In this case, the term of ‘service’ is also associated to the notion of payment of
the people involved. The economic reality of discursive practice will not be
developed in this study. However, it will be explored briefly during the analysis

of Vernacular (the practice, 1999-2006) and could also be the subject of a
postdoctoral development.

2.1

Evidence of ‘Provision’ in Discursive, Dialogical Practices or
Relational Aesthetics

Examples of social and process-based practices in art, outlined below, are
characterised by their cross-disciplinary activities, breaking barriers between
the art and non-art world. The complexity of this relationship has raised the
need for visual art practitioners to redefine their methods and role when
working between galleries, institutional contexts and public authorities. Since
the 1960s a variety of definitions build on each other:

Experiencer, reporter, analyst and activist, are a spectrum of artists’ roles
with regard to the audience in the context of a private or public art project.
Artists must be a political being, as well as a social and cultural one. In the
USA “‘New Genre Public Art> emerges as a new approach to public art and
usually involving the public. This differs from earlier examples of public art,
as heavily influenced by activism and political positioning. Suzanne Lacy”
places art in an instrumental position, in social policy. Art is regarded as a
form of problem-solving by linking art practice with areas of social justice

® Silver, S. (1999) The Role of the artist in the public realm: an investigation into artists’
generative process in context, Ph.D, The Robert Gordon University, notes p.15, “Lacy Suzanne,
taught by Allan Kaprow and Judy Chicago, has described herself as an artist, activist, writer and
teacher with strongly developed ethical and political stance. Her art is firmly and overtly
political, critical of the status quo, rooted in the politic of sexual and radical equality and
justice. She is also clear about creative possibilities with aesthetic tension in working with non-
artists. Mapping the Terrain, New Genre Public Art, Bay Press, Seattle, Washington, 1995, a
collection of assays and a compendium of artists’ work of ‘new genre public art’ from an
American perspective.”
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such as the breakdown of communication between young people and civic
authorities in Oakland California for example.

* Artist-‘Double-agent’: a complex role of artist ‘doubling’ as a curator,
technician, administrator is often raised in artist led initiatives.

* Artist-catalyst: helping to involve local people in the regeneration process,
strengthening community co-operation and networking (Matarasso®*).

* Artist-anthropologist, ethnographer: ‘It assigned the artist to a social
commitment to seek an exit altogether from the impasse into which
conceptualism had fallen® and its continuation in discerning a distinctive
role as artist. This role internalises and uses its social awareness as a process
of thinking and not a dogma in craft and theory. Artists place themselves as
political beings as well as social and cultural ones, an ‘ideological

patronage’ to be distinguished from the danger of the ‘indignity of speaking
for others?®.

s Artist-entrepreneur (Schmidt-Wiilfen’’) A small enterprise where the artist
defines the objectives of his work and then finds the means to achieve them.
The concept of ‘interdependence’ comes to mind as the collaborations serve
‘as an urban laboratory to involved diverse audience in the creation of

innovative public art projects’. We cannot think about the artist without also
thinking about the public.

However, for this research, I choose to disassociate the artist’s function from
the definition of the practice and its production. This research is not directed to
the relationship of the artist’s method with the context as an educator, a
mediator or a catalyst but to the search for definition of the practice itself i.e. its
particularities, relationship with art and non-art context, its method of
development, etc. The evolution of this form of art practice outside the art
institution also raises the need to re-define an appropriate mode of diffusion.
Are exhibitions and catalogues still adequate for the visibility of discursive
practice? Why, when contemporary practices show so many endeavours in

searching for new territories, is their diffusion frozen into traditional modes and
media?

¥ Matarasso, F. (1997) Use or Ornament? The social impact of participation in the arts, p v:
‘the real purpose of the arts’ is ‘to contribute to a stable, confident and creative society.’
 Kosuth (1991), pXXX1

% Foster, A. (1997), p173

? Documents sur I’Art n°11 (Automne/Hivers 97/98) Art with no audience, pp93-99.
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In Modernism, art lost its function of story telling, and its relation with the
audience. Benjamin compares modern society with traditional communities
when memory, speech, experience and social practices were shared”. He
argues that such reproducibility withers the aura and uniqueness of art, and
emancipates it from its ritualistic base to bring it closer to the masses. This
model of visual art practice allows culture to be more collective and has also
“the ideological potential as to permit politics to become more spectacular™’, It
imposes the relational as a norm of production and diffusion. He questions the

author-producer by arguing that the relation of production determines social
relationships™.

As process-based production is realised by a multitudes of authors, how can we
determine the social relation of the artwork and artist with his/her new
audience? Do discursive artists still have an ‘audience’? Is this relationship of
the social and process based work revolutionizing the concept of artwork?

According to Foster, social and process-based practices are the outcome of a
chronological evolution. Social or process based practices gradually moved the
art work from the space of the museum to the institutional frames, then on to
discursive networks ‘to the point that many artists and critics treat conditions
like desire and disease (...) as sites for art’. Consequently the conventional
institutions of the commercial subsidised art world have been to a degree
displaced, moved to create art outside the gallery where it would be both
physically and cognitively accessible to the local community, or not*'.

Artists, designers, creative practitioners in general, have evolved their practices
from a self-centred interest towards a wider field that Lawrence Alloway
predicted in 1958 ‘Rather than frozen in layers in a pyramid; pop replaced art
within a continuum of culture™. The social dimension of art, developed from our
society of consumption, initiated by pop art, from John Dewey’s classic “learning
by doing”, from the urbanisation of society (the Situationist Intemational”),
everyday life is more than ever a source of inspiration for the arts. It pre-empts
the notion of what culture is with the acceptance of the mass media. Although

% Benjamin, W. in John A. Walker (1983) Art in the Age of Mass Media, Pluto Pres, p73 —

Walter Benjamin (1973) The Author as Producer, Understanding Brecht, London: New Left
Book, pp85-103

® Foster, A. (1997), p.219

* Benjamin, W. (1934)

3! Foster, A. (1997), p184

52 Alloway, L. (1959) The Long Front of Culture, Brian Wallis in Hal Foster (1997) pp202.
% Harrison, C. & Paul Wood (1992) Art in Theory 1900- 1990, pp.693-700
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process is the heart of these creative interactions, objects, image/object are still
the mode of visibility for the sustainability of a practice.

This research identifies norms that define a product as a process. It questions
the requirement to make objects as the sole method of dissemination of the art.
It traces how ‘provision’ underpins three different practices. Each practice is
informed by the terms such as the individualised notion of ‘maintenance art’ by
Ukeles, dialogical aesthetic by Kester in Littoral practices and finally relational
aesthetic by Bourriaud evolving in a new economy by Ardenne. The critical
evaluation, of relevance of the term ‘provision’ with artistic practice, is an aid
to understanding each of these practices in its creative process, in its
relationship with its multitude of players in the social context and its own
modes of dissemination that it has integrated.

In the context of Vernacular (the practice, 1999-2006), the artwork is the
moment of the discursive protocol in the triangular relationship audience-artist-
artwork. To be shared and visible to peers, the work should not necessitate from
the artist’s part a post-production in term of object or exhibition. The following
three examples have searched for their own definition for the artwork’s
visibility in the arts and in everyday life.

2.1.1 Domestic ritual as artistic protocol Mierle Laderman Ukeles (USA)

Since late 1960’s, Ukeles has been searching an interpretative ‘language’ that
would define her relationship as an artist with her audience. Her work is centred
on issues on environment-the City “as a living entity” and “service as labour”.
Her process-based work concentrates on the notion of maintenance, the
“underbelly system of urban life and culture” (Ukeles, 2001), a work-a-day
system that keeps people alive and things functioning, whether on a public or
domestic level. It is well explored in a long-standing collaboration with New
York City’s Department of Sanitation (DOS). Officially artist in residence since
1977, she is an artist, feminist, environmentalist and social activist that has
worked in the sanitation department raising environmental consciousness issues
on the social situation of the workers rather than simply focusing on their action
as waste removers. I will examine her creative process’s method under two
headings: A. Her mode of dissemination, B. Impact onto her audience

Methods of practice as diffusion

The notion of ‘provision’ appears in her search to articulate a language in which
process and ‘end product’ are interwoven. At the time of the dematerialisation
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of art™, she looked for ways of expressing what she was doing in teaching and
in making. She realised that she was trying to hand make objects that actually
required industrial technology. She was disheartened by technical difficulties,
and high maintenance need associated with her pieces. She then linked this
maintenance with her life as a mother.

The first Manifesto! Maintenance Art (1969) was written as a reaction to her
status as a new mother. In her search for artistic language, she challenged the
delegation of housework to women by extrapolating it to larger questions about
art, work and survival. She declared that survival work, maintenance, and art,
including her domestic work, were art®®. Ukeles wanted to reinterpret the
conventional housewife stereotypes not in imagistic terms, but through a
systemic style of creative action®. She rejected the standard idea of the
“housewife” ideal. She hoped to revive the functionality of the housework by
viewing it as a ritualistic series of activities that maintain the hygiene of the
family unit. She undertook a series of performances between 1973-76 that
consisted of cleaning part of the City of New York. With her family, she moved
into a museum, to undertake the project Care (1973-76). She embarked on
making the museum s life process visible (changing light bulbs, cleanmg, etc)
and naming it art’’. In looking at her performance as a means to survive through
a personal freedom, she realised that maintenance art (1969) was a necessary
part of the human condition and began to extend her work outside of a purely
feminist, autobiographical content®®. The diffusion of the artwork was within its
own performance, its own practice from which she intended to reveal the
condition of work, and the stereotype labelling of maintenance work at all

levels of society. In 1977 she was given an office in Waste Disposal Planning
that she occupied, for 16 years, until 1993.

Her second manifesto took the everyday life aspect of the first one into norms
and reference of the art world. Sanitation Manifesto (1984) was written during
Ukeles’ residency at DOS (Department of Sanitation), which was very different
to the previous one by developing an artistic philosophy alongside that of the

sanitation workers. She had made herself understood. She was accepted as a
long-term artist in residence.

* Finkelpearl, T. (2001), p.301

% Ukeles, M.L. (2001), p.295

% Touch Sanitation: Miele Laderman Ukeles, Robert C. Morgan (1982) in Linda Frye Burnham
and Steven Durland edited by (1978-1998) The Citizen Artist, 20 Years of Art in the Public
Arena, An Anthology from High Performance Magazine 1978-1998

¥ Ukeles, M.L. (2001), p.305

% Morgan, R.C, (1982) in Bumham & Durland, p.60
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“Her philosophy is my own. She’s saying, we have to understand that
waste is an extension of ourselves and how we inhabit the planet that
sanitation workers are not untouchables that we do not want to see. She
advocates having our facilities be transparent and be visited as a way for
people to be accountable for the waste they generate” Emily Lloyd,
Commissioner of Sanitation, 1994,

Ukeles’ work connected to the sanitation workers’ lives in terms of relationship
and advocacy instead of object production.

As a performance artist, her method informs the notion of ‘provision’ by
emphasizing the human aspect of both the public and private roles of the
sanitation worker. Her work Touch Sanitation (1978-1980), was an evolving
process enabled by her growing role and the understanding of her art by the
workers. In establishing this relationship with her context, it was important for
Ukeles’ initial weeks of her stay to be inside the system before inaugurating her
performance on June 24, 1979. She started a series of performances — Touch
Sanitation Performances (1978), Handshake Rituals (1978), shaking hands of
8,500 sanitation workers, saying to each one of them “Thank you for keeping
New York City alive”, and Follow in Your Footsteps (1978), initiated by a
letter to the sanitation workers:

“I’m creating a huge artwork called TOUCH SANITATION about and
with you, the men of the Department. All of you. Not just a few sanmen
or officers, nor one district, nor one incinerator, or one landfill. That’s not
the story here. New York City Sanitation is the major leagues, and I want
to “picture” the entire mind-bending operation.””

Her portrait of New York is a refusal of social science methodology (sample,
anonymous abstraction and selection), of media approach (take a huge, vastly
complex system and reduce it down). She shows concern for the audience she
addresses. They are at the same time her inspiration and the public she wishes
to personally address by going “to every place, every single facility through
New York City Sanitation, face every single worker, person ... as if there were
no means of mass communication*™. Her approach demonstrates a care for a
selected audience and the definition of a relationship. In Handshake Rituals
(1978) the work was independent of the gallery or museum space. Its nature on
the fringe of traditional aesthetic could not be communicated nor diffused by
any existing system (Morgan, 1982). Ukeles designed an exchange with

¥ Miele Laderman Ukeles, “Dear Sanman”, Letter to Sanitation workers inaugurating Touch
Sanitation Performance (1979).
“ Ukeles, M. L.(2001), p.214
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workers in a sort of progressive consultative process, using dialogue and
collecting viewpoints during discussions*', Her work diffuses and grows at the
moment of the experience and by a long lasting relationship established
between Ukeles and her audience. The audience she selected for Maintenance
Art (1969) comprised all New Yorkers, as they all should be concerned with the
role played by the sanitation workers*. The values of such experience in
context are difficult to express in the gallery context. Suzanne Lacy® describes
Ukeles’s diffusion as a ‘media coverage integrated to the work’. When she
contacted the media for her performances, it was essential that they were

newsworthy* to blow such incidents out of proportion in a commercial news
media style.

The universality of her message, the workers wishes and her will to create a
portrait of New York, as a living entity (Ukeles, 2001:214), lead her to finally
pursue with them the dialogue in the art gallery context and search for a parallel
between her work in the sanitation dept and the art gallery. Following the
publication of her manifesto in Artforum (Burnham 1971), she endeavoured to
extend links with the artistic institution. She presented a project to the Whitney

Museum, which she felt appropriate “as a place where the public come to
understand itself"”,

The project was misunderstood and rejected by the museum. She developed her
work in the art galleries with the group touring show “ART<-->WORLD”
(1976) and with a parallel residency where she took the job of maintenance
workers in each location of the show. However, the symbolic context of the
gallery revealed divisions in her work between the art created in the context and
its relational process-based nature and the required product for gallery
purposes. This project illustrates the real disconnection between the forms of a

discursive artwork in situ (work at DOS) and the means of diffusion proposed
by the exhibition context.

' MLU: “Where should the show be?"”

Worker: “Let them come to us.”

MLU: “Would you bring your family here, if it were in a sanitation facility?”
Worker: “No, Cause it’s a dump. It’s awful here”.

MLU: “But you feed them out of what you do here.”

Worker: “You right, but I’'m not bringing my family here. Why can’t we be seen in a nice place.

In an art place.” Dialogues in Public Art (2001), Tom Finckelpearl, MIT, p315
2 Ukeles, M. L. (2001), p.295

3 Suzanne, L. (1995), p.16

* Maintenance Activity : Creating a climate for change, Patricia C. Phillips, (1982) p167 in
Felshin, N. (1995) ¢ But is it art?, The spirit of Art as Activism® - Washington: Bay Press
* Ukeles, M.L. (2001), p.306
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Impact on audience

In her search to make visible the social process of her relationship with the
sanitation department, workers told stories to the artist related to images of
maids and mothers. A worker states: “Do you know why everybody hates us?

Because they think we’re their maids...because they think we’re their
mother*,”

The contexts of denial and the lack of respect of the workers’ human needs and
working rights, in the general city culture and even inside the sanitation
Department, were perfect for Ukeles’ search for an appropriate language to
describe her relational practice’’. At the Ronald Feldman gallery in Soho, the
example of denial that garbage came from people and not the ‘garbage man’,
was recurrent and she addressed this issue in her show Washing away the bad
Names (1984) “®. The term ‘garbage man’ became a descriptive adjective for an
individual entering the city. Ukeles progressively negotiated her way through

the system, from the individual to the city’s vast municipal system by the use of
vernacular language.

By visualising in an art performance the worker’s everyday routine or by
simply encouraging to tell the ‘taken for granted’, the invisible, Ukeles’s work
contributed to changing workers’ perceptions of themselves and influencing the
management to gain respect for their workers. She pushes the respect of the
profession further by installing a show in the gallery context, aimed at helping
the whole society to ‘wash away the bad names’, using the gallery as a public
window. She sees her job description as giving herself the means to “take a
deep inside one to one exchange and make it public*”. She gets cooperation,
participation, interaction from every single layer; officers, bureau, division of

an entire City Agency. In Hand Shakes (1978), the worker is invited to step out
of his routine, loosing his anonymity

“Although union ideology is an ever-present issue, to impose a specific
ideological connotation upon Ukeles' action would give it an
unnecessarily romantic edge. It is not an expectation of the job; yet by

 Ukeles, M.L.(2001),p.312
7 ibid, p.313
* Sanitation worker: “We were in Brooklyn. It was over 90 degrees, humid; we were very tired.
We loaded a lady’s garbage into the truck, and sat down on her porch step for a minute. She
opened up the door, and she said to us: ‘Get away from here, you smelly garbagemen. I don't
want you stinking up my porch” “That stuck in my throat for seventeen years. Today you wiped
that out” in Ukeles, M. L. (2001), p.317.
* ibid, p.318
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choosing to participate in the exchange, the san-man reaffirms something
of the individual that he is.>”

Although her job is to raise relationship to an aesthetic and visible level, she
contributed to social changes and practical impacts within the Sanitation
Department. Ukeles raised the issue of the lack of furniture, showers, sinks,
doors on the toilet and hygiene in the washroom. This attention created by
Ukeles encouraged the Department to shift its policy. By the 1980, ‘Touch for
Sanitation Show’, workers already had new furniture. The presence of the show
within the sanitation department forced the officials to place security equipment
for the visiting public at dangerous working areas’’, e.g. a waist-high steel
fence along the 350-foot rubbish-tipping floor was erected. Through her artistic

performance, Ukeles provided the workers with a series of benefits, relating her
practice to union concern.

Ukeles strongly feels that feminist movement failed by the lack of
understanding in the inherent power to connect it to people who have a similar
kind of issues. She presents the immateriality of the work, the dependency of its
success on establishing relationship between the selected audience and the
artist, as intending to ‘provide’ through relationship with a real impact to the
workers. Maintenance Art (1969) is a great model for art as it goes everywhere
in the City’s structure and never stops. Art should go everywhere all the time
and the artist’s job is to move into the unknown. Through years of presence and
the building up of relationship with the workers, Ukeles transformed, from the
inside, a public economic working structure into a piece of public art
installation, reinforced by the city’s routine™

Summary

Ukeles’s need for a language to diffuse her art in the action of the installed
relationship, engaged her in a method of open up a learning process. The
multitude of authors and her evolving relationship with them determine her new
social relationship as an artist. She asks her project’s participants to also
become her clients, collaborators and contributors. The setting up of the
relationship influences her creative process. This endless interactivity involved
should also affect her diffusion process and change it as it unfolds. She
constructs ‘situations’ that people can occupy, transform, imagine and maintain.

* Morgan, R.C (1982) in Burnham & Durland, p.
*! Finkelpeart, T. (2001), p.321
2 ibid, p.304, p.310-314
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She remains committed to the use of art for social purposes™. Yet can we
declare that her practice is a form of provision and responds to a demand?

It is clear that in her performances, Ukeles provides a new image of the
sanitation workers and improved their human and working rights. At no time
did her method of relational performance reveal a fiction or an alternative to
reality. Yet this reality is not illustrated when exhibited in the gallery context.
Morgan described the “real time” operation of Ukeles as a scope for conceptual

content with still a ‘kind of sociological street-theatre’, an opportunity of good
publicity for the workers:

“Although the artist is questioning the rational aesthetics of modernism,
as well as the groundless decorativeness of postmodernism, the art-
historical concerns are rather diminutive in contrast to the larger cultural
issues being addressed in Touch Sanitation. Given the perspective of
simple action, Ukeles has performed a subtle transformation upon the
psychology of doing an otherwise humdrum routine.”**

The diffusion of Ukeles’s message and contribution of the Maintenance Art
(1969) is fully expanded in the ‘real time’ of the relationship with the workers.
The relational product can only exist at the time of its making and appears as

‘provision’ in its method. Is the long-term impact of this relationship, of this art
product, called a ‘provision’?

2.1.2 The Role of Relational Practice and Art Practices in Everyday Life
Littoral Practices (UK & Ireland) and Grant Kester (UK, USA & Ireland)

Since the 1970’s, artists reacting against the conventional institutions of the
commercially subsidised art world sought to create art ‘outside the gallery’
where it would be both physically and cognitively accessible to the local
community. Groups like the “Groupe de Recherche d’Art Visuel” ou “Le
Nouveau Réalisme” in France®, in a parody of revolutionary activism ended up
contributing to people’s misery by integrating in their work the population and
its socio-economic system. Resulting from a lack of common reference between
cities, artist and public to communicate the live experience as ‘art product’,

%3 Patricia C. Phillips, The spirit of Art as Activism, in But is it art? (1996), N. Felshin, p193
‘Talking, inventing, healing, planning, improvising, and making, Ukeles’s performances of
creative work produce memorable forms of public service’

* Morgan 1882, p 57-64

3% Situationist International (1997), p.405
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artists and critics have shifted towards the definition of the artist’s relationship
and its role in the public realm rather than attempting to find a common
language for this form of art: a process as product.

This shift, in the relationship audience-artwork-artist and consequently in the
nature of the artistic product, has direct consequences on the relationship
between critic-artists-audience for the diffusion of the work. A new generation
of critics, curators and artists (e.g. Nicolas Bourriaud, Mary Jane Jacob, lan
Hunter) have taken on board social and relational creative processes, and
applied them in curatorial methods of forum i.e. conversations to raise social,
economic or political issues. Mirroring artists’ practices, these activities invite
artists as co-authors with the community/audience, both as ‘actors’ in the
dialogical process® of the management procedure. The discursive method
overlaps with the role of the artist, the curator or critic, developing a role-play
by every one participating. The curator’s activities change from a reflective
framework into a projecting framework, in which artists are invited to
collaborate. How can we evaluate the paradox of this relationship?

In the quest for meaning and aesthetic in the social realm, critics are not
providing the tool to understand the social role and impact of these practices.
Art practices manage to get rid of the ‘artist as genius’ and place the audience
as generator of the artwork, while critics and artists recede into a description of
their role rather than developing a new language for this art. Why identify the
nature of this multi-authored discursive process through the role of one
individual? How different from the traditional artistic models are the changes in
the relationship and social interactions? In the following two examples,
although the individual is still predominant, a shift is made in the definition of

the artistic practice in the public realm and new demands are revealed by these
cross-disciplinary partnerships.

Littoral Practice (UK & Ireland)

Littoral Practice is inspired by artists and critics, in particular, John Latham and
Barbara Steveni (Organisation and Imagination (O+1) early 2000 and Artists
Placement Group 1966-1989). They pioneered art strategy in social contexts

and argued for "The Repositioning of Art in the decision-making Processes of
Society".

%6 M.J. Jacob (1998) Conversations at the Castle — Changing Audiences & Contemporary Att,
Arts Festival of Atlanta, MIT press
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In the early 1970s, the major focus of the San Diego-based artist team, Helen
Mayer and Newton Harrison (Harrison Studios), pursued a similar process on
ecological issues in order to reconcile the contradictions that emerged from the
confrontation between cultural diversity, bio-diversity, and globally shrinking
resources’. They developed a ‘language’ to present the results of their
investigations into a particular problem or ecosystem. In this process they
responded to three aims:

* an ‘ecological’ aim, suggesting ecological strategies and approach

an ‘ecopoetic’ aim, discovering a poetry in our response to familiar objects
or well know places

and an ‘ecopolitic’ aim, making the argument that political boundaries
should be redrawn along ecological lines to invite the audience, across a
range of subjects and practices, amateur and professional, to develop their
individual relationship to the environment™®,

Their practice is influenced by corporate and professional organisation and
develops platforms of discussion, raising communities’ needs, social
accountability and environmental responsibility on policies relating to
economy, health, social, agriculture and environmental development.

Littoral is a term adopted by Celia Larner and Ian Hunter”, founders of
Projects Environment UK, who see themselves as “pioneering the role of the
arts in response to social, environmental and economic change”. Their work
describes a form of practice that is about new ways of understanding and
responding to the life world, where increasingly, social, economic and
environmental problems are being redefined as an intractable ‘wild zone’,
resistant to conventional art practice. Littoral practices address social, economic

5 Littoral also draws it inspiration from the work of Suzanne Lacy, Martha Rosler, Hans
Haacke, David Medalla, and Stephen Willats, among others, and the writing of art historians

and cultural critics Suzi Gablik, Grant Kester, Lucy Lippard, Hal Foster, Sarat Maharaj, John
Berger and Roslyn Deutche. In www.littora Luk/background.htm

%8 Eleanor Heartney in, But is it art?, 1995

*Jan Hunter completed a PhD at Manchester Metropolitan University in 1992, and was
Curator and acting Director with the National Art Gallery in New Zealand until 1980. In the
early 1980s he set up the ANZART Australia/New Zealand artist exchanges, and after moving
to London was employed as Arts Officer at the National Council for Civil Liberties until 1984.
In the North West, in 1986, he pioneered an artist residency with Rossendale Groundwork
Trust. In 1989-90 he established Littoral/Projects Environment as an arts trust for social and
environmental change. Ian Hunter is the Trust Project Director (Project Environment)and lead
artist. In talking on behalf of the artist lan Hunter undertakes ‘art consultancy, research and
development for community, environmental, educational and arts organisations throughout the
UK. He is partnered by Celia Lamer, the Trust Co-Director and Administrator.

In www littoral.org.uk/background.htm
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issues and have the capacity to transgress existing categories of knowledge in
specific social and historical contexts. They describe their approach as ‘a
problem structuring’, as opposed to a problem solving approach®, although
complex situations ‘may eventually yield yet more creative problems on which
to work’. Led by an artist, Jan Hunter does not make the distinction artist-
curator. Project Environment selects their artists and names this relationship
‘Interface’. Ian sees his role as a complex management, between the
‘inventiveness and creativity’ created by the artist and the scientific researcher.
They further describe and acknowledge ‘one of the most contradictory and

difficult aspects of Littoral practlce It is ‘an artist’s attempt to ‘disappear’ or
‘de-professionalize’ themselves®"’

Hunter and Larner reach the notion of ‘provision’ in their attempt to merge
creativity with the broader strategies of the community’s problems and also 1 in
combating the effect of social exclusion in urban and rural communities®

Artists are employed in long and short-term interdisciplinary collaboranons

with communities to develop art projects in response to issues about social,
environmental and cultural changes.

For example in May 2002, Routes: Bus workers’ exhibitions in Northern
Ireland recorded the history and experiences of the men and women employed
in the region’s bus industry over the past 30 years. The project gave them an
opportunity to communicate their experiences and talk about their contribution
to the community, using their own words and pictures, as part of a major public
celebration of the bus workers in the North of Ireland.

Another project, Grass Roots (23"-27" October 2001), is a new vision for
farming families, the countryside, and the rural economy, after the foot and

mouth disease. Being named ‘seamless’ the immersing characteristics of this
strategy have lead to this method.

“Littoral advocates a new role for artists interested in working outside
the conventions of the art market, and the institutional/academic and
career-oriented structures, and strives to maintain a non-egotistical and
self-critical approach to art practice. Our work is also about creative risk
taking, speculative working, and generosity. Not surprisingly, we often

© Sysannah Silver in (spring 2002), Matters, Artists as Problem-Finders, p67

® www littoral,org.uk/background.htm

82 <Littoral promotes art projects in support of social inclusion initiatives in urban and rural
contexts, and in response to the crisis in British agriculture. The main focus for the Trust's work
in 2001 - 2006 is on developing a national 'Arts and Agricultural Change’ initiative promoting
the role of the arts in response to issues in agriculture, and rural communities in Britain’
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make mistakes, and experience failure in many forms, and the frustration

of meeting dead ends. Our long-term objective is to make Littoral and
the need for our work redundant”™®,

Despite promoting the concept of ‘de-professionalized’ artists, Littoral is
leading an entrepreneurial business. There is no relationship between artist-
audience-artwork, and no challenging enquiry on artistic aesthetic. These
aspects are forced to be ignored in favour of a collaboration with host
communities, working from inside as an “endless method of permeability and
timelessness bounded by the dynamic integrity of community, social and
ecological time”, environmental, or community problems. The practice intends
to structure problems by establishing itself on the edge of art. Has Littoral
practice resolved the current lack of common reference for cross-disciplinary
practice by describing as ‘interface’ their relationship in their ‘provision’?

Dialogical Aesthetics

The previously described Littoral Practice is underpinned by the concept of a
Dialogical Aesthetics®* (1998-2003). Established by Kester™, the term defines
criteria for the judgement of an artwork, whose characteristics are non-object
based. Despite Michael Fried announcement - the division in art between
authentic art and ‘theatrical art’, and insisting that ‘Art is under no obligation to
acknowledge the viewer’s presence®’- dialogical art requests the presence of
the audience to exist. The multiple interpretations of the artwork, its formal
immanence and its political coherence with its community change the
traditional relationship between artist-audience-artwork.

Dialogical aesthetic makes different demands on the practitioner than either
conventional gallery or museum approaches. Littoral is a form of practice in
which process and physical product are both rooted by a discursive method. It
is based on the possibility of a dialogical relationship that breaks down the
conventional distinction between artist, artwork and audience, in a similar way
to Ukeles’ personalised approach. It is a relationship that allows the viewer to

6 www littoral.org.uk/background.htm

# Hunter Ian, Kester Grant (spring/summer 2000) Variant Issue 10, Glasgow, p.3 “Dialogical
Aesthetics: a critical Framework for Littoral Art for the conference addressing issues of socially
engaged practice was Critical Sites: Issues in Critical Art Practice and Pedagogy held at the
Institute of Art, Design and Technology, Dun Laoghaire, Co. Dublin, September” 98, organised
by Critical Access and Littoral in Ireland™.

¢ Professor of contemporary art history and theory at San Diego University, C.A. (USA)

% Fried, M. (1967) in Art and Objecthood, by Harrison and Wood, pp822-857
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‘speak back’, to become part of the ‘work’ itself. There is no division possible
between art/non-art, between artist/audience, nor between institution/non-
institution. It is a relationship that responds to a selected audience, which would
not happen without the artist and audience presence. The leitmotiv of this
collaboration remains artistic. Both participant and artist inform the ‘product’
art, create it and connect it to a wider ‘audience’. Dialogue is the tool to

question aesthetic, social assumptions and a new respect for audience in
general.

Quite unique in his profession, Kester acknowledges the lack of common
language for this cross-disciplinary production and the need for common
references, to make obsolete the necessity for these discursive artworks to rely
on traditional forms of diffusion. He confirms that the methodologies of the ‘art
institution’ or art critics cannot make relevant or even identify aspects of this
production to the debate. On the one hand, he clearly states a lack of universal
language, where critics

“lack the analytical tools to understand the work on its own terms and
instead project into a formal pleasure-based methodology that is totally
inappropriate.”

On the other hand, critics organise the methodology of dialogical process-based
work around two irrelevant key elements:

“their concern with the formal appearances of the physical objects (as in
the traditional norm, the object remains carrier of aesthetic significance),
and their judgements which will be produced through the critics’
interaction with the physical object are then authorised by the writer’s
individual, pleasure-based response.”68

Kester (1998) challenges the art institution, widening the remit of art criticism
and theoretical debate by naming two main loci of judgements®:

1. The condition and character of dialogue replaces the ‘ideological, where
artists tendency to identify themselves with a highly individualised concept of
personal autonomy and to transcend by their mastery of universal knowledge.’
2. The concern with the specific effects and impact produced by these dialogues
in a given context by ‘posing the challenge of ‘discursivity’. Institutional and

8 Kester, G. (2003) The world he has lost, Dave Hickey's beauty treatment in Variant issue 18
%ibid
“ibid
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logistical trust for discursive interaction and identification grow out of a
sustained relationship in time and space.’

He then defines the dialogical aesthetic, from five characteristic sine qua non of
this position:

The indeterminacy of the dialogical form of art does not mean that the
different stages of its process cannot be formally determined and analysed. It
allows the process to be detached from the existing social and political context,
and be taken on in a symbolic role. The dialogue is not about expressing
solutions through the physicality of an object but about raising ‘multiple
registers of signification’ and ‘discursive interactions’.

In order to adjust the dialogue between the social context and artistic objective,
meaning has to be placed in empathy between the persons involved and located
“outside” the artist’s or selected audience’s self. The artwork is produced in and
through dialogical exchange. The artist or audience integrating such projects are
willing to sacrifice some sense of autonomy in order to “imaginatively inhabit,
learn and be transformed by another subjects” material condition and
worldview. A negation of the self prevails and is most of all a negation of the
artists tendency in ‘doing good’ for others’ (Kester, 1998).

The nature of the exchange is interdisciplinary. The relationship as ‘interface’
or ‘provision’ is explored and negotiated in the complexity of discursive inter-
relationship forwarded by all.

The interdisciplinary nature of the work generates a multiple register of
meaning, at different times and locations, depending of the person involved in
its dialogue. It is not focused on the physicality of the object nor on the
imaginative capacity of individual viewer. It relies on different registers and
norms of interpretation (economy, historical, social, etc).

The dialogue and its process with the community require a political coherence.
The artist’s identity is tested and transformed by inter-subjectivity experience
rather than being fortified against these experiences. The response expressed by
the viewer/consumer is as much part of the artwork as the artist’s contribution.
Collaborator in dialogue rather than expressive agent, the artist limits his/her
function as co-participant in the formation of specific communities.
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Summary

The role of the linguistic, at the turn of the 1960s, reconfigured the social as a
symbolic order and/or cultural system (Benjamin, 1973), and advanced ‘the
dissolution of man’ and ‘the death of the author’”, However, the danger in
defining this practice within a non-art agenda makes dialogical aesthetic a
means to an end, dominated by promotion, media, communication and
entertainment. The method used by the above example is clearly defined in
term of ‘provision’ but is to be used with caution. In curatorial practice, this
context is well demonstrated in Mary Jane Jacob’s projects in USA”', where the
celebration of the history of slavery through site specific art work ends up as a
new agenda for the development of tourism so the value of the project as art

creates new value for people living in Charleston and is subsumed into the
making of economic profit.

Not all discursive artworks are to the detriment of the poetic and aesthetic of
the art and in favour of economic benefit. There is a clear lack of common
reference for these practices. However, there is no benefit in addressing the
issue (the lack of ‘language’ for process as end product) in terms of an
opposition between art/non-art. Littoral art and its dialogical aesthetics have
clearly demonstrated that such opposition is not relevant and defined their
process as ‘end product’ with a new relationship between ‘artist-artwork-
audience’ and between ‘artist-curator-critic’. This research intends to take the
nature of Kester's new locus of judgment further and identify whether the
relationship process (the provision) determines its own mode of dissemination.
Does the notion of audience really still exist? How can we name this external
contribution? Do artists need to be willing to transform their art into
commodities in order to secure funding?™.

In the 1970s, outside the art institution, practitioners adapted experimental
projects with ordinary people by working in the role of animator/catalyst with
and on behalf of, a section of the public. The Arts Council rapidly appropriated
this role in 1988 in the UK, to develop campaigns for ‘Art as Urban
Renaissance’ and the ‘percent for art’ schemes in architecture and urban design.
This political appropriation interprets the art as functional, ‘to promote
awareness of its substantial contribution to the revitalisation of our inner
Cities’, to develop a ‘cultural enterprise’ by bringing to a deprived area artists

™ Foster, A (1997), p.182
" Kwon, M. (2002), From site to community in new genre public art: the case of “Culture in
Action”, p.100 and in Lucy Lippard (1997) The Lure of the Local, “Places with a past” 1991
2 Wallinger, M. (2000), p.11
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and design teams, to improve town centres, housing :PrOJ ects, or reclamation of
derelict land for the benefit of local community uses’

This discursive spiralling development, initiated in public art practices, was not
followed by gallery critics. Specialised audiences lacked tools for the
interpretation or understanding of these new practices, that relate more to the
participant’s experience rather than visual manifestation. Kester’s recent criteria
for judgement cannot be applied to the work in the same way as traditional
forms (non-dialogical) such as sculpture, installation, and diffusion as
exhibition or publication. Traces in the form of books, critical or theoretical
texts, have so far been the only means for discursive practices to be
acknowledged in a professional art context. Yet, these forms are not relevant. In
re-appropriating discursive practice as a curatorial form and their ‘provision’ as
a mode of diffusion, galleries and institutions have to work with artists to make
sense of works that occur between the gallery world and the wider audience.

As precursors to this, The Situationist (1957-1972) was formed in reaction to
the representation of the art experience in modernity. As a collective avant-
garde it used political action to construct momentary ambiances of life and
addressed changes in society by criticising modes of consumption™. Its actions

used an ensemble of art techniques and changed the conception of an artwork
into a long-term project.

“Our situations will be ephemeral, without a future; passageways, which

are serious. Eternity is the grossest idea a person can conceive of in
connection with his acts”.”

Yet, this cohabitation between experimental art and social realm gradually
turned into tourist sites (Cultural Capital of Europe in Anwtwerp, 1993)
Situationist disruption became reconciled with cultural-political promotion™®’

When Kaprow wrote if the task of the artist had once been to make good art, 1t
was now “to avoid makmg art of any kind”™. No critical framework was in
place to pursue such works™. Although many artists continued to evolve this
initiated process further, in order to be part of contemporary polemic and

™ Selwood, S. (1995), pp.36-39

™ Harrison-Wood (2000), p.693

™ Debord, G. (1957), p.695 in Harrison-Wood
™ Foster, A. (1997), p.198

T Kaprow, A. (1996), p.XX1

7 On changing criteria in art practice: Success and Failure when art changes (Allan Kaprow in
Suzanne Lacy, 1996, pp152-158)

AWAY FROM END PRODUCT OR GENRE: A PROTOCOL AS ARTISTIC LANGUAGE
CHAPTER 2 REVIEW

34



critical debate. Consequently, they had to adapt their practice to an artistic
institutionalised mode of diffusion.

2.1.3 Relational Aesthetic
Nicolas Bourriaud (France)

Since the 1970’s process-based artistic practices have evolved in France
without critical support due to a “large deficit in theoretical discourse”
(Bourriaud, 1998). Inspired from community-based practices, Bourriaud, a
contemporary critic and curator of Paris’ Palais de Tokyo, formulated a theory,
Relational Aesthetic (1990-2003). In the same perspective as Hunter’s
‘interface’, Bourriaud articulates an aesthetic based on relationship. Unlike
Hunter, Bourriaud operates within the space of the gallery. His set of criteria,
common to 1990°s practices, evaluates the inter-human aesthetic in artwork
diffused in the context of the gallery.

While “ the Situationist concept substituted the artistic representation by the
experimental creation of the artistic energy within the everyday life™”,
Bourriaud argues that in his substitution, Debord omitted to describe that his
‘situationist theory’ can only be criticised by the production of new modes of
relationship between people (i.e. the art exhibition). The notion of situation is
constructed by a unity of place, time and action, and does not systematically
imply a relational exchange. Debord divided two forms of time in the spectacle
of everyday life: the “exchangeable time” which is bought, connected to a
salary and ruled by a capitalist form of exchange; and “consumable time” of
- holidays. These two modes of exchange are the historic form of production; yet
“exchangeable time” appears in Debord as negative. The artwork is always a
relation with others and constitutes itself in a relationship with the world.
Bourriaud theorises that ‘relational aesthetic’ actualises the situationists with an
amusing annotation: “et le réconcilie autant que cela se peut, avec le monde de
1’art®®. This symbolic comment demonstrates the division, between practices in
the everyday life context and those conducted in the institutionalised context of

the gallery, by the necessity of a common language or artistic codes to refer to
what then can be call an ‘artwork’.

Bourriaud defined discursive practice in term of time and context by identifying
the artwork’s norms of production, norms of physicality — as an endless

™ Bourriaud Nicolas, Esthétique Relationnelle, Presses du Réel, Paris, 1998, p33
% Bourriaud, N. (1998), p.88-89
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immaterial process, resistant to a social formatting - and norms of visibility. It
is “a social relationship between persons communicated by images ',

“Norms of production” are the context of participation and transgression
in which the artwork take place.

Social context has always been present in the arts as an interface between
human society and art. It now moves to the front row in an exploration of
relationships between humans and real world. Relational Aesthetic takes the
sphere of human interactions as its critical platform and intends to palliate the
lack of social context in present day society by creating space where there is no
human interface i.e. automatic counters, no neighbourhood relationship or no
natural meeting place in the city. Contemporary artwork is not a space to
explore but a time scale to experience an unlimited discussion (example Rikrit
Tiravanija’s work on spaces to read, eat and work within the gallery space).
Similar to Ukeles personalised interpretation, or Littoral’s Dialogical Aesthetic,
the process of the artwork triggers the participation of the social context. The

context is at the same time stimulated and becomes the driving force of the
practice.

Relational practices are both the results and product of human relationships.
They make no division between gesture and forms, objects and institutions,

agenda and artworks and therefore present process works in the form of objects
in traditional exhibition form.

“What did we buy when we have a work of Tiravanija or Douglas
Gordon, other than a relationship to the world (concretised) by an object,
that determine itself in the relationship that we have with this
relationship: a relation to a relation?”®

Despite proposing moments that produce sociability, Bourriaud believes that
artworks rely on the visual system of the gallery, on engineered inter-
subjectivity, and on the collective intelligence of the artistic production’s
network. The public becomes the sole interlocutor in the process of artistic
production and diffusion. The meaning of the artwork becomes real only in the
moment of the exhibition.

8! Nicolas-Le Strat, P. (2000), p.12, ‘un rapport social entre des personnes, médiatisée par des
images.’
# ibid, p.50
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“Norms of physicality” give form to the artwork through the artist’s
availability, connections and rendezvous
Bourriaud believes that current artists such as Felix Gonzalez-Torres or
Tiravanija put themselves at the disposal of the public, or to the artistic
infrastructure. This is a reaction to the controversial use of interpretation of
artworks carried out by galleries or institutions during the 1980°s. For example,
Bourriaud explains that to avoid ‘add-on’, new artists such as Tirivanija have
included a form of mediation by the use of convivial event - festive,
participative as the physicality of their work. The artwork is placed in the
moment of the experience, in front, or within the temporary community that it
produces. But it will then exist as artwork through its traces presented in the
gallery system challenging the codes and aesthetic of representations. In
opposition to the notion of community developed in the 1960’s in public art,
Bourriaud’s definition of relational practices produce political forms by
becoming mostly present within the gallery space. These forms of practice
present a toned down social critique yet “it would be absurd to judge the social
and political content of a relational artwork by taking away the aesthetic
values®”. Bourriaud pursues by saying that the content of these activities have
to be judged by the forms they take in the gallery and by the reference they
make to the artistic field, art history and finally to their political context they

refer to. It is not a “social art” or sociology, but a formal construction of time-
space.

“Norms of visibility” are the forms of diffusion with no social Impact

Bourriaud wrote about this “social interstice” and “historic opportunity” -the
artwork- :

“can be grasped in just a few words: learning to inhabit the world better,
instead of trying to construct it in accordance with a preconceived idea of
historical evolution”.

In artistic terms, the aim of the artwork is “no longer to form imagery or
utopian realities, on whatever scale®”. The art practice is not about enlarging
the limits of the art but to challenge the limit within the social space and in
reference to artistic and aesthetic concerns. The artwork is built within an

eclectic culture where the art resists the steamroller of the ‘Society of
Spectacle’®,

® ibid, p.86
# Nicolas Bourriaud (1998) Relational Esthetics, (Part Two), p42, Documents sur I’art, Press du
Réel, Dijon
8 Le probléme n’est plus d’élargir les limites de I'art, mais d’éprouver les capacitiés de

résistances de Uart a lintérieur du champ social global. (...) Hier, Uinsistance mise sur les
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2.1.4 Discursive Practice: Critique of its Political Implications
Paul Ardenne (France)

I will conclude this review of the different terms used in visual art that are
relevant to the activity of ‘provision’ by looking at the political implications of
discursive practices in the public realm. Paul Ardenne (1999) explores
discursive aesthetic, based on immaterialism and relational process with the
social context. He engages in the non-finite nature of this production, where the
artwork resides in the action and looking at its political engagement in the city
and its subsequent responsibilities. The essential condition, to the success of
these practlces , is an art of political exchange (as transaction and negotiation)
of a ‘social process of interaction’ that can also be defined as embedding itself
inside production, as management of social relationship and partnership.

Like Kaprow, Ardenne wishes to distinguish art practice from the art market
and present discursive practices as having already inte%rated the “real
economy”, the barter economy, or even an “Economics Art ™ before its full
understanding by the art market. This aesthetic is confronted with the notion of
commercial production in its process and in its entrepreneurial development.
Despite this total separation from the art market, Ardenne still describes
discursive practice as a natural continuation of its predecessors, like Marcel
Duchamp (Le readymade, le Chéque Tzanck), Yves Klein (sessions of
Sensibility zone of immaterial picturality), and Andy Warhol (The Factory), or
even collectively the Artists Placement Group (APG) ®. Discursive practices
are led by their contextual necessity to obsessive communication, including
artistic communication and mediation on possible social impact. This obsession
is formed by a desire for maximum relevance with the context rather than
integrating the artistic practice to this later ¥

relations internes au mondes de 'art, & Uinterieur d’une culture moderniste privilégiant le
‘nouveau’ et appelant & la subversion par le language; aujourd’hui, I'accent posé sur les
relations externes dans le cadre d’une culture éclectique o I'oeuvre d’art fait résistance face
au laminoir de la ‘Société du Spectacle®’ .(Bourriaud, 1998, p.31)"

% Guattari, F. (1989) Les Trois Ecologies, Galilé. in Pascal Nicolas-Le Strat (2000) p68 - 'la
racine eco est entendue ici dans son acceptation grecque originaire: oikos, c’est a dire: maison,
bien domestique, habitat, milieu naturel.” — ‘the root eco is understood here in its Greek origin:
oikos, meaning: home, domestic belonging, habitat, natural setting.’ Translation: S. Bourne

8 Art Press Special (2001) Ecosystémes du monde de I’art, p.6 — Economics Arts have as object
the real economy and by extension a nature politic (economic, is the politic of the economy),
p-103

% ibid, p.109 and on APG, John A. Walker, ‘Artist Placement Group: 1966-1989°, in John
Latham (1995), p.93

¥ Ardenne, P. (2000), p.151, ‘Comme si les artistes positionnés en périphérie, au lieu de
travailler dans leur coin, se proposaient dorénavant une mission d’ordre esthético-symbolique

de nature traditionnelle de grande envergure.’ - *As if peripheral artists, instead of working in
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Artists today are ‘ferrymen’, recycling images (real or fictional) from ‘reality’
e.g. Simon Starling, in 1997, transformed Charles Eame’s aluminium chair
armature into a Marin Sausalito bicycle and vice versa. Discursive practices
reduce distances between the concepts ‘art and life’, ‘practices and
consumption’, ‘creation and apparatus’”. Bourriaud affirms that the artist’s
activities have not changed but the place of art has moved.” In opposition to
relational aesthetic that is solely disseminated by the gallery, discursive
aesthetic is limited to local context from which the work is inspired. The
‘provision’ of a local specific artwork cannot reach universal impact and the
artist has responsibilities toward this context.

‘Art and life’: a possible means of modifying a rhythm or way of life
Aesthetic related to the city can no longer remain in the traditional gallery or
institutionalised context. Artists have returned to the ‘polis’ (city) of the Greek
city by denouncing collective tensions rather than serving them (e.g. Krysztof
Wodiczko, Homeless Vehicle (1988), Alien Staff (1992)).

“These artists ‘politic’ have no personal vision, or historical project, have
learned from their predecessors, the risqué of misinterpretation or

plagiarism by the public realm”™.”

Discursive, relational or dialogical practices differ from the sixties performer’s
direct action (Maintenance Art (1969)) in their integration to the living context.
In discursive ‘provision’, individual artists act in the collective context, without
the illusion of rebuilding the world or providing a truth. They search conflict
with productivity, by organising the materiality of a truth in collaboration with
the “politic™”,

“This practice has business with the City, its functions, its collective
being, this time in its perspective: no longer ‘walking in front of (as a
command) but sure ‘walking with>.”

their corner, propose themselves to an aesthetico-symbolic mission of traditional nature in a
large scale’ translation: S. Boume

% ibid, p.11-12

! Bourriaud, N. (1998), p.37

% Ardenne, P. (1999), P.266, and in Paul Ardenne (1999), p.9, ‘In relation to the “polis”, public
organisation as opaque to the uses taking place in the social context and in its systems
(including the one of the art in particular), but even more the question of legitimacy, of
domination and of activist logic of it competition.’

% Ardenne, P. (1999), p.48

* Text from the Catalogue of the exhibition Micropolitic (February-April 2000) at Centre

National d’Art Contemporain “Le Magasin™ Genoble (curators, Paul Ardenne, Christine Macel)
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In this experimenting collective context, the “phases” and “adaptation” of the
viewer’s integration do not represent or symbolise his presence in the world.
The spectator’s participation is an investment in the collective action, as citizen
and political “being”. He/she inspires different readings at different times, and
catalyses attention on the ‘situations’. This modifies the relationship
audience-artwork. Instead of distributing meaning, the artist installs a
contribution (a provision) in the polis, a mechanism to be at the disposal of
others that also constitute the work.

This mechanism involves an engagement by the artist, in a protocol respecting
civility with the preoccupation of ethical exchange. In orchestrating the
‘provision’, the artist has to demonstrate his/her ability to manage a real
situation and to transform this situation into artistic form. In taking the role of
administrator and curator, the artist becomes the instigator of the process
without necessarily knowing its outcome. In this context, art is not resistant to
social request. However, the ‘quality’ of the work is ‘determined by its

transgression to society’s rules, and power apparatus’. The artwork adjusts to
initial social demand®.

Despite these last thirty years of diligence’, art practices are still very

superficial in the social field. The democratic method of discursive practices

does not free art but rather inserts it into its own logic and norms, as in

economic concurrences’". The art politic, as a provision in the City’s functions,

is wiped out, taken over by the politics of the art. It is down to the discursive

practice to stand against the proposed system of gallery practices and to react
against the appealing politics of the City.

‘Practices and consumption’: a provision responsible in the city

Fact of life: an artist is an individual connecting to a political regime and is a
citizen in a democratic structure as a “social artisan™”. Without calling for
judgement, Ardenne names artist as ‘political individual’, largely represented

Some of the Artists: Sylvie Brocher, Andre Cadee, Dan Peterman, Simon Starling, Jacque de la
Villeglé, etc. ‘ce qui a commerce avec la Cité, son fonctionnement, son étre collectif, dans cette
perspective cette fois: non plus “ marcher devant” (comme commandement) mais bien
“marcher avec.” Translation: S. Bourne.

% Ardenne, P. (2002), p.179-80

% ibid, p.189-193

% Jean Jacques Gleizal (1994) L’art et le politique Paris, PUF

% Ardenne, P. (2000), pp.102,118-119

% ‘social artisan': Ardenne, P. (1999), p.22-25, A secular or civic catechism added to the
rituals and complementary to its practice.’
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by their being in the collective and the celebration of his/her specific aesthetic,
using his/her art as instrument of a civic language.

Discursive artwork is socially implicated, with no single author, highlighting a
raw reality. It is not about affirming artistic status but about questioning the
artists’ responsibilities with regards to contemporary audience’s expectations.
The artwork has no autonomy and does not lie on walls. It relies in its
relationship with the spectator who orchestrates its reality. As with Bourriaud,
objects are present but used as tools in the experience of the artistic situation'®.
Not without consequence, the creative act helps in the collective life of the
democracy, but tends not to have direct practical implications. Artists’
associations with NGO’s (Non Governmental Organisations), and also Trade
Unions (Mierle Laderman Ukeles or Guerrilla Girls’s action against the artistic
institution), are a reflection of a raw reality. They constitute in their own way a

political party (conviction, action, quantifiable result) and refer to art as
activism.

Haacke’s'"" position is that art cannot be detached from its social structure to
which it contributes. The boundaries are very delicate and require the artist to
develop a great awareness of such responsibilities. Yet Ardenne’s definition of

discursive practice is dominated by artist’s role and responsibility as a political
individual.

‘Creation and apparatus’: a real provision or a plagiarism

The practices previously described as ‘provision’ stands back from the
manufacturing process and proposes an alternative representation of what is
real'”. The question remains, ‘how is this reality told when the artwork’s is

- substituted by spectators’ action? How is its still affiliated to an artistic
representation?'”

10 Ardenne, P. (1999), pp.53-54, 100-109, Rirkrit Tiravanija proposed kitchen, musical
instruments, books in an environment to the use of the viewer, Pierre Huygue proposes a pirate
TV set for local use and diffusion.

10! Hans Haacke (1998) Artfairismes, Paris, Centre d’Art de Culure George Pompidou. “Haacke
en vient a minimiser la porte des recherches formelles, ceci dans la mesure ois la forme qu’un
tel choix artistique consacre n’est ici qu’un discours politique sous une aqutre forme.”

12 Ardenne, P. (1999), p.59

"%Bourriaud, N. (1998), p.21, “The form of contemporary artwork exit its material form, it is a
connecting element, a principle of dynamic agglutination (...) By observing contemporary
artistic practices, more ‘form’ should be say as more ‘formation’: in opposition to a closed
object over itself by the intervention of style or signature, actual art shows that it is only form in
the encounter...” Translation: S. Bourne
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Artists explore their capacity by implementing var1ety of processes of
fabrication and diffusion of their work within the reahty . Twenty years after
Andy Warhol, the artists’ “entrepreneurial” process is barely visible in the art
market! Pierre Huyghe (1995) has explored the possibility of a pirate mobile
local television, which involves local users creating their own programme. The
participants are at the same time actors, producers and viewers of the television
program broadcast on a local scale. By avoiding commercial constraints, he
allows the citizen to take control over the representation of his reality'®,

A discursive practice searches in the city for a “real” situation as an aesthetic
experience. In classics'®, artists inspired themselves by borrowing, by
questioning their knowledge, by refusing the discourse connected to the control
of knowledge and the hierarchical relationship with the viewer. In Ardenne’s
discursive context, the artist de-modulates everybody’s behaviour and poses
democratic conditions. The reference and mode of visibility of discursive
practice is not about producing discourse on artistic theory but to provide a
political dimension, a dynamic interaction of a ‘provision’.

As in Kester and Bourriaud, Ardenne presents the artwork as ‘social interstice’

that never leaves the world, but always remains connected'”’, but yet is
disconnected from functions in the city due to its lack of opportunity in
connecting with the culture of ‘result’. Art engages itself but remains a mirror
image of this context. The lack of shared reference has transformed discursive
practices into marketing models that sell. Whether spectacular or addressing
social issues, the lack of vocabulary to address result or concrete achlevement
of this ‘provision’ are not the signs that these practices are powerless'®, nor do
they have impact in their context. New norms of judgment (Kester) have to be

“applied to communicate the real nature of this practice.

2.1.5 Summary on the notion of ‘provision’ in visual art

Vernacular (the practice, 1999-2006) set out to develop an approach to process
based practice in public art and associate it to the idea of ‘provision.” By
looking at selected examples of works and related critical frameworks, it
quickly became obvious that numerous discussions have been developed since

194 Ardenne, P. (1999), p.69

195 ibid, p.84-85

1% Cabines de bain, 1996, Maurizio Cattelan duplicates Paul-Armand Gette and John
Armleder’s installation that he presents next to the originals

197 Ardenne, P. (2002), p.60

1% Ardenne, P. (1999), p.114-115
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the sixties, and outside the institution. In the above examples, I can clearly
identify that this debate has become more public by institutional attempts to
integrate the change (Le Palais de Tokyo, University and funding structures).
However, each example presented is involved at a different economic level
without creating a common language between aesthetic and social concerns.
Mierle Laderman Ukeles or Ian Hunter have greater involvements in the social
realm than relational aesthetic practices, and continue to exist through this
relationship. These works define a more direct change in the relationship
audience-artwork-artist and artist-critic-curator, and present a shift in the
definition of the author. In opposition Relational Aesthetics attempts to reframe
‘outdoor’ practices into the gallery’s codes and system.

As a result of the 19™ and 20" centuries’ legacy of visual art practices, each
example remains dependent on peers to exist as an artistic form of art. The re-
location of discursive practices does not help in the general lack of
understanding of its cross-disciplinary nature and discursive forms. Do
discursive practices have to fit into norms of references of visual practices'® in
order to be diffused? Can they be valued by their political affirmation and still
preserve their creativity from consensual and commercial production''®? Can
the artist‘s conformity to the institutional power ever be emancipated'''?

Emerging in the 1960s, expanded in the 1980s to reach critical mass and
becoming institutionalised in the 1990s (Bourriaud, 1998), discursive practices
are still evolving without being understood. Sometimes, practices have an
opportunistic reputation for working and using social or political subjects e.g.
mad cow disease or unemployment, etc. At other times, artistic institutions
attempted to integrate discursive artworks into exhibiting contexts using their
by-product (Bourriaud/Sans, Palais de Tokyo, Paris). Although, they initiate a
critical model for evaluating practices within their exhibition site, le Palais de
Tokyo exhibits objects and traces of these relational processes, returning these
practices to object based ones. Simultaneously to these practices, local
governments are becoming increasingly interested in the use of social-specific
work as an economic tool for development, social outreach and tourism. In a

1% Mierle Laderman Ukeles had to integrate into the gallery system to reach the art context and
J Building/Underwood intend to ‘write a book that becomes a best seller. We want to receive
Cannes’ Palme d’Or for their video, We want to exhibit this project at the Getty in Los Angeles
and at the Guggenheim in Bilbao. Otherwise, we want to organise private slides projections at
society’s cocktails mainly for Deutch and Japanese Banks.” In Anne Langlois (2002) De(s)
Reglements, p.48, translation: S. Bourne

% Peleuze, Pourparler et Qu'est-ce que la philosophy? In Phillipe Mengue (1999) Art
Contemporain et Pluralisme: Nouvelles Perspectives. Artifices, L’Harmattan, p62

" Ardenne, P. (2000), p.96
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context of privatisation this evolution is assumed necessary, even natural''%,
This eradicates future possibility for official non-commercial discursive
practice in public commission.

Should art reflect the public place and be conceived for an artistically trained
audience? Or has art become a feature of everyday life? This similar paradox
appears also in design and sustainable production where discursive practices
evolved in the gap between the creative process and the necessity of production.

2.2

The Notion of ‘Provision’ in Other Professionals Production:
Convergences of Social and Process Based Works

Discursive practices are creating a tension in the art market by considering the
creative process as the art product. The process and end product constitute a
unique ‘product’: the artwork. Yet at the same time, this artwork is formed by
other professionals’ contributions that do not necessarily provide an expected or
required artistic outcome. This tension has directed my attention towards other

relevant professions in how they evaluate and communicate a discursive
product.

The tertiary sector and twelve identified characteristics of the act of the
‘provision’ initially inspired my methodology and established Vernacular (the
practice, 1999-2006) as a protocol.

| 2.2.1 A Shift of Culture: Product as ‘Provision’ Rather than
‘Manufacturing’ '

In order to understand the notion of social and discursive process as both a
method and product in a practice, I need to relate the visual art practices to other
professional practices that entertain a similar relationship with society as a
whole. This section seeks to mirror an evolving attitude in society’s relationship
with acts of consumption and ‘cultural’ activity. In an area of design (product
design and design in the service industry), the practice consists of transforming
the process of designing and its sustainability into a valuable product rather than
reducing it into the production of ‘object’. The social context of production is
evolving into an immateriality (i.e. new technologies and services) and has

12 Foster, A. (1997), p.198
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implications for the traditional notion of production and its dissemination (i.e.
heavy industries). With Manzini (2001) and Nelson and Stolterman (2000) a
product will be redefined by exploring the productive potential of the ‘becoming
of the forms’ rather than on the forms themselves (i.e. in the car industry a
service is specialised on how a car will deteriorate and what form of maintenance
it will need in ten year time or more). Corsani, Lazzarato, Negri (1996) and later
Nicolas-Le Strat (1998-2000) will make parallels between the design industry
(fashion, house design, applied arts etc) and visual arts by undertaking to define
the non-material activities of these productions. In particular the

multidisciplinary partnership of these creative processes which dominated the
production of these works.

2.2.2 Manufacturing of ‘Results’ Rather than Products
Ezio Manzini (Italy)

Manzini defines the current and future challenge of our society as to “learn to
live better, consuming far less of our environment resources and that we need to
regenerate our physical and social environment'*”. Our planet’s habits in
producing, its multiplied numbers of individuals and therefore consumers and
producers, should invite us to change our current modes of product/
consumption into complex materialised services. A commercial activity is
simply identified from the equation relating ‘its efficiency or non-efficiency’-
role to its context. Manzini continues with the notion that this transformation
will become the result of positive and individual choice.

This change has to come from a drastic transition in people’s attitudes.
- Consumption would not need to stop but to transform itself. First it is a matter
of ‘inventing new behaviour’, a type of relationship and vision of the world that
differs from the present one. Second, it is the need to ‘redefine’ the concept of
product, production and consumption. Manzini establishes the notion of ‘well
being''’, previously associated with the democratisation of access to
materialised complex services in the form of products (a laundry service
transformed into washing-machine, or a service of playing music into a radio or
a record player). This old definition should now become obsolete as Manzini’s
‘well being’ and quality of life is now related to quantity and quality of service -
and experience to which it is possible to have access. The practice of service
moves from ‘consumption to experience’, from ‘possession to access’ (access
to knowledge with the internet rather than the possession of book), and from
‘material product to the intangible’. We are witnessing the birth of an economy

"3 Manzini, E. (2001) p76
114 Manzini, E. (1998), p43
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based on information, which is related to Manzini’s requirement for
environmental sustainability. The change is accompanied by diffusion of
information, communication technology, and a sustainable society. The new
environment is hybrid in physical and virtual terms''>,

Manzini suggests shifting toward an economy based on services, experience
and knowledge, rather than production in terms of physical product. The change
is materialised in a component of a new ‘product to service’. As design
companies’main product strategy is the manufacture of ‘results’ rather than
‘product’, this ‘product service’ needs mobility in terms of a system,
interdisciplinarity in research and development, service and alliance with users
(more active and participative) and new technologies of production and
distribution. The novelty of the ‘product’ is redefined and marketed under
‘dematerialised’ new products that Manzini divides in four categories:
1. information-product (culture, instruction, entertainment)
2. result-product (measure in term of absence of other product i.e.
3. comfort expressed by temperature and lighting; or
prevention rather than medicine)
4. community-product (product conceived for community uses, i.e. car
sharing, washing centre)
5. duration-product (relations between manufacturer and uses, i.e.
assistance after sale, collection, delivery, recycling, etc).

‘Dematerialised products’ are still the result of production but of a process of
dematerialisation of the current system of production and consumption as
opposed to visual art production. Manzini does not conceive these products as
immaterial. Information itself requires support, which cannot be immaterial
* (paper, ink, transport, etc)''6.

2.2.3 The Nature of the ‘Service Relationship’
Nelson (USA) and Stolterman (Sweden)

The design process is a “complexity of potential design relationship and roles
and how these relationship are formed in the process of contracting''™.
Similarly, a ‘service relationship’ is a relational system embedding dimensions
of responsibility, accountability and intention. It is a “basis ‘cause’ of design, to
create the challenge of designing something desired but not yet fully formed in

'S Manzini, E. (2001), p76-78
"¢ Manzini, E. (1999), p.49-57
' Harold Nelson (USA) and Erik Stolterman (Sweden), (2000), pp.23-34
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the imagination of the client or other being served”. Both processes are
extremely close in their method.

The designer makes meanings in the relationship through communication with
the clients. They find a common ground through dialogue to discern their
mutual intention, by designing in a manner of empathy, proactively, and
without an intentional fully-formed outcome. The designer builds on client
intentions, listens and helps people to express and surpass their preconceived
ideas. He will then concretely conceptualise, with knowledge and imagination
to fully represent the client’s authentic self-interest. The designer is in a
situation of ‘serving others’. Everyone involved is brought along at the same
pace in the same place and does not depend on selling outcomes as much as it
does communicating progress. The interrelationship is developed among
individuals, including stakeholders, decision-makers, producers or makers, end
users, customers, and surrogate clients. Finally, the designer has to prove
his/her ability to form intentional service contracts, based on knowledge of
possible relationships in particular design situations and on willingness for
empathy and conspiracy.

To present fully the ‘service relationship’ product in design, I explore further
the concept of ‘service on behalf of the other’ proposed by Nelson and
Stolterman. The ‘service relationship’ does not act as an expert or a facilitator
on behalf of someone else’s needs. It is not about servitude but about treating
the other as an equal in the process of persuading or identifying people and
their call for needs or desires. Due to its equal-to-equal nature, a ‘service
relationship’ does not exclude the designer or other self-expression. It is not
defined by a producer-consumer relationship but yet it is also not about helping
people, as it creates a unilateral relationship.

This ‘service relationship’, described by Nelson and Stolterman, is a social
“process as an end in itself and the type of knowledge that evokes the right
outcome for the right people, at the right time, in the right place, for the right
reasons, in the right measure”. It makes parallels with an audience specific
artistic discursive process such as Vernacular (the practice, 1999-2006), where
the process is a product in itself. This method, and production in both sectors, is
a matter of character and intellect that requires a synthetic apprehension of
situations. The participants need the ability to recognised or imposed relational
patterns, which form the basis of the process. These competences for both
‘service relationship’ and artistic discursive practice are technical, social

(notitia, empathy, leadership and championship) and about communication
skills.
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2.24 ‘Le Travail Immatériel’
Negri, Lazzarato and Corsani (France)

In the necessary cultural changes to our patterns and values of consumption
explored by Manzini, new forms of experience as products are lead by new
technology and a re-evaluation of creative skills as economic potential.
Discursive production is a vision of what might be but remains largely
unexplored. In our post-industrial society, sociological research on the
mutations of industrial systems and on the modification of production process
indicates a transformation of the notion of production.

In the tertiary sector, discursive practices are already named ‘le travail
immatériel’ (Corsani, Lazzarato, Negri) and relate to taste (e.g. fashion),
intellectual operation (e.g. production of computer programmes), ways of
seeing (e.g. graphic design), ways of living (e.g. urbanism), ways of thinking
and in the understanding of our environment (e.g. journalism)’®, This
production modifies the separate nature and the conception of what was usually
called the workforce and the production process. In a discursive situation, the
workforce focuses the process. ‘Relational product’- or ‘service relationship’-,
defined by Nelson and Stolterman, creates the demand (sell in order to produce)
by raising each time a creative accountability, between consumer and producer,
in each transaction (process) and in each territory (infrastructure). There is no
production to sell but a sale to produce. ‘Relational product’ is not anymore a
linear representation of production but an anticipation of the sale. Innovating, in
the relationship between production and consumption, it reveals a capacity to
create a product for a consumer and, vice versa, a consumer for a product. The
value of this production is about measuring ‘intelligent’ input and productive
" partnerships, rather than the usual individual material input working in a line of
production. However, if the ‘product’ is defined by the consumer’s
intervention, it is more and more difficult to name the service norms of
production and measures of productivity.

This section exposes three mutations from traditional production and presents
‘immaterial work’ as a new entrepreneurial development that exercises the
individual’s subjectivity''®, mobility and manages information. ‘Immaterial
work’ supplies an opportunity, which serves to simultaneously raise
discussion and an end result. This ‘relational product’ becomes the end product
itself. It gathers existing industrial elements and relies on conviviality and
proximity to create. These partnership networks are identified as fundamental to
television, publicity, fashion and photography industries.

'8 Moulier-Boutang, Corsani, Negri and Lazzarato (1996), p.24
1% Gadrey, J. (2002), p.160 and Lazzarato (1996), p. 234
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1. It establishes a convivial base (a social process) as it functions as an
‘interface’ between production and consumers, by integrating in the production
process the action of ‘consumption’ as creative moments in the social network

of the enterprise. Production is a human relationship that itself is part of the
process.

2. The singularity of this production lies in both its individuality (the judgement
of an individual) and collective nature (the territory or necessary network
allowing the individual to produce).

3. It relies on the linguistic — communication. The mediation process is the
essence of discursive practice and realises itself in an inter-subjectivity. The
worker integrates in the creation of the work ‘subjective arrangement’ that
consists of the process of negotiating, transacting and interacting. These
multiple interactions are process and the process is economic production.

The product, in its immaterial process, defines the buyer on the market, and
raises this client’s expectations. This economic production relies on the
cooperative inventiveness and capacity of controlling flux of communication in
the social relationship with the client. This example of Usinor:

“We are not producing tonnes of steel anymore. We are producing client
solution (...) working uphill with the client in order to identify potential
problems'?.’

The mutual exchange in the relationship of the ‘relational product’ brings
“forward the role played by the consumer. The more the product is characterised
as immaterial product, the further the industrial model moves towards the
development of the relationship production/consumption. However, ‘the
economic value of service still has to conquer its social legitimacy, even if
already present in social practice and today’s aspirations®’?’.

This Ph.D. research excludes potential or existing economic impacts that could
be created by discursive activities, e.g. tourism, craftsmanship. The work
toward definition in terms of relational norms and impacts undertaken by the

12 Zarifian (2002), p.9, ‘Nous ne produisons plus des tonnes d’acier. Nous produisons des
solutions-clients (...) Travailler en amont avec les clients de fagon & identifier de potentials
problémes.’

21 Gadrey, J. (2002), p.154, ‘La valeur de service doit encore conquérir socialement sa
légitimité, méme si elle est déja présente dans les pratiques sociales et les aspirations
d’aujourd’hui’
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‘travail immaterial’ (Corsani, Negri, Lazzarato), has raised the idea that an art
practice (discursive practice) can be ‘evaluated’ and identified under these same
characteristics. Further more, in 1980 and adopted by the general Conference at
its twenty-first session, UNESCO recommended that the “Member States
should promote and protect the status of artist by considering artistic activity,
including innovation and research, as a service to the community.™?, Despite
the openness of the term, the act of ‘service’ is often connected with economic
outcome. The situation of artistic discursive practice is in conflict with
commercial output as direct objective.

However, outside this economic issue, a debate evolved gradually on the
method use to ‘artistically’ approach the community and the nature of its
contribution. On the one hand, this artistic collaboration places the audience as
a co-creator in creative expression and meaning. And in another, the general
opinion often found it difficult to accept that an artist can appropriate an
artwork produced in collaboration with a public in situation of co-creators'”.

The characteristics of discursive practices rely on individual and subjective
perspectives.

2.2.5 ‘Social Process of Interaction’ in Negotiation, Transaction, and
Interaction: New Characteristics of a Product
Pascal Nicolas-Le Strat (France)

Nicolas-Le Strat proposes artistic discursive practice as ‘social process of
interaction’ connecting it this way to the tertiary ‘relation to service’. He poses
the artistic production, as a contribution to a new ‘provision’ that could
" potentially lead artist to becoming subsumed as just another creative industry,
instrumental to creating economic product. In that way, artists’ practices may
cease to exist as art and gain an industrial economic status. If art production
converts itself to inter-subjectivity and inter-relational paradigm, the artwork
and its content relies on its relationship with social actors’ ways of life and
artistic representational system. Although local process of negotiation and
transaction becomes inherent to the proposition and constitutes the fundamental
part of the artwork'?, artists have to retain an edge through critical discourse.
What is the difference between the relational process in ‘le travail immatériel’
and discursive, dialogical or relational aesthetic? What are the same
characteristics? What makes this relational approach art?

12 Recommendation concerning the Status of Artist — United Nations Educational, Scientific
and Cultural Organisation — Belgrade, 27 October 1980.

12 Nicolas-Le Strat, N. (2000), p.19

' Nicolas-Le Strat, P. (2000), p.22
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The relationship between discursive practice and ‘immaterial work’

In the same way that product design evolves toward contributing to the
sustainability of the world’s resources and a diminution of materialistic
production, visual art has anticipated the world in need for changes and pre-
empted visionary changes in our society of consumption. In harmony with the
social context and artistic networks, discursive art has developed its production
into a more interactive ‘product’ sustained by its artistic network. This form of
capitalistic production is now invading everyday life, breaking barriers that
used to separate and oppose economy, power and knowledge'?, increasing
cultural values of society as a whole. The essence and practical description of
‘provision’ as ‘relation to service’ or ‘service relationship’ are close in their
method, forms and objectives to artistic discursive practice. The characteristics
of the new provision (process of investigation, the role played by the territory,
type of information retrieved and redistributed, the search for impact by the
‘process-product’ onto the relationship installed, etc) are rather similar to the
artistic ‘process-product’ substantiated in discursive production.

Nicolas-Le Strat addresses the creativity of the art as belonging to the register
of “n’importe quoi'?®”. The multiplicity of relational production, such as
materiality, objectivity and uncertainty, forms discursive art'?’. The attention is
not placed on the ‘author-that-creates’ but on the ‘multiplicity of the creativity
produced’. This multiplicity is the strength of discursive practice and defines it
as ‘provision’.

. Empirical research on discursive practice and ‘le travail immatériel’ has raised
awareness on a common proximity between discursive practices and the notion
of services'?®, Nicolas-Le Strat has expanded visual art activity and adapted the
term ‘creative intellectual work’ instead of ‘artistic work’. Such a term is more
appropriate for a creativity that has become diffused by the multiplicity of its
individuals involved, diversity of material, mechanism, technique, ambiances,
situation and interaction with the ‘audience’'?. How far can artistic production
preserve its critical edge in infiltrating this new industry? How does the
‘participant contribution’ to the creative process differ from the notion of
client?

1% Negri, Lazzarato and Corsani (1996), p.83
126 ‘everything and nothing’

77 Nicolas-Le Strat, P, (2000), p.44

12 Nicolas-Le Strat, P, (2000), p.64

12 Nicolas-Le Strat, P. (1998), pp.12-40
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New values and new norms

An artist’s practice only exists by being recognised by peers. Time and place

cannot solely define this activity. Its qualities are:

1. its democratic openness,

2. its own intrinsic multiplicity of activism in making interventions,

3. being an atmosphere, a certain climate,

4. integrating social context into the art process, rehabilitating minority and
popular culture in the visual art cultural context,

5. acknowledging the need to re-qualify its aesthetic norms of the new ‘social
process of interaction’ and production that Kester named ‘locus of
judgement’.

‘Immaterial’ work feeds ‘industrial’ production in activities such as advising,
design, relation to service and communication. These new professions, based on
information’s promotion and diffusion, are at the heart of the service industry’s
new productive work'*, The hybrid characteristics of discursive practice relate
to the multimedia industry and have similarities in their production and
communication. Artistic or not, they both exist through their integration into a
discursive and social context. It is not the effects of the artwork in the territory,
nor the objects made as tools, but the artwork in the becoming that is relevant to
discursive practices. Two new values come out so far. Discursive practices
cannot be exclusively reached through the current forms of diffusion Proposed

by the galleries (Kester) neither through their artistic/aesthetic jargon'",

In what sense does this practice make art?

By integrating the social environment as territory for artistic process, discursive
practice has broken off the concept of ‘artistic product’'*%. Yet some discursive
practice makes art by functioning in a multiplicity and having a nature turned
towards ‘what is to be done'*’(Kester, Ardenne) without excluding reference to
aesthetic or artistic issues. Discursive practice exists through circumstances and
privileges, the establishment of relationships between people as opposed to
object or forms produced, usually immediately integrated by the art market.
Yet, discursive form has already entered the art market from a merchant
perspective but not as art product.

Nicolas-Le Strat questions this evolution of creativity outside the art market,
revealing the possibility that the art practice has evolved towards an
entrepreneurial market. The change of culture into commodity, in capitalist

1 bid, pp.27-28

3 bid, .53

2 ibid. p.56

13 Franck Hopper p218 in Nicolas-Le Strat, 1998, p58.
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society, has converted this artificial mechanism susceptible to control and
resulted in a false consciousness of a ‘market of reality’ by industrial or
political interpretations of discursive practices™, Practicing as an artist has
always meant maintaining a certain independence of mind and not adapting to
the competitive performances required for well being under the established
system, even at the cost of intense personal sacrifice'”. Nicolas-Le Strat
indicated the strength of discursive practices by containing their own discursive
instituting material of production and diffusion.

2.2.6 Summary of design thinking of discursive practices

To bring about environmental benefits, Manzini articulates a new form of
complex service, in which experience is formed in place of consumable
products. Nelson and Stolterman articulate this transformation from product to
individual experience'®®, in the notion of ‘service relationship’ in which the
social process of relationship constructs a ‘product’. The process is here already
identifying itself as a ‘service’ in responding to a commercial ethos. The
changes in design practices by the inclusion of social process and a human
relationship as a form of ‘production’ are, despite their lack of sharable norms
of references with the industry, an attempt to be understood by both the creator
and the industrial sector. The commercial outcome searches for efficiency and
results in the return of income assisting in its recognition. Yet, to Manzini’s
regret the new ‘intangible needs’ are not substituted for the old ‘materials ones’,
but so far are added on.

- Although this research is directed to contemporary multi-disciplinary visual
arts, it is Primarily concerned to acknowledge a.revolution against
modernism'’ in art and in society in general. Inspired by everyday life and the
need to recreate place and time for social interaction (Nelson and Stolterman),
these practices are the result of an evolution from object-based production
towards process as economic valuable product. The obsession for human
interactivity, supported by a discursive aesthetic has led the visual arts to focus
experience as a different form of production from that of object (Nicolas-Le
Strat).

13 Kosuth, J. (1991)

' Gablik, S. (1984)

1% Doctoral Education in Design: Foundations for the future (2000), edited by Durling D. and
Ken Friedman La Cluzas, France

137 Clement Greenberg: modernism is an historical tendency of an art practice working toward
complete self-referential autonomy, to be achieved by scrupulous attention to all that is specific
to that practice: its own tradition and material, its own difference from other art practices.

(P1098, in Victor Burgin, Work and Commentary, London, 1973, in Harrison-Wood)
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2.3 Conclusion

Understanding Discursive Practices: What Questions are Still not
Addressed?

Due to the complex visibility of discursive practice as product, this literature
review addresses a variety of cross-disciplinarily or cross-cultural discourses
around the term ‘provision’. It points to a lack of references or ‘relevant mode
of dissemination’ for such a practice. The current diffusion e.g. gallery
exhibition, catalogue is a form of diffusion adapted to object based practices
and inadequate for discursive form. The review investigates norms, impact and
the nature of cross boundary discursive processes outside of the traditional
distinctions of art/non-art, gallery/public art, etc. The purpose of this review is
to identify an artistic dissemination system that lies within the ritual of
engaging with others in ‘triangular relationship’, artist/artwork/audience.
Discursive practices cannot be thought about outside of considering the public
and outside of specialists. On the one hand, the artist needs to rely on others to
articulate his/her creative process, to be identified and recognised as artist. This

‘tends to eject, on a massive scale, non-specialists and engage the
incomprehension of the public towards contemporary art*®. On the other hand,
given the diversity of interest represented in the promotion of the work, it is
perhaps not surprising that public art is not regarded as belonging exclusively to
the domain of the arts'®, Yet it is time to look at discursive method and not
only in its multiple contribution to specialised contexts such as the arts, but also
to areas such as social inclusion, political implications, and so on.

. Entering a new industry (Kester, Corsani, Negri, Lazzarato, Nicolas-Le Strat),
discursive practices have changed artistic methods and impact, and challenged
the institution by taking their work outside the provided structures. They have
given rise to a discrepancy, between practitioner needs and the artwork context,
between the understandings of an art practice in the public realm. The
discrepancy is not directly connected to the type of work installed. It lies in the
perception, in the nature of the artistic production and in the market dominated
by objects. Artist focus now on “provision” instead of “production” and imitate
a transition from manufacture to services where the product exists at the time of
its making. This immaterial work has common boundaries with discursive
works that Lars Bang Larsen'*’ described as an activity that

¥ N. Heinich
133, Selwood
0 1 ars Bang Larsen in ‘Remarks’ on interventive Tendencies, meetings between different
economies in contemporary art (2001) Borgen, p196-201. Lars Bang Larsen is a critic and a
curator who lives and works in Copenhagen. In Toni Negri, Maurrizio Lazzarato, Paolo Virno
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‘forced at least to question the signification of work and workforce as
they are both the result of a synthetic know how. This combines
intellectuals’ capacities, which disappear as cultural and informational
content and a craft agility that connects creativity, technical knowledge
and manual know-how’,

Would this practice benefit from a language that characterised it better or
should it remain visible through the representation of objects in the current
critical market and institution? The Modern Institute in Glasgow is an example
of the changed creative role between curator, critic and artist in a commercial
context, adapting and locating itself where artist’s engagement, ideas and
practice exist.

‘Modern Institute is reactionary to things (...) rather than a system that is
set up, a system that you necessarily create. (...) The whole idea with it is
that people bring their own assumption of what the Modern Institute
» 141,
s,

The comparison demonstrates the capacity of creative practices to make a
product for a consumer and a consumer for a product. Discursive practices have
the capacity to take entrepreneurial decisions, to intervene within social
relationships and to organise social cooperation. What is the impact of this new
production both on the artistic and non-artistic audience? Does the notion of
audience exist? The external contribution needs new denomination and the
diffusion of a work has to address a multiple of specialised audiences. Are
“visual arts moving towards a design method? Do artists really question the
commercial ethos and consumption system? Or is he/she part of it? Despite art
becoming a common feature of the everyday life, Tio Bellido describes artists’
relational protocol more and more specifically as a symbolic product. Their role
is more of an operator or revelatory rather than a provider'*. (This is more fully
explored in Chapter ' 4.)

(1998) Travail immaiériel: activité sociale dans le cadre du postfordisme, 1D Verlag, Berlin,
p46. Translated from German.

' Toby Wesbter (2001) in ‘Remarks’, p.95

2 Tjo Bellido, R. (2000), p.12
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CHAPTER 111
A SEARCH FOR LANGUAGE

3.0
‘Provision’: an Inspiration to Explore a Discursive Visual Art Form

This chapter evolves an understanding of the terms ‘service’, ‘provision’ and
‘protocol’ led by my artistic practice. Every stage of the research influences the
development of the practice. The concept ‘service’ is further refined as ‘provision’
indicating both the action ‘of supplying’ as well as naming a product. As the
understanding of the term deepens and grows, it shifts towards the term ‘protocol’.

The research method critically reviews aspects of the work of Schdn, Dewey,
Matarasso and Kaprow who in different ways articulate the distinctive phases of a
discursive practice in process in the context of the everyday life (section 3.1.2). A
framework is developed from these different articulations that draw out four stages
of the dialogue or protocol.

These four stages are found to be largely compatible with the discussion in the

-tertiary sector of attributes of ‘immaterial work’ drawn from Négri, Corsani and
Lazzarato, Gadrey and Zarifian. They sensitise me to qualities that enhance my
reading of the project Vernacular.

A diagram presents the above comparisons and inspirations. It also establishes the
artistic nature of provision by proposing features and criteria for analysing
Vernacular’s (the practice, 1999-2006) process and relationship to audience/artist.
The term “provision’ is suggested as a characterisation of this practice and the term
‘protocol’ — describing the process of this practice - is proposed.

Addressing a questionnaire to participants involved in both my practice and an
artist’s group working on a one off artwork, Building/Underwood, 1 cross
reference the characteristics of ‘protocol’ defined from my practice and the
literature review, with their work. This questionnaire identifies common ground
for the notion of ‘protocol’ and also differences from my own across three areas:

* The nature and status of the artistic practices

* The defined or assumed characteristics of a ‘Protocol’
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* Ways of evaluating an artistic practice: tcrms and means

This led me to question whether this ‘protocol’ is applicable to all types of
discursive practices.

3.1

Schén, Dewey, Matarasso and Kaprow - a Language For
Processes

In this chapter, the literature review explores the concept of ‘provision’ as an
artistic product and its relationship to artistic practice.

The research within my artistic practice evolves from an intuitive approach to
the necessity of finding the words to clearly articulate my artistic intention and
formulate it in its discursive form rather than relying on by products and
postproduction. Initially, I used characteristics and vocabulary inspired from
key references such as Frangois Matarasso (1997 and 2001) and Allan Kaprow
(1971 to 1974) (section 3.1.2). As the understanding of the vocabulary evolves
together with the literature review of artistic norms and tertiary sector
terminology, a critical approach is progressively raised (section 3.1.3). Finally,
taking the identified features back to the industrial sector, I was able to identify
criteria for evaluation that were appropriate to identify the artwork/relationship
impact on both the audience and artist.

3.1.1 Inspiring context: key terms and definition of ‘provision’

The starting point for the research was to identify links between my intuitive
practice and constraints of the academic research method. As a visual art
practitioner this required great changes not only in the way of thinking about
my practice, but also in the way of implementing it. The practice as a whole
had to distinguish itself from the research content and vice versa. Isolating
aspects in the practice that will constitute the research form was in itself a first
step in the definition of the term ‘provision’ of a visual art practice.

The work carried out by Schon (1979) helped this first step by making explicit
‘how professionals think in action’ and in understanding that actions, intuition
and cumulative experiences of the practitioner, can be transformed into
research tools. In the context of problem-setting in social policy, he identified a
tool for critical reflection by establishing parallels between two processes: the
one of frame restructuring and the one of metaphor.

In the context of a collaborative situation, where two ways of seeing are in
conflict, he presents the metaphor as a process and a new perspective in the use

of language as “seeing” rather than “describing”. The metaphor becomes a
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product in the way of looking at things, an alternative description of reality.
His generative metaphor, in social policy, leads to a ‘sense of the obvious’ and
generates new perception, explanation and invention in a way of expressing an
experience. The participants re-name, re-cast the features and relations of their
experience by generating a metaphor. In the process, participants bring a
different and conflicting way of seeing. They give a story that is their ‘reading’
of the reality. This reading can be explored and reflected upon similarities and
differences that provide a literate criticism.

The method proposed by Schon (1979) connects with the nature of my practice
in similarities in the evaluation and the place taken by the action. His method
aims to examine another attitude as part of the process, which ‘enable us to
recognise description as description rather than as ‘reality’. He examines the
function of ‘immersion in the context of the experience of the phenomena of a
situation’, He finally explores the ‘strategy of representation that enables him
to construct a new category (scheme or model) from the information gathered
from the immersion in the reality of the experience’. His research encouraged
me in my search for seeing and understanding the process of my practice as a
product, in valuing both the personal contribution and ‘interpersonal process’
of the participant and the essential function of the context and immersion in the
creation of an artwork.

I decided to use the metaphor of ‘service’, to locate my intuitive visual art
practice within a more widely shared vocabulary, as the action was indicating a
notion of ‘responding to someone’ or ‘acting towards’ or ‘for someone’. Thus,
the research started by articulating the artwork within an industrial concept of
‘service’, by exploring its connections and characteristics, its relationships and
* actions in practice, by observing where the term did and did not feel adequate
to describe my practice as an artist.

This initial approach using the notion of service created obstacles as a
description of artistic actions. During discussions with peers, the concept raised
immediate negative reactions in opposition to the essence of art itself. The non-
instrumental nature of art along with its tendency to question can with
difficulty be assimilated to the notion of ‘service’. The immediate response was
that it was reductive — reducing art to a functional role such as ‘service’ and its
relationship to the service industry in its means and forms. The notion had to
be refined and tested out further through my intuition. The characteristics of
this industrial notion had to be isolated and clearly articulated outside of a
working context; and then developed into an analytical structure to then be
tested out in relation to an art practice.
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Writers like Dewey (1934) and his concept of reflective thought143 first helped
to direct this research without providing a practical method to understand the
chronology and the narrative of process based art projects. He provided
precedents in the description of art as process and its definition of actions as
experience. He informed the research in providing bridges between the art
world and the industrial concept of ‘service’ by their uses of a de-
contextualised and non-art terminology, to describe the art practitioner’s
practice. He provided an historical context in which a work takes place when a
human being cooperates with a given object/product. The outcome of this
interaction is an experience, the production of an ‘objective result’ e.g. in
tennis playing or singing, there is an art ‘of the moment” in the conduct of these
activities relying on intuition'*. The art as experience is the essence of a
multitude of experience; it is the “fruit of a collective work'**” and provides an
aesthetic, which values the art as process rather than end product. Dewey’s
work has been influenced by his critical visions of the nature of artwork in
local contexts, moving from institutional settings into experience. The
experience is a result reproduced and transformed into interactive participation
and communication. For Dewey, an art of experience is an abstraction created
to gather an audience to which the artist communicates. The experience is most
of all ‘language or many languages’.

3.1.2 Two key positions and concepts as critical reference for an artistic
production within the everyday life - Allan Kaprow and Frangois
Matarasso

The growing interest of artists in social contexts and the implication of their
* practice have raised issues about impact and expectation from both the
contributors (usually named ‘audience’) and the artist involved. Few artists
have searched for tools to identify and analyse the possible aesthetic or creative
impacts of their work on their participants (contributors) and vice versa. The
analysis of my practice, Vernacular (the practice, 1999-2006), in terms of
process (time), relationship with its audience and mode of diffusion provides us
with chronological stages that are key to understanding the artistic process and
its framework of relationships. Although these draw on very different arenas of
work, I found useful articulations of process in the work of Allan Kaprow,
performance artist and Frangois Matarasso (2001), community artist, writer and
cultural policy researcher. In referencing these two very different practitioners
I am not attempting to deal respectively with their whole body of work. I work
with their analyses of process, the synergies between the different stages of
process to construct my own analysis of the creative process in a highly
subjective way.

3 Dewey, J. (1934), How we think, New York and (1934) Art as Experience, G.P.
Putman’s Son, New York
" Dewey, J. (1934), p.24
5 ibid, p.344
AWAY FROM END PRODUCT OR GENRE: A PROTOCOL AS ARTISTIC LANGUAGE
CHAPTER 3 METHOD

59



Building on Dewey’s philosophy, the artist Allan Kaprow’s work (1971-1974)
made no distinction between the ‘outside’ or ‘inside’ of the art world, or art /
non-art division. He had a ritualistic interest in nature and the customs of
everyday life. His performances evolved either in the public realm or in the
institution of art but he refused to name his work art or declare his intention to
make art',

Kaprow was celebrating the ‘uselessness of the art’'”’, by denying its usual
form of dissemination and the gallery promotional system, as for him ‘art was
not art when available to too many people’'*®. The uselessness of art should
still be celebrated in our contemporary context of art’s involvement in the body
politic (see glossary chapter 2). The integration of art practice with everyday
life-like does not exclude it from its challenging qualities, and a clear mode of
communication to share the inspirational and artistic values of such practice is
required.

Kaprow extended his performances from the theatre or the avant-garde scene to
investing the social scenery. His site of aesthetic moved from the privileged
expression of the artist to the common experience of the audience. To help
artists to identified ways of working, he proposed different ways of living real
life. He identified groupings or types that became models for the experimental
art of his generation (1974) -‘root types found in the everyday life, non-art
profession and nature’. His models are very much addressed to happenings and
performing art and the ‘participation performance’ arise through the experience
of doing something. All artworks will not fit these models but it is an attempt
. to link these art experiences with the ‘real world’, rather than the art world. He
presented examples of artists who fitted in these categories or models of work
e.g. Joseph Beuys'®® would relate to the situational model but also to the
operational and learning models.

e SITUATIONAL MODELS, commonplace environments,
occurrences, and customs, often ready made.

e OPERATIONAL MODELS, how things and customs work and
what they do.

* STRUCTURAL MODELS, natural cycles, ecologies, and the form
of things, places, and human affairs.

* SELF-REFERRING OR FEEDBACK MODELS, things or
events that “talk” about or reflect themselves.

1% A. Kaprow in Kelly, J. (1993) The Blurring of Art and Life, p81
7 ibid, Education of the Un-Artist, Part I, p125 and see appendix 1.
4 ibid, Education of the Un-Artist, Part I, p109

8 ibid '

19 ibid
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* LEARNING MODELS, allegories of philosophical inquiry,
sensitivity-training rituals, and educational demonstrations.

These ways of naming or ‘models’ position art within commonplace
environments, everyday activities (sitting, lying, etc.) noting how energy in life
is both channelled and also dissipated. Kaprow felt that the act of performing in
and around everyday experience drew attention to these kinds of experiences in
ways that enable us to reflect and learn. An example of commonplace
environments would be Joseph Kosuth’s performance in which he arranged
three clean-topped tables around the walls of a bare room. Three folding chairs
at each table faced the walls. Fixed to the walls were three numbered placards
in enlarged type containing extracts from scholarly writings on the subject of
models in scientific theory. Placed neatly on the tables before each chair was a
notebook of related texts, open for perusal'® (1972). An example of everyday
activities would be the Yvonne Rainer dance in which a group of men and
woman carried and stacked about a dozen mattresses, variously lying, diving,
and sitting on them'' (1965). An example of patterns of energy would be
Tomas Schmit’s Zyklus (1966) in which the contents of a full Coke bottle were
slowly and carefully poured into an empty one, and vice et versa, until
(because of slight spillage and evaporation) no liquid remained. The process
lasted nearly seven hours.

Kaprow’s own forms of definition for communicating experimental art were a
search for new language to define visual practices: ‘Un-art ourselves, avoid all
aesthetic role, give up all reference to being artist of any kind whatever (...)
forgetting to enter the world of advertising'*>".

These different types of experimental arts from the 1970 did not directly help
in defining the phases of Vernacular’s protocol. Yet, Kaprow’s research on
language to define a process, to name the significance of the other in that
process, to stress the importance of the context in which the whole experience
happens and finally to highlight the tension raised when an artist moves in the
public space were constructive in looking at new way to communicate a live
practice. Kaprow’s language in defining experimental performing art nourishes
the initial phases of the reflective framework to describe my projects.
Nevertheless, his observations about the everyday live are symbolic and differ
to my real discursive interventions in real life.

His work on models for experimental art connected for me with Matarasso’s
timescale for evaluation of the art experience itself, placing evaluation at the
heart of the process and not only a matter for administration or funding

0 ibid, p.133

! ibid, p.134

152 A, Kaprow in Kelly, J. (1993) The Blurring of Art and Life, Education of the Un-Artist,
Part1, p 103
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priorities. Matarasso’s structure (1993) led me to understand the concept of an
envisioning or projective framework, as opposed to reflective framework,
in the description of a project. The description phases of a project were not
taking place after the experience but could be projected as part and during the
creative process. Kaprow’s models gave me a new language to address the art
process, the people involved in this process and the territory concerned.
Matarasso was opening up a structure to frame my creative process that
constitutes both the art product and its dissemination structure.

Francois Matarasso’s works on evaluation (1997), directed to community-
based arts and business partnership, is the first and so far the only attempt at
formulating a specific methodology for evaluating participation in the arts and
its impact on people’s lives. The works carried out by the consultancy and
research organisation Comedia, was ‘to develop a methodology for evaluating
the social impact of arts programmes, and to begin to assess that impact in key
areas’. Frangois Matarasso’s evaluation tools', in the community-based arts
and business partnership, are part of a body of research in the arts related to
personal development, social cohesion, community empowerment, local image
and identity, economic impact. His suggestions do not address aesthetic content
or evaluation of arts’ symbolic meaning but are a means of measuring the
social impact of an artistic venture or its stakeholders’ expectations. His
evaluation model' is divided in five stages:
* INPUTS (planning: agreeing the project purpose),
* OUTPUTS (setting indicators: choosing indicators and
monitors methods),
e EXECUTION, OUTCOMES (assessment: analysing and
assessing),
* QUALITY (analysing and assessing the outputs and outcomes)
* IMPACTS (reporting back to evaluate its process rather than
assessing its outcome and planning forward).

As part of this method, Matarasso clearly identifies the participants including
artists, local participants, businesses, local authorities, arts funders, each one
bringing an expertise at their own level. The recognition of skills and
competence brought by each individual allows for mutual respect. Furthermore
it leads to a mutual understanding and a shared responsibility of the whole
process. Once the artist is gone, the project will benefit from a local ownership
and might evolve towards new horizons — artistic or not. Identifying the
partnership, its benefits and commitments that participants will bring to the
project are the resources towards a common goal and serve the art experience.
Matarasso names this partnership ‘stakeholders’: ‘reflecting the kind of
commitments and benefit which such partnerships in community-based arts

153 Matarasso, F. (2000) Did it make a difference? Arts & Business

' Matarasso, F. (2000) Did it make a difference? Arts & Business, p-p58-61
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activity can offer'>>, These people invest their time and energy by giving their
personal time, by taking up a specific role or by sharing responsibilities. These
partnerships will further be discussed in Chapter 4, showing different types of
contributions and benefits elaborated from each of my projects and providing a
fuller picture of the nature of the role of stakeholder by the end of this thesis.

Matarasso’s evaluative framework inspired me, to deconstruct the projective
framework into a protocol of exchange with the stakeholders. It became a
descriptive tool to deconstruct in advance and in partnership with the
stakeholders of the different projects’ phases (from my practice Vernacular,
1999-2006). Each of Matarasso’s sections gave me a set of key questions that
enable the artist to share its creative process and intuitive experience to a much
larger audience, to underpin the specificity of the artistic intention and
formalise with respect a relationship with the real life of each project.

With this reflective framework and at this stage of the process, I was able to
articulate a strong belief before even knowing the possible outcome. Before
that I could not formalise the link between the artistic creative process as
product, the significance of the artist’s positioning in the public space and its
potential impact on a wide audience and participants.

In both Kaprow and Matarasso, the process, the territory and the audience in
which this relationship takes place are inextricably connected. Through their
works, I could identify different stages of this process, as a way of looking
back and reflecting on past experience as well as a way of nourishing following
stages of the same project.

However, in these new elements I was still to articulate two concerns that were
present in Vernacular’s ‘people specific’ process-based approach:

* The artist has to be considered alongside other participants as a
stakeholder of the experience. The protocol or method of exchange is a
shared process between the artist’s management of a project and the
participants in a project timescale. In Vernacular (the practice, 1999-
2006), the management process and the evaluation framework are
integrated to the creative process, which both constitute part of the
artwork.

* The structure of evaluation I visited so far places emphasis on
evaluating the impact of the outcomes in the long term, which could
only be done with long term monitoring. In the context of Vernacular
(the practice, 1999-2006), such monitoring is practically impossible. It
would be more rewarding to concentrate effort on the output, giving

155 Matarasso, F. (2000) Did it make a difference? Arts & Business, p19.
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consideration to the short-term impact of the process itself and an
adapted form of diffusion.

All the stakeholders (artist and participants) are part of the evaluation
process.

3.1.3 Articulation of features for discursive production inspired from the
tertiary sector by Négri, Corsani Lazzarato and Nicolas-Le Strat

Sociologists and philosophers (Négri, Corsani, Lazzarato) researching the
tertiary sector have developed a vocabulary for describing ‘le travail
immatériel’ —process based production. Nicolas-Le Strat makes the link
between ‘le travail immatériel’ and artistic productlon and presents it as
relating to socxal institutions such as economics forces and politic as a social
enterprise'”’

The following vocabulary and features of ‘immaterial work” establish new
norms of judgement and qualification of this activity based on conviviality and
proximity between people. It acknowledges the existence of artwork within the
framework of the production or of the experience. The four characteristics'*®
(Négri, Corsani, Lazzarato) of the ‘travail immatériel’ are concerned with co-
operation, as they solely exist in the form of network:

Production satisfies a demand by developing a product that is inseparable
“from its act of producmg Thus production has no separatc existence from the
producer himself**’.

Example: in advertising, fashion or television, the work satisfies the
consumer’s demand who himself satisfies the demand. ‘The activity produces
the informative and cultural content of the good and of its cycle of
production’’®’. What Nicolas-Le Strat descnbed ‘the artist without artwork’,
as the activity is the artwork in its becoming'®’

Production is a process of social communication (production of
subjectivities). It is information and communication. It is therefore language'®?
developing itself in networking and flux. It is not about ‘instrumentalising’ this
network but the individuals involved form the network.

1% Nicolas-Le Strat, P. (1998), p.12, p.49, p.30 Nicolas-Le Strat, P. (2000), p63-66

57 ibid, 1998, p.26

18 Négri, Corsani, Lazzarato, (1996) , p.82-83

19 ibid, (1996), p.229

1% < activité produit le contenu informative et culturel de la marchandise et de son cycle de
production’. Translation: s.bourne

' Nicolas-Le Strat, P. (1998), p.53-56

12 Négri, Corsani, Lazzarato, (1996), p.232-23
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Example: The work consists of taste related activities such as fashion;
intellectual competences such as computer programs; ways of seeing, living or
thinking such as journalism and architecture. The source of material for
immaterial work is from which the subjectivity lives and reproduces itself.

Production is an interaction. Highly cooperative, it is an interface or an inter-
relationship between production and consumption. A “relationship as
interactive, cooperative, communicational of the social relation and co-
production as instating, creative and innovative of this relation'®”,

Example: The work is action and the action is the production. It is a
‘production of subjectivities’ such as the television program ‘reality show’.

Production is indistinguishable from the cultural context in which it
occurs'®, The territory in which the work take place is part of the production
and will defined its content. The territory is also the materiality of a production
and therefore an industrial dimension.

Example: fashion or publicity work in an enterprise network that constitute in
itself one large business.

These four characteristics of ‘immaterial work’ were used to examine my art
practice Vernacular (the practice, 1999-2006) in a situation of immersion for
the creation of an artwork. From this, I identified a number of potential features
that were recurrent in my practice. They represent the characteristics of my
own artistic work, inspired from the language used in the tertiary sector.

Peers identify the practitioner’s PROFESSIONAL COMPETENCE from
" implementing past projects, experience, or from written papers, newspaper
reviews, invitations and selection to projects and necessary for recognition.
INDIVIDUAL INTENTION AND ARTISTIC INTERNAL NECESSITY distinguishes this
production from the industrial sector. Therefore awareness of potential
individual assumptions is vital,

The ASSUMPTIONS'® about possible outcome will naturally emerge from all
stakeholders (practitioner and participating audience) involved. It is necessary
to install a communication strategy at the start of a new project, to identify
individual EXPECTATIONS, Consequently, in a relational context, the practice
relies on clear transaction and exchange through various means, modes of
expression and artefacts (graphic design, live art, etc). A great deal of attention
has to be given to SEDUCING or CONVINCING in order to generate, nourish and
attract this relationship and ultimately create the artwork.

1 ibid, (1996), p.203
1% ibid, (1996), p.50-51
18 Tnvolve the act of taking something for granted or something that is taken for granted

(Collins, 1999)
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The ephemeral nature of such production calls for EVIDENCE for its durability
as a representation of the experience. In Vernacular (the practice, 1999-2006),
there is as much evidence as individuals’ interpretation of the experience. This
is the reason why each one of is integrated into the communication strategy at
the start of the project, to a guarantee for its own visibility.

The ECONOMIC BASIS of a practice as ‘provision’ in industry is driven by the
concept of return on investment and justifies establishing those criteria and
characteristics. However, in the context of artistic practice, this concept is not
the driving force. It is one of the criteria that will be left aside in the context of
this research. Looking at an economic basis would mean searching for the
economic implications of discursive visual practices outside the current art
market and their integration into different economics norms.

This process, or protocol relies on the artist’s individual skills in setting it up to
succeed. The process and strategic initiatives in the territory has a
REPEATABLE infrastructure and can be undertaken by anyone else, artist or a
non-art audience. This process is a technique. Like any technique its method
and application are sharable and has NO COPYRIGHT. Yet, its outcome will
always bear the characteristics of its author. The ‘protocol’ is therefore
sharable but its outcome remains an authored product.

TRANSACTION ‘IN PROGRESS’ AS A TECHNIQUE is a feature ‘in progress®'® of
relational product, also named ‘in-finite’, corresponds to a live transaction, a
task as opposed to a manufacture of end products. Without human relationship
~and exchange, the artwork does not take place. The CONTEXT (geographical,
historical, social environment etc) is at the same time content and tools that
allow for formulating and experiencing the artwork (lasting the time of a
conversation, a meeting or during an event). The social process is ‘creativity’
and the protocol used by the artist is the artwork in ‘progress’.

Finally, across professions, the nature of practice ‘in-socius’ raises strongly the
notion of listening and of BEING AT THE DISPOSAL OF SOMEONE else
(attentiveness to individual or group). The individual performing the provision
is placing himself in a ‘state of availability for use by the public’ (Collins
Dictionary, 1999). The notion of disposal is presented in the communication
strategy established at the start of the project.

The language from other professional forms of discursive practice such as
‘service provision’ or ‘immaterial work’ has given me a working vocabulary
based on industrial terms of reference based in production and also positioned
social relationships as a product. It has opened up the possibility of rethinking

1% In its sense of transitory, short-lived in a long timescale (Collins Dictionary, 1999)
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creative production in new terms (timescale, role and place of participant) and
has enlarged the features of service into more focused activity of ‘provision’.

Terms have been identified in the tertiary sector to define the impalpable and
immaterial as a way of understanding artistic production. The above
descriptions indicate the possibility for a creative process to be visible and read
from a totally different perspective than the model transferred from modernist
Fordist production.

These features are further explored and connected to qualities and criteria for
evaluation within discursive practice characteristic with the work by Gadrey
and Zarifian. '

3.1.4 Discussion: An emergent critical approach with Gadrey and Zarifian

The on-going review of the evolving industry of the tertiary sector, parallel to
the implementation of visual art projects, has brought into the research
concerns about the notion of impact and expectation of the audience as
contributor to the artwork. In industry, the practitioner is pro-active in relation
to the current and future clientele, in contradistinction to the artist’s production,
which does not always rely on the audience’s wishes or expectations. In
Vernacular, initially named in 1998 ‘an audience specific practice’, the
audience constitutes the main element in the creative process. However, this
position of the audience’s participation in Vernacular’s projects has never,
.previously to this research, taken an active part in the creative process. Its
nature has evolved and at the same time influenced my practice but whether
Vernacular’s (the practice, 1999-2006) intention was communicated to its
participative audience was never clearly assessed. In order to refine my
immersion method in each context, I needed a tool for the practice to be
defined and analysed. It is important that both the artist’s intention and
audience’s expectation need to find a common ground of exchange in order to
identify possible impact of Vernacular’s (the practice, 1999-2006) actions on
both the audience and the artist’s practice. The analysis will consist of
understanding the changing relationship between artist/artwork/audience. The
element ‘audience’ should actually be re-named, as it now carries two roles
simultaneously: as the inspiring social ‘territory’ and as a physical element and
active contributor to the creative process.

A clear definition, of the characteristics of the ‘provision’, as ‘immaterial
work’ by Négri, Corsani, Lazzarato (1996) in the tertiary sector, gave me the
language to name my role and the nature of the production in my practice. The
model ‘provision’ in the service industry evolves from an object-based to an
action-based production. This new model is characterised by specific qualities.
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‘It gives form to the public/consumer’s taste, needs and imagination by
materialising them into products that become themselves powerful
producers of needs, taste and imagination. Producer of cultural and
artistic norms, from fashion, tastes, standards of consumption: it

~ produces forms of life, of knowledge, ways of seeing, of smelhng, of
living and dressing ourselves, of consuming and thinking. /%

In this professional activity the time spent on a job is not the reference anymore
for the value of its production. Its qualities are directly related to the collective
and intellectual implications of the job. However cooperation is not about a
functional complementarity of the workers. The qualmes are defined (chapter
2, section 2.2.4) by ‘immaterial work such as’
¢ Supplying an opportunity
» Establishing a convivial attitude (in terms of relationship between
consumer and manufacturer)
* Having an awareness of the territory (taking part in the process and
end product)
* Relying on the linguistic (in term of inter-subjectivity and multiple
interactions) to raise a collective imagination
* And finally this ‘subjective arrangements’ are allowed by a
proximity at work between the ‘workers’ (in term of negotiation,
transaction and interaction)
These new norms of judgment for ‘immaterial work’ will be the basis for
listing qualities and criteria to define the value of discursive artistic practice.

. In parallel to these sociological researches, in the industry Gadrey and Zarifian
(2002) attempt to identify evaluative criteria of the ‘travail immatériel’ by
raising four questions:
*  What is the content of the production?
* What is the contribution of the consumer and manufacturer in the
production?
*  What is the role of the manufacturer?
* What are the new criteria for judgement of the production at all
levels for both the manufacturer and the consumer?

Gadrey (2002) establishes criteria of judgement over value and quantity of an
activity product. The criteria listed below are inspired from the six “worlds of
register” (Boltanski and Thévenot'®) justified by action and performances

" ‘Donne forme aux gofits, aux besoins et & 1'imaginaire du public/consommateur en les
matérialisant dans des produits qui a leur tour deviennent des puissants producteurs de besoins,
de gofits, d’imaginaire.

Producteur de normes culturelles et artistiques, de modes, de gofits, de standard de
consommation: il produit des formes de vie, A savoir, des fagons de voir, de sentir, d'habiter et
de s’habiller, de consommer et de penser.’ (translation s.bourne) Corsani, Lazzarato and Negri
(1996), p152

'8 Gadrey (2002), p.80
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consisting of short-term production. They are a means of visibility of the
product service process, provision and results. Some of these criteria map
directly onto artistic practice and others require some interpretation. These are
explored in full in Appendix 3 and summarised here.

I understand the creativity and innovative criteria created by Gadrey as a
judgement acknowledged by peer’s practices. A practice’s creativity and
innovation exists when recognised and validated by its professional ‘territory’.
Creativity and innovative criteria question and evaluate the partnership, artists’
and participants’ and their respective intentions, in the practice’s process and
actions as a ‘provision’. :

‘Provision’ exists when all involved understand and share the reasoning behind
it. In relationship-based artworks, the quality of the exchange relies on what the
artist determines and initiates in relational terms. The awareness of the
individual’s assumption - both artist and participants - is vital. The relationship
has to start from the ground up.

As an obvious consequence of the previous two features, the service industry
identifies reputation and representation as direct evaluative criteria to the
‘travail immatériel’. In the production of knowledge, skill, creativity and
competence, the product is both information and communication. The product
is itself a form of language in the representation of a thought and in the
reputation of the outcome of the experience. It represents a new social
construction based on a social process conceived and innovated by the
participants involved.

‘Gadrey does not exclude the traditional short-term profitability or
competitiveness with economic and social stake identifying the importance of
the evaluation of trading and financial criteria. These criteria can appear
inappropriate for a visual art practice. However, as I intend to explore fully the
concept of ‘provision’ as used in the tertiary sector, this economic aspect
cannot be ignored. Although, to my experience contemporary art is rather
placed in a bartering economy, where artists exchange value of their artwork
against potential social impact or as a direct value in terms of commodity. This
financial issue will not be developed in this research context, as the research
concentrates on the articulation of the method/process. This constitutes a
subject of further research.

Discursive practice has to contain a great deal of ethical behaviour with regard
to relationships what Gadrey calls Civic and ecological criteria. The content of
the conversations engaged, the issues and concerns and the use of information
generated have to be handled with great care. A mutual acknowledgement
between artist and participants has to be placed together throughout the artistic
experience.The details from Gadrey and Zarifian can be found in Appendix 3.
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3.2
Working Definition of the Term “Protocol'®’ - an Artistic Form
of ‘Provision’: Raising a Method

3.2.1 A working definition of a protocol in visual art practice

The ‘protocol’ consists of a code of conduct in establishing a
dialogue between artists and others. This dialogue is developed
over vernacular issues through convivial exchange, a relationship
with a selected ‘audience’. This audience is generating the elements
for co-producing an artistic experience working in an agreed
timescale, to produce a public event that may or may not include
the production of artefacts.

The method employed to initiate the ‘protocol’ requires qualities from
contributors and from the artist. Professional competence of the artist, being at
the disposal of someone else, artistic intention and internal necessity are central
to the ‘protocol’, as well as being in the position of raising possible
expectations, making no assumptions, seducing or attracting (section 3.1.3 and
appendix 2). To create the requested discursive process, the protocol has to
respect the nature of the discursive transaction and negotiation ‘in progress’,
with no defined conclusion. The artwork is a process of acquiring evidence as
transactions develop. Yet, the evaluation by partners and stakeholders will

“address issues such as authorship, the repeatable nature of the artistic
experience and its professional competence.

A ‘protocol’ is potentially both a method of practice and a method of research
to analyse practice.

I explore the notion of protocol in five of Vernacular’s (the practice, 1999-
2006) projects that happened sequentially. First, the protocol is examined after
the event as a reflective framework: Vernacular@Banff (2000), Vernacular
Sojourn (2001), and Vernacular@Kitzbuhel (2001). Second, the protocol is
examined during the event as a projecting framework: Reposoirs 2001 (2001)
and Transition (2002).

Each project is divided into phases inspired from the work of Matarasso and
Kaprow (common issues, communication, dissemination and feedback) but
drawn from the code of conduct as follows

1> The notion of protocol was presented to me by a French student in DEA in Histoire et
Critique des Arts, ‘Art by Submersion’ by Anne Langlois. She raised the subject in her
contribution to a publication on contemporary artistic protocols as creative process.
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1. “...establishing a dialogue...’: Identification of common issues, objectives
and connect with ideas to construct a dialogue between partners &
artist (the planning of the work, identification of its situation and its
stakeholders).

2. ‘...a convivial exchange with a selected audience...’: Agreeing on modes
of communication and monitoring methods between the
stakeholders for the overall the project that will lead to valuing and
naming the different phases of the artistic interaction and the
different level of involvement of the stakeholders.

3. ‘...co-producing an artistic experience...’: Development of a form
between the stakeholders from which I rely on to make the
dialogue visible, to raise the need for ‘access for all’ or solicit the
communal spirit (through a public event, a publication or a public
meeting if appropriate).

4. ‘...taking home feedback from a public event...”: Is a separate period of
reflection, where artist, audience and partners learn from the
artwork at their own individual level and source of interest. This
stage can be shared but is not essential for the evolution of the
artwork.

In analysing each project, I interweave the language and concepts raised from
the tertiary sector (Corsani, Négri, Lazzarato, Nicolas-Le Strat, Manzini,
" Gadrey and Zarifian) to create a close reading of each project experience. As
my vocabulary increases, the readings of each project become more sensitive
and complex. Gradually the language of ‘protocol’ becomes a generative tool
influencing how I construct the projects in a more focused way such in
Reposoirs 2001 (2001) and Transition (2002).

The attributes of protocol borrowed from the tertiary sector are summarised in
the following diagrams and have to be considcred at every stage of the process.
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3.2.2 A diagram of my protocol and its features as criteria o f‘provision’

seducing or attracting*"

being at the disposal
of someone

individual Intention
Internal necessity
professional competence

no assumption
sharing expectations

economic basis (trading and financial criteria)
creative and innovative cntena

civic and ecological criteria

representation and reputation criteria
technical and industrial criteria

autborshlp/copyright
repeatable

professional competence
a transaction in progress

a negotiation by direcio
Interaction
raising evidepd”~"”™ /

s.boume 18 features in Vernacular's protocol
April 2005
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3.2.3 Cross referencing the protocol’s features with another visual art
practice: a comparative questionnaire

I then cross reference two of Vernacular’s, Vernacular (2000) and Transition
(2002), with an artwork by another group of artists ‘Building/Underwood’
(Appendix 9 and 10). The responses and follow up interviews (e.g. ‘interview
with the Mayor for Reposoirs 2001 (2001) will be used in the method of
analysis of the research (Chapter 4) to explore the degree of explicitness of
provision in discursive art practice.

This cross-referencing method looks at the process of conducting a discursive
experience and its mode of communication during its development. The
questionnaires engage contributors and partners of selected projects in
revealing their perception of the project development and impacts. The
questions are structured in four sections intending to define the artwork in its
relationship to audience rather than in its form and materiality.

The questionnaire is structured in the four stages of the experience and
addresses the artistic experience as a whole. The questions in each section were
formed in response to the answers given on the previous section. Thus, the first
set of questions will inform the second set, and the second the third, etc.
(Appendices 6, 7 and 10)

. Section 1: COMMUNICATION OF THE ARTWORK:
VALUING AND NAMING THE WORK
What are the modes of dissemination that evaluate and give a
name to this art practice?

. Section 2: DIALOGUE OF THE ARTWORK:
RELATIONSHIP WITH THE AUDIENCE
How is the relationship to audience made visible in the art
experience?

. Section 3: DISSEMINATION OF THE ARTWORK TO ITS
PARTICIPANTS: ‘ACCESS FOR ALL’ OR COMMUNAL
SPIRIT
What are the modes of dissemination that make the work
visible? '
Is the practice all about dissemination or does a communal
spirit sustain it?

. Section 4: TRANSFERABILITY OF THE PROTOCOL
Does its relationship with the communal spirit indicate that the
process is transferable rather than authored based?
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The questionnaire sets out to identify commonalities between the
characteristics of a provisions identified in the tertiary sector and the ones of
two art practices Building/Underwood and Vernacular (the practice, 1999-
2006). Evidence is sought for

* Qualitative diversities (Conviviality, proximities, imagination);

* ‘Relation to service’ raised from communication tools in the social

process (or inter subjectivity);
* Close connection with the local territory;
* The nature of the transaction provided in the identified protocol.

3.2.4 Summary

A working method is in place now and has the form of an articulated
‘protocol’. It allows for an intuitive process to grow into a complex and refined
discursive artwork and provides the tools to evaluate it from all different
perspectives.

The ‘protocol’ also reveals interconnections between the creative process and
its dissemination. They both constitute the artwork.
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CHAPTER 1V
AN EMERGING PRACTICE

4.0

An Emerging Practice Informing and Identifying a Protocol as
‘Provision’ :

The previous chapter identified two phases to describe a discursive artwork
(reflective and projective'’®) and possible language to explore the validity of
the term ‘provision’. These characteristics will now be tested in visual arts
practices to discover if a similar ‘provision’ exists in such context.

The research investigation is rooted in my specific visual art projects and
made explicit in the form of visual documentation and annotated images to
inform the research. It searches for features of ‘service’ and evidence in my
practice of ‘provision’ as ‘protocol’ in the sense of

‘ a code of conduct in establishing a dialogue between artists and others.
This dialogue is developed over vernacular issues through convivial
exchange, a relationship with a selected ‘audience’. This audience is
generating the elements for co-producing an artistic experience working in
an agreed timescale, to produce a public event that may or may not include
the production of artefacts.’

Through a chronological description of projects, the clarity of the protocol
evolves. The three artistic projects, which I consider as key moments in the
development of the notion of ‘protocol’ are:

1. Vernacular@Banff (2000), Banff, Scotland (see Appendix 5) and

2. Reposoirs 2001 (2001), Moulins, France (see Appendix 6) using a
reflective framework consisting of a retrospective evaluation of the
art project.

'™ Also named earlier ‘envisioning’
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As the projects evolve through 2001-2002 with a deeper understanding of
process, a ‘protocol’ as a code of practice becomes more self conscious and
more influential to the development of the work such in Transition (2002).

3. Transition (2002), Acigné, France (see Appendix 7) using the
projective framework.

Note: Although Vernacular@Banff (2000) led to two further projects ~
Vernacular Sejourn, Glasgow (2000) and Vernacular@Kitzbiihel (2001)
Kitzbiihel, Austria —for the purposes of this analysis I will only examine the
three projects — Vernacular (2000), Reposoirs 2001 (2001) and Transition
(2002) as these demonstrate major incremental developments in the emergent
articulation of practice as a form of provision within a protocol.

These two approaches — reflective and projective - provide a clear generic
framework of process. The features of service enabled me to draw out the
character of the projects as a form of provision. As the specific shape of the
provision reveals itself, it is appropriate to name this shape a ’protocol’ ~ a
code of conduct to contain and imagine how the artist might co-produce a
work with others.

The detail of analysis is contained in Appendices 4-10. Within this chapter, 1
provide a summary of the learning from each project as a way of
demonstrating how the notion of ‘protocol’ has emerged as a specific way of
talking about an artistic process as a form of provision. This emergent
understanding of protocol in its method as service provision but in a form of
artistic expression is then testcd against another creative process based on a

cross-disciplinary and relational practice (‘Building/Underwood’, section
4.2).

Finally, the emerging practice in the form of a provision also reveals itself by
its particularity of interpreting, communicating — and disseminating itself
through its moment of the experience in the social realm ~ to be visible and
understood as art (section 4.3).

4.0.1 Overview of Vernacular

Vernacular (the practice, 1999-2006) is the core of my practice. It defines a
relationship based on language, established with a specific population and
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consists of working in response to this population’s generosity in letting me
access their day-to-day living. This relationship constitutes a production.
Vernacular was named in 1999 at a particular time in the development of my
practice and during three specific artworks in which I consciously address the
notion of ‘provision’ and ‘protocol’ (the audience specific touring exhibition,
Banff-Glasgow-Kitzbiihel in Austria). Since 1999, Vernacular’s (the
practice, 1999-2007) artworks had taken place in real social contexts and
involved people as contributors. The word ‘vernacular’ addresses the
local territory of the projects in terms of ‘language’, ‘communication’, and
actual lived experience. The concept of this art form is inspired and based on
verbal transactions between residents’ perception of a local issue and my
own e.g. the impact of sport and culture on daily life, the use of a particular
building or road, etc. The artwork consists of a transient dialogue that
develops between residents and myself in a set duration, usually a few weeks,
sometimes months.

Vernacular (the practice, 1999-2007) is the elaboration of my earlier practice
(1994-1999) in public art that consists of an evolving process, including an
equal balance of communication with the communities that participate in the
projects and of understanding and listening to the nature of the location.
Operating in a variety of sites, it is a vehicle that generates, gathers and
engages different types of interactions with particular communities e.g.
inhabitants of a village, members of a cultural or sports organisation,
members of a council committee, etc. It is a pro-active method of immersion
that improves itself through practice and recently through the development of
a research framework and processes of analysis. Each project is self-
contained by Vernacular’s (the practice, 1999-2007) protocol and its host
context. The identical core method and the different nature of each project
generate diverse but consistent types of information and experiences that feed
into this research, and inform an enriched understanding of the nature of the
phases of the protocol, the relationship with the audience, in particular the
importance of the means of communication.

The initial application of Vernacular’s (2000) concept was to challenge the
notion of site specificity in the context of a touring exhibition (2000-2001).
Although this involved using artefacts, these objects were used to initiate the
exchange. They were selected to address the specificity of each location e.g.
banners for a ski slalom, a copper sphere as a surrogate still, posters for
commercial information. The real touring or repeating element — in terms of
repeating an exhibition in a different space and place - did not focus on the
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objects but the recurring method of immersing myself in the specific qualities
of each venue. The process I adopted was in broad terms itincrant, applied in
each context to create an event or an exhibition. It was also specific to each
territory. In each location the shared elements consisted of supplying:

1. a dialogue (that related to social process or inter-subjectivity) on a
specific issue of the locality and way of life (local territory) that initiated
and constituted the work itself.

2. one or several objects manufactured as the dialogue’s metaphor to
visualize or stimulate the social interaction (transaction) at the
individual level. The objects are not an end product but a tool in the
protocol.

For example, Vernacular Sojourn (2000) in Glasgow was a collaborative
investigation with hospital staff into the changes of nurses’ practices in
elderly care. With the hospital closing down the long-term patients were
relocated back to the community, to nursing homes and intensive care
hospitals. In this traumatic context, Polaroid cameras were used to initiate
and capture emotional discussions and raise underlying issues.

Subsequent Vernacular projects have taken this approach in different
localities in Austria, Scotland, and France. The process (inter subjectivity —
local territory — transaction) constituted the nomadic element of the project,
where the content was specific to place.

Emerging from my public art practice (1994-2005), this touring project,
Vernacular (2000-2001) and its method of immersion developed into a
research question, which has investigated the potential of ‘practice as a
provision of service’, inspired from the tertiary sector. In the first instance,
experiences from the touring exhibition Vernacular (2000) helped in
establishing a growing understanding of the notion of ‘provision’ (Chapter
3). The concept was further explored in the literature (Chapter 2). Through
the following evaluation of the features and characteristics of three projects,
an understanding of the benefits and limitations of defining a visual art
practice as ‘practice as a provision’ will be gained.
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4.0.2 An emergent practice in 2000/2001: protocol as a reflective
framework

VERNACULAR@BANFF,

August 1999 - November 2000, Banff, Scotland

(Appendix 4 and S for images and full project description outline and
analysis)

A. THE NARRATIVE

August 1999-Jan 2000 Scottish Arts Council Fellowship at Duff House

18" Dec 1999 Farmers’ Market (workshop activity), Duff House

27-30"™ Jan 2000 House@Work (workshop activity), Duff House

February-September 2000  Post fellowsﬁip project planning for
Vernacular@Banff

8™ Sept — 22 Oct 2000 Exhibition Vernacular@Banff, Duff House

1. The fellowship

I was selected and invited for a four-month residency, which was split into
six a month period (August 1999 - January 2000) allowing more time for the
project to evolve within local events and activities in the town of Banff,

This residency was the outcome of a Scottish Art Council funded Fellowship
at Duff House Country House Gallery, National Galleries of Scotland, Banff,
Scotland. ‘

This fellowship had the expectation that the chosen artist would develop
himself/herself through ‘time off’, with nevertheless the necessity to produce
a formal exhibition, related or not to the work developed during the
fellowship. Duff House management had a specific interest in my artistic
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South

Three golden-framed textiles:
A gardening material

A ski banner material

A Norwegian style jumper
One sofa, a TV & rug

North Room © S. Johnston
Two golden-framed textile:
One bed linen from Cowglen
hospital, Glasgow

One Grampian TV Logo sew
with silver treads

Two sofas, a TV & rug

Tv programm on picture:
‘Coronation Street’

© S. Johnston
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approach as it increasingly involved an active relationship with different
sectors of the community in its making For example, I had previously made
a site specific work for Glasgow consisting of a wall made of biscuits (Title:
Shortbread Wall, Celebrating architecture, St Enoch’s Centre, Glasgow,
1996-1999). This involved negotiations with a short bread manufacturer,
suppliers for ingredients and organisations for health and safety, and for the
dispatching of the wall to be eaten once taken down.

Over the period of the residency, I became aware of the challenge that Duff
House faced in claiming to be a visitor attraction on a heritage route, but in
fact attracting very few visitors for its contemporary art programme. Over
time and through intense discussion with Duff House management and a
growing understanding of the surrounding community in Banff, I started to
propose a number of interventions (workshops) that would somehow address
this challenge.

Addressing this challenge was an interest for both the host institution and
myself as it offered me as artist, a grounded topic for my discursive practice
and a local population with which to develop a relationship based artwork.
Highlighting and formalising such relationship between an institution and a
given population is the core interest in my work, where another artist might
wish to author an object.

The site of Duff House was raised from a partnership between National
Galleries of Scotland (NGS), Historic Scotland and Aberdeenshire Council.
Derelict in the early 90s, transformed into a Country House Gallery in 1995,
it is the result of a significant restoration project with public money. Timothy
Clifford, Director of the NGS curated the content of the house with a
collection of objects and furniture from the National Galleries’ collection
thereby reinforcing the distance between wealth, the power of the Central
Belt of Scotland and the local interests of the people of Banff. Historically
William Duff, who built Duff House, donated it to the people of Banff but
there was no sense of ownership locally with few exceptions. While the
building was in ruins, the place became a site for young teenagers’ ‘first
kiss’. The population surrounding Banff has an image of the house as elitist
and artificial.

Contemporary visual art is also alienated at a local level as knowledge or
exposure was not shared with the population and therefore very little
engagement on their part. Therefore the question of how to establish
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discursive bridges with the population, by developing a particular alliance,
was a challenging territory to explore for my discursive practice, Vernacular.

My sporadic visits during this long timescale allowed me to carefully identify
stakeholder groups in the area- farmers and professionals who were working
in the area of Banff — a butcher, composer, hairdresser, internet designer,
lace-maker, kilt maker. By connecting their contemporary way of life in
some way to the history of the house and its current collection, the aim was
to draw this stakeholder group into an activity/experience that would be
meaningful to them and thereby draw out a connection between notion of
‘contemporary heritage’ with the exhibited content of the House.

Raising the notion of heritage within contemporary activities and the ideas of
a ‘site specific’ touring exhibition are two concepts that were proposed at the
start of the fellowship. The question was how to visually formalise such
concepts. Farmer’s Market and House@Work were the first responses.
Proposed as two small-scale projects, they were thought through and
organised simultaneously. Authorisations and participations from the
stakeholders in both projects were asked at the same time. They were to
formalise my relationship established with the population and led to the
development of a larger exhibition project, Vernacular@Banff.

2. Farmers’ Market (as an example of a development phase)

Farmers’ Market was the first workshop at Duff House that gathered
together local producers, farmers, the Forestry Commission and Duff House
management. The participants agreed to install an open-air market for a
Christmas sale (18 December 1999) in the grounds of Duff House, facing the
Horseshoe Staircase. The participants brought their own produce to be sold
and I negotiated the borrowing of five stands from a local nearby market. The
co-ordination of the event resulted of intense negotiations mediated by
myself,

Aberdeenshire being an important area of agricultural production, the
workshop was to engage a discussion on the importance of this activity in the
identification of local heritage. It was important that representatives of the
farmers’ and growers’ population took on board the sale of the products. The
workshop was not an exhibition of farming production but a fragment of ‘real
life’ of the farming activities of the area sited in the grounds of Duff House.
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It was not to be thought of as an artwork, because there was no particular
form, or content in the type of products or direction given to the nature of the
market. People were invited and we hoped that representatives of the farming
activities and buyers would attend. The surprising level of revealed the
necessity for Duff House to engage further with this particular group of the
local population, which they did in suggesting that Duff House would host
future market events.

On the morning of the 18™, and for the first time in many years at this season
in Banff, the snow started to fall. Nevertheless, the market took place and
most of the goods were sold within the space of the three hours time
permitted by the weather.

The site specificity of this workshop lay in its political and economic content.
An awareness of the previous local lack of co-ordination and an organised
site to sell local produce came out of this event. This little exercise allowed
for an engaging discussion over the subject and resulted in giving ideas to the
local farmers. They created the Deveron Market that now takes place once a
month at Banff.

3. House@Work (as an example of a development phase)

The second workshop was to open up this participative relationship to a
larger population. The relationship targeted was between Duff House and a
diversity of professions as stakeholders of the project. As with the market,
the relationship mainly aimed at temporarily engaging the stakeholders in an
ownership within the territory of Duff House. The workshop House@work
(27-30 January 2000) involved a wide range of professionals (a hairdresser, a
graphic designer, a writer, a butcher, a weavers, a kilt maker, a composer) to
work within the walls and context of Duff House Art Galleries. As with the
Market, no funding was required. The professionals were invited to bring
some of their work and manufacture, create, repair, design and compose
within the gallery walls.

Thus, the professionals of Banff were invited to engage in a dialogue over
heritage content of their profession and have it in interaction with Duff
House exhibits. As with the market, the term ‘workshop’ is used here, as a
means of interacting at a level of day to day life with the participants. The
event intended to formalise the relationship 1 was developing with the
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population of Banff (e.g. hairdresser, butcher, composer), for them to get to
know about the type of creative process I worked with and to engage with
them as potential stakeholders of my future artwork at Duff House,
Vernacular@Banff. This workshop was raised and organised in partnership
with Banff community and Duff House Management who decided the place
where each profession would work in the House, the work they were to show
and their presence and development of activities over the four days.

Once again, I had no decision over the form and content presented by the
participants. They were invited to participate and had to manage their time
and activities at the house.

Visitors confronted a House ‘alive’ in which local and traditional professions
were presented along side 17™ and 19" century paintings and furniture. The
site specificity of this workshop was similar to that of the market, its heritage
content emerging from Aberdeenshire’s daily activity (fly fishing making,
kilt making, butchering, music composing, etc).

It was obvious that the outcome of this workshop was also a marketing
exercise for its participants as they were benefiting from press coverage and
visitor numbers. The stakeholders did not just come to work in an art gallery
but also to communicate about the nature of their business. The event was
very successful in terms of visitor numbers and the impact that such activity
brought to the House, usually a very quiet and lifeless environment.

4. Vernacular@Banff

After engaging at a very local level in everyday life, and through the
workshops success at developing a very good relationship with the
community, I decided to turn in the opposite direction and questioned the
notion of heritage in relation to the international and elitist collection
presented at Duff House. In what way could the local vernacular, invited in
the previous workshops present heritage elements as interesting as the Duff
House collection?

Moving away from the delocalisation of day-to-day activity, the final event
was to take the shape of an exhibition. In contrast to the workshops, I took
responsibility for the form and content of heritage to be presented. It was not
just about inviting people and their way of life to live in the House, but
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presenting their professional activities that is likely, for me, to become in 100
years some aspect of local heritage within the Duff House exhibits. The
exhibition Vernacular@Banff was a combination of presenting an established
relationship built during the workshops with the community and engaging
them in a challenging discursive artwork.

In contrast to the last workshop where I was able to implement the event over
the whole House, for a contemporary art exhibition only two rooms usually
were allocated. I proposed a form of an interactive ‘exhibition’ as a way of
looking at heritage by creating a living room scenario within the gallery
space. Ordinary furniture from local inhabitants was placed within the
galleries usually used as contemporary art galleries. For two months, six
recorded videotapes of local Grampian TV soap operas played in the two
galleries, contrasting with the 17th-century house environment. They
proposed a ‘contemporary culture’ as opposed to the historical artworks and
furniture presented in this outstation of the National Galleries of Scotland.

The exhibition process aimed to engage with the same community involved
in the ‘workshops’, looking at similarities between heritage in their daily
living and that presented by the National Galleries of Scotland. I selected this
aspect of heritage, not through research but in the assumption that it would
have resonance with people’s lives. The process of this interactive experience
created the artwork, raising the role of daily life in what could become future
heritage e.g. television related habits, nature of television programs reflecting
contemporary and mass culture, etc. Visitors and Duff House staff were
invited to contribute by bringing into the installation recordings of their own
choice of local programmes.

The workshops highlighted the possibility of making an event with and about
an immaterial specificity of a territory, in this instance the lack of market in
an agricultural area and lack of the representation of local trade in Country
House heritage. The specificity was not physical but addressed a political and
social context. Vernacular@Banff was to be the first of a series of events
looking at how site specificity relates not only to the physicality of a location
but also to the way in which a creative process can interact with an
immaterial subject, such as people’s conception of heritage. The place and
people become carriers - or stakeholders - of the creative process and
consequently of the artwork. This series of vernacular dialogues forms a
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nomadic and immersing exhibition'! that address the cultural, social
particularities of each site they take place.

The intention in implementing a touring project was to explore the concept of
site specificity. A site specific is construction at fifty percent by the
specificities of the place (historical, social, economic, cultural, politic, etc).
The question was to raise the issue that when a production relies on the
specificities of a place, how can it adapt itself and be visible through the
model of the touring exhibition. The idea was to displace the “touring object”
from the production to the method or process. This demonstrated that a
creative method can be the focus of a touring item (instead of the artist’s
product, as is conventional). This method or protocol of exchange become
the “artist style” and mode of visibility and allow his/her work to be visible
from one site to another.

It was instructive to see how this method can raise the particularities of the
vernacular of each site. It can help identify them and deal with them at a
distance (I was not present in Austria) or without having any knowledge of
the place (Glasgow and France). Each project has been a tool in
understanding how a dialogue can be initiated in an unknown place and
where participating strangers can raise, or not, the content of the artwork
based on their day to day way of living.

In order to materialise this discursive touring concept and to visualise the
issues that arose from the early Vernacular projects (i.e. conditions in
hospital, the production of eau de vie from cider in France, the tourism
related to winter sports), I invited each host to send me a textile
representative of the issue raise in each particular project. These textiles were
presented in each location, creating a visual link between each exhibition and
each venue. Responses to that request were very encouraging: bed linen from
Cowglen Hospital in Glasgow, an agricultural textile from the French village
and blue Austrian banner material from Kitzbiihel’s ski resort in Austria. To
illustrate the Banff area, I commissioned the Grampian Television logo to be
embroidered with silver thread on blue felt. The four textiles were then
stretched on large classical golden frames and were hung in a similar manner
to the other framed artworks in the House.

' The expression ‘Exhibition’ is used to describe the communication and diffusion of an

artwork.
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A tri-lingual folder was published on Vernacular’s work on the notion of
heritage'”?, which allowed for postcards to be added from the other locations
of the touring projects. The management team at Duff House organised an
educational workshop and a feedback competition (with a prize of a bottle of
whisky) that questioned the importance and the impact of local television
programmes in the visitors’ daily lives.

B. EXTENT OF THE DEVELOPMENT OF AN EMERGING
PROTOCOL IN THIS PROJECT

« The ‘protocol’ consists of a code of conduct in establishing a
dialogue between artists and others. This dialogue is developed
over vernacular issues through convivial exchange, a
relationship with a selected ‘audience’. This audience is
generating the elements for co-producing an artistic experience
working in an agreed timescale, to produce a public event that
may or may not include the production of artefacts » (introduced
on page 77, introduction of Chapter IV)

2 How is ‘heritage’ - something passed down or inherited through tradition ~ constructed
from our everyday experiences? Consider the ‘everyday’ as being influenced by the shifting
and evolving processes of society, heritage and culture. Exploring our everyday experiences
in relation to our past traditions may make our processes of forming social and cultural
values visible, How does the everyday inform our understanding of heritage? How might art
contribute to our recognition of heritage value within our everyday experiences?

‘Vernacular’ explores these issues by presenting situations, which merge the everyday with
the particular traditions, practices and concerns of different environments. Activities
combining past and present processes occur within specific locations. Exhibitions, placing
‘everyday’ activities in heritage contexts, challenge our perceptions of heritage and stimulate
us to translate our personal, everyday experiences into heritage.

Through ‘Vernacular’, the artist acts as a catalyst, or « reagent »'%, by forming bridges
between everyday environments and their local heritage. The ‘art’ is shaped by the creative
involvement and interpretation of those who choose to cross those bridges. Therefore, its
success is dependent on each individual’s experience of that journey.

However, in posing the questions, ‘Vernacular’ makes us conscious of our personal
relationships with heritage and of our social and cultural values. More importantly perhaps,
it makes us consider the importance of our everyday experiences in the construction of
heritage and invites our active involvement in that process. Karen Scopa, Visual Artist/

Researcher (2000-2003).
AWAY FROM END PRODUCT OR GENRE: A PROTOCOL AS ARTISTIC LANGUAGE
CHAPTER 4 ANALYSIS

87



At this stage the protocol was implicit and existed in my head as an emerging
idea. Its formulation as a sharable protocol did not exist and was not a tool
for thinking. In retrospect, its absence meant a lack of understanding of the
relationship established with the stakeholder group. This resulted in a
misjudgement on my part and gave rise to unrealistic expectations from the
stakeholdcrs, the staff of Duff House in particular.

This first project was carried out in a very intuitive manner. The means of
engaging with Duff House management about my intentions were non-
existent, as I could not articulate what I was looking for. The whole process
was realised thanks to an amazing amount of trust given to me by the staff at
the start of the residency. The description and analysis of the process was
undertaken after the event as a reflective activity.

Not being able to project to others my intentions, I selected intuitively the
content and mode of communication for my creative process without
agrecing on this with potential stakeholders. I therefore made cultural
assumptions on the sclected heritage issues, such as the local television
programmes having potential heritage content. The artistic experience was
my production and not a co-production.

This lack of language to articulate and share my intentions led to the
impossibility of establishing a critical and constructive dialogue with the
Duff House management over the content of the work. Only through
convivial exchange established in the initial ‘workshops’ did the community
come to realise the precise tasks that were being asked of them. Following
these events, contact was lost with the workshop communities, and visitors to
the house were new potential stakeholders. The whole residency ended up
being the playing out of my own intuitive process without the active presence
of stakeholders in its whole creative endeavour.

Similarly, as the Duff House staffs were present during this creative process,
I also assumed that they would naturally become actors in the content of the
final intervention. Yet the nature and content of their involvement was not
identified, not discussed and nor built in partnership with them.

The exhibition Vernacular@Banff took place in a public space, the space of
Duff House, despite the fact that the audience had to pay an entrance fee to
get in. This exhibition revealed the importance played by the cultural reading
of a work and the popular knowledge of art and its display. The cultural
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expectations of a gallery space led to a reading of the project as the opposite
of what I was trying to highlight — a spectacle presented to an audience
rather than a participatory dialogue.

C. ANALYSING THE LEARNING ABOUT AN EMERGING
PROTOCOL IN THIS PROJECT

1. “... establishing a dialogue through convivial exchange ..”

The reality of any discursive work appears through inter-subjective
exchange, through the experience of one individual in relation to the other.
The dialogue is established as a way of shifting people’s perception of the
role of the artist and the nature of an artistic production. It is a tool used in a
professional manner, with intent and purpose. It is not about establishing
casual chat, (Until the outcome of the relationship rose in the final project
Transition, 1 did not realise the extent to which collaboration in a creative
process can and should go.) A dialogue is a mutual responsibility, a give and
take, where all engaged build up trust and volunteer ideas towards the
development of the project. Dialogue aims to challenge people through a
relationship or an explicit process - a code of conduct. This process takes
place through a convivial exchange which is dynamic, encourages the
sharing of skills and works towards the desire for a production or an impact,
rather than in terms of pleasure as in the usual understanding of conviviality.

The dialogue in this project was very fragmented. It took place on a very add
hoc basis without a general strategy that aimed to highlight a particular topic
or issue. At the time of my appointment to the residency, the selection
committee recognised my skills in establishing dialogue between
communities, groups or professions. Duff House management intended to
initiate a new form of residency with some expectations of involvement with
the village of Banff. I produced sufficient evidence at my interview from
previous projects for the management to trust me in my ability to construct a
dialogue in the context of Banff’s various communities.
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Accessing and sharing an understanding of my intention in this project was
extremely difficult. My ideas developed as a response to gut feelings,
including the intuition that I had to engage with the community at different
levels (everyday life experience and also organised events). I intended to
move from one event to another, from one stage of understanding of the
process to another, prior to engaging with them in a constructed artwork.

The workshop activities (Farmers’ Market and House@Work) could have
superficially been seen as generating good dialogue but were in fact simply a
‘fair exchange’. The professionals were invited to produce an activity within
the context of the National Gallery of Scotland. There were responsible for
the nature of the activity and for the time they spent at Duff House during the
events. Yet, no collaboration was initiated with them in the thinking or the
implementation of House@Work. They were consulted and asked to
contribute only if they were interested. It was a convivial exchange where
they contributed by bringing their day-to-day tasks (making kilt, repairing
clocks, creative web design or cutting hair) to a creative public event, to in
turn received exposure for their work and free advertising.

Yet, one form of dialogue was established in the long term amongst the
farmers, although I was not taking part in the dialogue anymore. Following
the event a meeting was organised at Duff House between a farmer who took
part in the event, Duff House management, the local enterprise body and
myself. This first meeting did not produce immediate results but in the long
term, farmers” markets took place in Banff.

The gap between February and September had some negative impact on the
little dialogue we had in place. It also contributed to the form of the next
event by shifting the discursive process into a conventional exhibition format
with its focus on orthodox display and passive spectatorship. It might have
been different had the final event followed through fairly quickly from the
workshops activities.

The intuitiveness of this work did not allow me to succeed in my attempt to
‘exhibit’ an attitude, a new way of looking at heritage such as current TV
programs, as an art form. Despite having established a good working
relationship with the staff, no dialogue was in place to nourish the content of
the work. No mutual responsibility, no give and take, no shared experience
was present to allow the staff to volunteer ideas for the project. The
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education officer did propose the competition but at a late stage of the project
and this was therefore not integrated into the thinking of the work.

Like in Kitzbiihel (2001, ref p.78 section 4.1.1) the artistic intervention was a
mechanism with the intent to generate a dialogue. In any case the event was
the result of a convivial dialogue. The intention was there but its reality could
not emerge as the wrong emphasis was placed on the visual and the symbolic
elements, which were invested with meanings from a gallery model rather
than a discursive process. The local soap opera on the televisions contrasting
with 17th century exhibits in a National Gallery of Scotland Collection did
not help visitors to engage and share their own conceptions of heritage.
Visitors assumed that the “object” TV was presented as heritage.

It has only been possible to evaluate this project by comparing it with the
four-phase protocol and I am still decoding some of its aspects. Raising
feedback, through the project report (see Appendices 4 & 5) and from the
Duff House staff discussions allowed me to identify from the stakeholders
the gap between their confused perception of the exhibition compared to the
workshop and my intention of making this show the culminating point of our
relationship.

The Banff fellowship remains a project based on the model of the sole
intention of the artist and not the result of a discursive process, despite strong
evidence of discursive attempts.

2. ‘... this dialogue is developed through Vernacular issues ..”

‘Vernacular’ explores issues by presenting situations, which emerge from the
everyday practices and concerns of different environments. These activities
occur within specific locations and are re-presented through events, placing
‘everyday’ activities in cultural contexts, challenging our perceptions of them
and stimulate us to interpret our personal, everyday experiences into cultural
experiences.

My interview for the Duff House fellowship was based on past projects
where the idea of vernacular was suggested through the use of material. For
example, the Biscuit Wall (or Shortbread Wall see previous reference, section
A. p81), one project from my Glasgow based portfolio (St Enoch’s Centre,
Glasgow, 1999, produced as part of the programme event for the Year of
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Design and Architecture in Glasgow) dominated the interview. Ten metres
long, one metre wide and two metres high, a stonemason following the
traditional technique of dry stone dyking constructed a wall. Each brick was
made of short bread, a regional, classless, ageless and timeless product. It
took me several years to identify the baker (Auld Bakers) who would work
on this national recipe to allow larger biscuits to be made and to find the
three tonnes of ingredients. Through this process, the project intended to
celebrate architecture. Through the material (shortbread biscuit) and
technique (dry stone dyke) used, the celebration was in the ritual construction
of a wall and its symbolic and traditional value in inviting people to take and
eat a ‘stone’, The security and information around the wall was provided by a
humanitarian organisation based in Glasgow (Community Service
Volunteers-City Station) whose task was also to dispatch half of the wall
(one tonne) to food canteens within and around the city.

The fellowship gave me the opportunity to touch on a more immaterial form
of diffusion for my vernacular practice, which had to date developed issues
through the symbolic use of materials. The intention was to use inter-
subjectivity, different modes of communication and the conviviality of a
social space as means of display and representation: a dialogue with people
who would participate in the formulation of the artwork to draw out the
implications of people’s daily lives into heritage values.

Both the Farmer’s Market and House@ Work events were intended to show
rural, economic, traditional and cultural qualities of the region. It was a mix
of traditional farming activities and high culture (composer, writers). The
invitations were intended to gather a representative selection of this
~ vernacular from which the value of heritage could be made apparent.

My own reflection on heritage issues was fed from my personal experience
of living in Banff. During the wintertime inhabitants’ relationship with their
television and sofa seemed important. My association of culture and media
consumption was deliberate and resulted through a close observation of the

region.

However, I should have engaged with the participants on an exchange over
this association that  perceived as local heritage. The vernacular is first of all
a notion contained and withheld by local culture. Without the contribution
and active participation of this local culture, the vernacular selected by an
‘outsider’ will always be an interpretation or a misperception of the real
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thing. Elements, like innate culture, historical, social and economic
knowledge of the area will always be lacking the outsider’s interpretation and
never fully reach the heart of the vernacular.

The convivial exchange of the ‘exhibition’ was to explore the visitors’
conception of vernacular heritage. It was also to initiate a ‘repeatable’
structure allowing Duff House management team to explore new ways of
mediating the Duff House collection by identifying in today’s activities the
elements that can become tomorrow’s heritage.

By selecting six local Grampian TV soaps, which I recorded on videotape
and presented as potential heritage material, by placing the television in
contrast with the museum setting, the soap operas were intended to make the
link between my vision of a vernacular heritage and the heritage in the
gallery. The programmes were to be considered as possible future archives of
yesterday’s television and presented as such to question its historical content.
The ‘repeating’ recorded programme was a tool. Yet, despite the intention,
the contrasting vernacular (the TV programmes and the Duff House
collection) presented did not act as a catalyst to generate a discursive
‘transaction’ with the staff and the visitors.

This installation was to be a mechanism to verbally engage visitors over the
heritage content of today’s television’s pictures in contrast to the gallery’s
paintings (fig. 1). I underestimated the impact of the visual quality of the
décor (carpets, sofas and Television) and its role played in the visitors’
experience of the gallery. The experience of visiting a gallery is a known
model where visitors have set expectations. No system was in place to
indicate that the choice of presenting soap operas in a museum was not
accidental but the focal point of the discursive artwork. Unfortunately, the
unpleasant visual quality of the second hand sofas and the televisions limited
visitors’ understanding of the reasons for the presence of these exhibits. The
visitors did not understand the heritage subject I was trying to raise. Only a
few trained eyes did respond to the conflicting situation: “As a heritage
student, it was interesting to see how the exhibition challenged people’s
different concept of what heritage means to them.”(Quote from Visitors’
Book: Louise, 10/2000)

3. “... arelationship with a selected ‘audience’ ...”
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Living locally for six months, I contributed to local events and encountered a
number of people who gradually became the participants in my various
projects. Duff House’s staff and its management were the first people I
engaged with. Yet, no constructive dialogue took place, as I was not in the
position to share my creative process not knowing how to articulate this. Yet
an unconditional trust developed together with a very good working
relationship.

The staff and management were not to be the selected ‘audience’ as I was
asked to develop a work with the local population. I therefore implemented
two successful interactive workshops'”, in which participants were invited
by means of a private network between the management team and my
various fellowships’ encounters.

Following these events, I assumed that the audience was sufficiently
informed of my way of working and motivated to engage in a very different
type of ‘exhibition’ to those normally hosted by the National Galleries i.e. the
exhibition was not about showing an aspect of existing heritage or a signature
artwork but aimed to raise a feeling of what could become heritage e.g. local
television programmes.

In the workshop events, although a creative dialogue did not take place, a
mutual ‘expectation’ was clearly shared with the Stakeholders.
Vernacular@Banff attempted to bring the relationship previously established
with the workshops® participants (House@ Work, 2000; Farmers’Market,
1999) into a challenging form of exhibition questioning the nature and
materiality of contemporary artwork. Without consulting the participants, 1
assumed that they would welcome the challenge of this ‘innovative’
exhibition by freeing themselves from the traditional exhibition mindset and
contribute at ease to a discursive exhibition.

Unexpectedly, the workshop participants did not attend the exhibition. In
contrast to the first two workshops, the exhibition was not organised with
them and neither with its new audience, the visitors. Reflecting on this, it
revealed that what I thought to be the stakeholders (the workshops’
participants) did not feel any ownership or responsibility for their previous
engagement in the Duff House workshops. They were not brought through a

3 House @Work (2000), Farmers’Market (1999)
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dialogue to a level where they could voluntecr ideas and take over the
implementation of a project. As a result, they could not be called
stakeholders at this point as their presence was not the result of a consultative
and collaborative process, moreover they had no particular interest in
generating such a process.

In a discursive process, the level of engagement of a close network defines
the point were this network become stakeholders in or ‘audience’ of their
own discursive process. Yet, the invited workshop participants were never
stakeholders and neither were the audience of the final exhibition. The
experience was not constructed around a selected ‘audience’ and had no
means to resonate as an artwork through discursive process and neither at a
local level through the stakeholders.

4. ... audience generate the elements for co-producing an artistic
experience fo produce a public event ...”

The six-month period of residency'’ at Duff House, and the connection
made with the village, gave me confidence to explore further the notion of
co-production with a selected ‘audience’ or set of stakeholders. The Duff
House management and staff were to be catalysts in the implementation of a
discursive work created through the dialogue they were to engage with the
visiting public. None of this took place but evidences of intention are
traceable. For example, the trust given to me in implementing this exhibition,
the staff participation in communicating with visitors over the project, the
education officer engaging her time to create a bridge between her remit and
the project.

As describe above, the selected ‘audience’ (in the workshops) and visitors (in
the exhibition) were to be instrumental to the discursive experience but have
in any way generated a co-production. No dialogue was engaged to inform
them of their role and contribution for the implementation of a discursive
work that relied on their engagement with local heritage. The staff did

' Yearly fellowship subsidised by the Scottish Arts Council. A jury on application selects
artists nationally. I was the Duff House fellow in 1999-2000
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intervene at an individual level but they did not know enough of my intention
and this resulted in limited verbal exchange over numerous complaints about
what was presented.

Yet, no mechanism was produced to help visitors® to engage with the
process. The lack of communication between the staff and myself was
revealed by the implementation of the feedback competition without
discussion with me.

Similarly, I attempted to present the Europecan scale of this project to
highlight the role played by each host participants in this touring project. The
four textiles (embroidered felt, banner materials, bed linen and agricultural
textiles) were used to help support the communication and the link between
each country involved. This had no relevance to the reading of the specific
heritage issues in Banff. It was not decided in consultation with the
participants in Banff or with the hosts of the touring project. (Kitzbiihel
Kunstverein, Art in Hospital and Le Festival de Monbouan).

Finally, a folder with a tri-lingual text on Vernacular’s ‘intention’ and a
visitors’ book were intended to encourage the visitor to take part and engage
in dialogue over the issue of heritage. These devices did not generate a verbal
exchange. For example the security staff could have being catalysts in the
‘process of the transaction’, both in conversations with visitors and in the
archiving of the work. Yet these devices acted more as documentary traces
than to gencrate exchanges.

The form of a co-produced artistic discursive experience is based on
elements raised by the participants on the issue selected by the same
participants. This presence and engagement, rather than object or
performance, constitutes the artwork. Furthermore, the exhibition did not
generate any exchange by the fact that neither potential stakeholders (none in
this project) nor myself was on site to generate dialogue and be “attentive’ to
its evolution. In contrast to the workshop events, the visitors came to see
artworks in an art exhibition and not to engage with others or to contribute to
a community action like in the workshops. The exhibition had no
mechanisms in place to generate a discursive process. It was left to its own
device with no ‘conviviality’ or timescale in place to allow transformation
into a discursive artwork. The individual and the role they play in a coming
to the place are its main elements of the artwork and were to be shared by all.
The nature and reason for being present and engaging in the co-production
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have to be sustained and enhanced during the whele process. I did not realise
the importancc of these factors at this stage.

S. “... producing a public cvent...”

This artwork was the sccond'” attempt in installing a discursive artwork in
" an artistic contcxt, rather than in a non-artistic context, with the difference
that the audicnce was mostly a non-specialised public.

This public event aimed to hcighten public awareness of the nature of
heritage value. Television programs, second hand sofas and rugs were
exhibited as contemporary objects against 18™ century clegant and rich
crafted works, and not as explicit catalysts to allow a discursive process to be
engaged.

This sctting was arranged to ‘attract’, ‘scduce’ and make people at case with
the presence of televisions to enable and stimulate people’s consciousness of
the importance of their daily life’s contribution to the construction of a local
heritage. The visual installation also included textiles (described in the
previous scction) stretched on large classical golden frames. Yet, the
incongruity of large golden frames containing a silver embroidered television
logo, hospital bed linen and other textiles related to the other future locations
of the Vernacular touring show did not communicate the European touring
aspect of the project. The ‘technical and ‘industrial” features, through the
framed textiles and videos, were manufactured quality objects intended to
generate exchange on the notion of heritage. Yet, their purposc was not
sufficicntly clcar to engage a discursive process.

The visual qualitics of the objects obliterated the immatcrial *intention’ of
raising notion of heritage from people’s own perception. The first tension
mitigating against this objective arose from visitors’ expectations of a gallery
context and from an object driven exhibition. The presence of the
contemporary televisions as ‘art’ objects shocked more than the presentation
of regional soaps. Visitors, who came in the art gallery to escape from their
daily environment, were very confused, angry and offcnded by the

'8 The first was Market in 1996 in the exhibition Girls High at the Glasgow Fruit Market,
curated by Rebeeca Gordon-Nesbitt.
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‘representation’ of their daily life with such uvgliness (not their home
decoration tastes) through the presence of the television and contemporary
sofas. “I found the juxtaposition of ‘old’ and ‘modern’ art rather incongruous
and difficult to grasp-my planned quict and rclaxing gallery visit was
interrupted by the everyday trivia, i.e. TV, I had come to escape from!”
(Anonymous quote from Visitors’ Book, 10/2000)

* Finally, a few boards with indications (maps and texts) on the exhibits
explained the touring issue of the project. This had no direct rclevance with
the ‘artistic intcntion’ of implementing a discursive artwork with the
community. This made for even more visual confusion. The boards intended
to justify the framed textiles on the wall as elements of the touring aspect.
Yet, these did not need to be explained. They were part of the installation at
Duff House and could have remained a silent link between the locations and
the various discursive intcraction on heritage. Their relevance to the
discursive project was their physical immersion and transformation into each
context e.g. as framed artwork at Banff, as ski slalom banners in Kitzbiihel,
as projecting screen in Moulin.

From this artwork I lcarncd to be more aware of the visual impact of objects
that are used as tools in the process. Visitor’s cxpectations and their
immediate relation with the visual pre-empt their thoughts and construct their
rcaction and responscs. The project raised debate as reactions were both
positive and ncgative but the discussions did not take the direction
‘intended’. Most visitors left the project still unaware of the ‘artistic
intention’, '

I belicve at this stage, as the analysis is retrospective, the ‘protocol’ as a code
of conduct is not formed. The immersing method, in placing visitors and staff
as stakcholders of the discursive process, had failed as the features that
trigger, sustain and diffusc a discursive process was not in place. The
convivial relationship is not something that happens on its own and was
strategically implemented later in *Reposoirs 2001 (2001).

REPOsOIRS 2001,
June-Sept 2001, Moulins (35), France,
(Appendix 6 for images and full interviews transcription)
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A. THE NARRATIVE:

March - May 2001

20 - 21* June 2001

July - August 2001

14, 15 & 16" Scpt 2001

23 July 2002

26 September 2002

Negotiation with a theatre company Director
for a potential funding and integration of the
visual art programme into a pre-cxisting theatre
programme (both unsuccessful)

Le Dire-dire (Discursive intervention, phase 1),
in ‘Site en Citation’ outdoor exhibition within
the Festival de Monbouan, Chiteau de
Monbouan, France

Residency in the village of Moulins (35)
France with a DRAC’s artist’s dcvelopment
fund (Discursive intervention, phase 2)

Reposoirs 2001 (Discursive intcrvention, phase
3), Moulins (35) France, Fourth event of
Vernacular as a ‘pcople specific’ touring
exhibition

Interview with stakcholder: Nadia Kerloch (Les
Portes de Bretagne, tourism)

Interview with stakcholders: Pierre Merlot
(Maire de . Moulins), Monsicur Marie
(Inhabitant), Odile (Art Monbouan’s
management), and Richard Tondou (Bar
Owner) '

The second Vernacular project with Kitzbiihel Kunstverein in 2001 curated
by Dr Yvonne-Esther Weis and the third, Vernacular Sejourn in 2001 at the
Cowglen Hospital with Art in Hospital are not included in this analysis.
These projects have explored the issue of improving my skills in
communicating my intention and in selecting appropriate modes of diffusion
of the artwork as a non-object based production. These experiences have
individually been beneficial but their impact is mostly visible in their
successive projects Reposoirs 2001 and Transition.
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1. Ne’gonatton with a theatre company Director and an “artist’s development
grant

L initially contacted the Theatre festival’s Dircctor to discuss the possibilitics
of integrating a discursive artwork in parallcl with his theatre activitics. We
discussed for months (March-June) the various scenarios but time and
- funding constraints put an end to those discussions. The invitation to me was
to be part of an outdoor exhibition, in the park of a country house without an
cngagement with the actors, or a residency or funding possibilities. No
common aim was agreed but the invitation was open.

I therefore looked for other funding with the DRAC to give myself more time
and means to engage further in this event opportunity. I was granted Artist’s
Development funding. This funding opportunity had the expectation that the
artist will develop himsclf/herself through ‘time off”, without the obligation
to produce a formal exhibition.

This fourth cvent'” of Vernacular was still to engage a discussion on the
presence of heritage’s values within everyday life activity. In order to address
the aim and contribution by the local population, it was important to give
local roots to the project through the invitation by the Festival's Director.
After the Festival’s weckend, he introduced me to thc Mayor, his council
committee and local inhabitants that allowcd me to pursue the work for a
further four months. They had never been involved in an art project and
preferred to have a minimal involvement in the implementation and
communication of the project. I did not have a written contract with the
community council but an official and verbal communication. I was to
develop the project on my own with no institutional support or management
back up. The individual grant provnded me the freedom of acting without a
commissioncr.

Over the period of the Festival, I became aware of the gap between the
festival’s organisers and the local population’s ambition over such an event.

16 DRAC Bretagne, Direction Regionale des Affaires Culturclles, Aide Individuelle A la
Création Artistique, France

' The second was Vernacular at the Kitzbithel Kunstverein in 2001 curated by Dr Yvonne-
Esther Weis. The third was Vernacular Sejourn in 2001 at the Cowglen Hospital with Art in
Hospital.
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It was obvious that if I was to work with the population the discursive
process could not remain within the context of the private site of the Festival
outdoor exhibition, The Contemporary Theatre Festival was scen as an elitist
cvent, bringing visitors from Paris or ncarby citics with little connection to
the local population’s more popular wishes.

The region of the Festival is connccted to a rural tradition of alcohol
" distillation. The process, transmitted from father to son, was gradually
disappearing due to a change in the law in the 1960’s about the making of
‘eau de vie’ from cider. I decided to engage the discussion over this heritage
topic in the private context of the Country House ground during the festival
and expand it with the villagers in the future development of the project.
Addressing such a topic across two territorics, a private location (the Country
Housc) and a whole village (Moulins), was the original challenge and gave
the site specificity to this project. Yet, the political content of this topic and
the expectations of the local population were to change the development of
the project.

The two phase project structure seemed to be appropriate with an invitation
to initiate the partnership with local stakcholders and targetcd audience
(festival’s visitors), and then to develop it in partnership with the same local
stakcholders and with a wider population (inhabitants from the village).
However the presence of contemporary art was not familiar in both
situations. The festival used Contemporary Art as a mean to communicate to
a wider population its contcmporary theatrc programme and the village had
never encountered an artistic project. Engaging local stakcholders in a
creative process proved to be difficult. It was therefore important to work
with the authorities and communicate each stage of the project with them in
order to gain their trust and make them awarc of the development of my ideas
as well as difficulties if nccessary.

2. Le Dire-Dire for the festival de Monbouan: local stakeholders and
targeted audience (Discursive intervention, phase 1)

The invitation was to take part in a traditional outdoor sculpture exhibition in
a Country Housc’s garden, as part of a Contemporary Theatre Festival (20-21
June 2001, Chitcau de Monbouan). Initially discussed as an artist’s
residency, the visual art contribution to the event ended up being non-funded.
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lire' © Festival’s visitors

iere made in Copper
oucm diameter
Text engraved:
'Aux Municipiens les acquits sont partis! Roulez, tournez, chauffez
ce cuivre, les rats de cave vous chercheront tout bouillou que
vous étes! C'est pas simple, faut-y encore avoir le droit, pour que

le chaos de la gnéle -faite se ressente.
FAlLINnF \/IF _ FAIl FORTF _ ARRAP.HIS fIF VIF | F DIRF.
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Still, for me, the context in the event presented an interesting opportunity for
my discursive approach over local rural heritage that surrounds the Chiteau
de Monbouan. The situation was a paradox, as [ was hoping to generate an
exchange within a theatre festival but none of the visual artists were allowed
to communicate with the actors or the theatre management taking part in the
event, The visitors and the local population were to be my sole interlocutors.
Yet, I was decided to make an attempt in seducing the theatre population by
“making a connection between a play (‘Le Chant du Dire-Dire’ by Daniel
Danis) and the heritage topic of alcohol distillation. ‘

In the theatre play, three children whose parents have died invent the Dire-
Dire. It is an imaginative object, a ball of fire around which they discussed
issues related to authority. This imaginative object represented, for the
children, the authority and the punishment. The play is tragic and describes
with ambiguity the borderline between the children’s imaginative world and
the real world, as the three of them will gradually descend into madness. The
Dire-Dire will end up destroying them by burning their house.

I was interested to make my own version of this object and to generate a
dialogue between the theatre play and the distillation of cider that was
prohibited in Brittany due to consequences for the population’s mental and
physical health.

My vision for this object catalyst for dialogue was a copper sphere: the Dire-
Dire (fig. 2). The sphere symbolises an alcohol still. The summer sun was
warming its surface and through the text borrowed from the theatre play, it
was inviting visitors to turn and touch it to induce an (virtual) alcohol impact
on their soul. The sphere was casually circulating within the festival crowed
over the weekend and it was scen lying in a vegetable garden, on a top of a
stoncwall and even in the actors’ kitchen (fig. 2).

The aim of highlighting the disappearance of heritance rights (father to son)
to produce ‘eau de vie’ was raised through discussions generated by the
incongruity of the sphere in the festival. In a playful manner, gatherings were
taking placc around the sphere to discuss its link between the theatre play and
its virtual qualitics. To connect this nomadic catalyst with its rcal world, 1
arranged for a distiller to bring his equipment and produce to give out and
taste his ‘cau dec vie’. The distiller was acting as a stakcholder gencrating
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discussion with the local population, the fesiival management and the
visitors.

The Dire-Dire generated an exchange on the heritage topic only with the
villagers. I did not rcach the actors, or the visitors. Thus, the site specificity
of this work was partially achicved. I was not expecting to have such low
visitor numbers from the nearby countryside. The subject of the Dire-Dire
" was totally unknown to the festival audience who were mainly urban visitors.
The outdoors exhibition was programmed to last over the whole summer
(July - August 2001). However, as the daily activity of the villagers did not
take place in the Country House grounds and that I wished to pursue the
discursive artwork with them, the Dire-Dire could not remain at the Chiteau
de Monbouan. I decided to further engage the relationship initiated in the
festival and draw the notion of heritage out from the village’s vernacular.

In discussion with the Mayor and other inhabitants’ representatives, the
heritage related to alcohol was not retained. Instead, I was invited to
encounter the older population of the village to identify different aspects of
its heritage that were more specific to Moulins (35).

3. Residency in Moulins: raising a project with the stakeholders identified
during the festival (Discursive intervention, phase 2)

Following the festival weckend and during the summer months, I wandered
in the village taking part in daily activitics to identify the best mode of
communication to cngage thc community with an artwork. 1 was working
with and contributing to local events, to discussions in Jocal bars and with
cultural associations.

I organiscd soirées to meet up with the organiscrs of different local
organisations and discuss further what could be identificd as local heritage in
the village and how it could be formalised as an event. The idea of socially
cngaged art or cven discursive art was unknown for most of the population.
They agrecd to help but were far from understanding the outcome of such
partncrship. They provided me with amateur videos, a space in the last
remaining stable at the heart of the village, gave me the authorisation to paste
posters on propertics of disused shop windows or those now transformed into
homes, and numerous contacts to formalise the art expericnce (fig 2).
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This residency period and engagement with the village’s population lead to
an intcrvention at the heart of the village of Moulins (35). As part of the
weekend of the International Heritage Days Event (15-16™ September), the
intervention identified three aspects of the village’s vernacular heritage and
their implications in day-to-day life: disuscd shop windows, the last working
farm in the heart of the village and the historical name given to the village.
Unfortunately the events of 11™ September 2001 occurred in New York, so
- for security reasons, many indoor Heritage Days (Les Journées du
Patrimoine'™) activities were cancelled all over France. However, as
Reposoirs 2001 was outdoors, the action took place as planned without
benefiting from the usual national and regional press coverage of Heritage
days.

4. Reposoirs 2001: Local stakeholders and a wider audience (Discursive
intervention, phasc 3)

This public art event was organised in the streets of a village of five hundred
inhabitants. I presented an intervention to the Mayor and his committec that
aimed to highlight the relationship between aspects of the village heritage
and its daily routine e.g. cultural and social issucs of importance in village
history, impact of modern life in a very rural sctting. The Mayor and his
committee approved the idea and help me with technical issues. Although my
rclationship with the villagers led to implementing an event, none of them
were actual stakcholders in the project, in the sense that none contributed to
give a dircction to the naturce of either the intervention or its content. I was
suggesting idecas that were accepted or not. However, the farmer and the
Mayor provided subscquent help in giving me access to an clectrical supplicr
and by organising a major spring clcan in a uscd cattle’s stable! No funding
was required from the Council. All expenditure was covered by my grant
from DRAC. '

Raising hcritage issues through dialogue from the day-to-day activitics
remaincd the objective of this creative process. Inspired by the villagers daily
routes in Moulins and connecting them with the traditional religious ‘altars’
(in French ‘reposoirs’) uscd during processions in rural Brittany, Reposoirs
2001 aimed to crcate gatherings at different places in the village. These

' Les Journée du Patrimoine is a National event, usually taking place the weekend of the

15" of Scptember, consists of opening up French architecture, proposing conference and
generally raising national knowledge on architectural heritage.
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interventions were to act as a catalyst for discussions on issucs related to
heritage, for example, the presence of run down and disused shops, the last
working farm in the hcart of the village and the national road that gave the
name to the village.

Thanks to the authorisation of the road and transport dcpartment, the
village’s name was temporarily altcred at the entrance and exit of the village.
- This altcration from simply “Moulins” to “Moulins sur Roches” was made
using a warning sign for projecting rocks from the roadside. The name of the
village had been changed in the early 1900s when the old muddy and rocky
road was covered with modern tarmac. The village, being built on a rock,
was initially called “Moulins sur Roches”. The intention was to cncourage
car drivers to slow down and question the presence of this ephemeral signage
and its original reference. The sign was taken down at the end of the
weekend.

Having being unsuccessful in encountering the sole owner of all the disused
shop premiscs of the village, I decided in consultation with the community to
address this silent heritage that was clearly visible through the large number
of buildings in ruins throughout the village. On the main regional road and
church square, on the way to shops and cafes, I placed purple coloured
postcrs (inspired from the purple mourning colour used in catholic
processions), on disused or transformed shop windows. They indicated ten
local business phone numbers that have no premises now in the village and
were intended to capture the attention of local passcrs-by to participate in the
discussion over the lack of visibility of these lost local businesscs (fig 3). The
population knew the phone numbers and quickly names were added during
gatherings and links made with the disused appearance of the buildings.

Finally, in agrecment with the Mayor, the sport and cultural association and
last active farmer at the heart of the village, we installed the main ‘altar’ in
the last functioning stable. This central focus point invited local people and
heritage day visitors to discuss the intcrventions in the village and the nature
of my four-months presence in Moulins. In the cattle stall, amateur vidcos
were projected of cultural and sports activities. Visitors were invited to
comment on this confrontation of contemporary life projected into a rural
local heritage location such as a stall (fig 3).

The site specificity of these interventions lay in the local knowledge that the
population had of these three topics (name of the village, over fifteen disused
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shop premises and a functioning stall for cattic at the centre of the village)

and in the discussion content that highlighted of the prescence of heritage in

people’s daily life. This contemporary version of ‘reposoirs’ or ‘cultural

altars’, invited local people to stop and consider the impact of local heritage

onto their daily life. The subject (disused shops and farming activity) was

gathered through sclf-conscious rescarch and political efforts were engaged
on the issue of the disuscd shops windows.

The work on the name of the village did not gencrate a discursive exchange
as cars were driving passed at a high speed and no dialogue could take place,
except at a feedback stage where people remembered the presence of the road
signs.

At the time of the intervention, the purple posters and the video projections in
the cattle stall generated the most intense exchange on the integration of the
value of heritage in the day-to-day life of the village. Pcople took the time to
wander and spend some time at the stall to ask questions and discuss the
notion of contemporary altars.

At this stage the protocol of exchange was studiously applied through the
three successive stages: the festival, the residency and the public intervention
as a mean of formalising, in terms of space and time, the discussions that
took place during the whole process. IHowever, my lack of communication
over the role playcd by the discursive process and the artistic intention did
not allow for pcople to beccome stakcholders of the project. They are
‘dragged’ into it in the process but do not control its flow. As the artist 1
remaincd still the sole author. The rolc of the participants in the creative
process is at this stage mainly consultative, not co-authors.

B. EXTENT OF THE DEVELOPMENT OF AN EMERGING
PROTOCOL IN THIS PROJECT

Reposoirs 2001 was an important shifting period in the understanding of
Vernacular’s protocol. Instcad of working intuitively like in Banff and as a
conscquence of the PhD research, the four phases of the protocol were
inserted into the framework and development of this project. 1 was following
a ‘semi-code’ of conduct, as I was still unable to explain to the stakcholders
the objective of the discursive artwork or to articulate their role in it. I
developed further the four phases inspired by Matarasso’s and Kaprow’s
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work into a thorough and mcthodical applicaticn through structured phases.
This carcful application of the mecthod reduced my normal artistic impulse to
act completcely intuitively. My observation and rcceptivity of the context was
constrained into application that was more technical and sclf-conscious.
These phases are applied as the experience evolves, right up to the
implementation of the public event.

. Describing my intention was still hazardous. Yet, I had lcarnt more in this

project by being reflective at each phase of the process. This project was
developed with a more critical mind with regard to the mechanisms uscd to
develop relationships towards creating an artwork. These included greater
sensitivity to expectations and assumptions from the audience and about my
own perspective as an artist,

In order to avoid making the same mistakes of previous projects (particularly
the exhibition Vernacular@Banff), artistic cxpectations and the nature of the
‘transaction’ were communicated at each stage of the process to the
stakcholders, represented primarily by the local audicnce.

The agenda of the discursive artwork was divided in three separate elcments
to clearly articulate my intention and set up an artistic dialoguc: a two-day
intervention in a theatre festival, a residency in the village and a two-day
event within National Heritage days. At each of these, four aspects of the
code of conduct can be highlighted.

“ The ‘protocol’ consists of a code of conduct in establishing a
dialogue between artists and others, This dialogue is developed over
vernacular issues through convivial exchange, a relationship with a
sclected ‘audience’. This audience is generating the clements for co-
producing an artistic cxperience working in an agreed timescale, to
produce a public event that may or may not include the production of
artefacts. “

The description in section C uscs this protocol as a semi reflective, semi
projective framework and was written both during the process and after the
public event. The three characteristics of the code of conduct are split into the
phases starting to constitute the protocol. It was the first time that I was able
to deconstruct so precisely a project during its process.
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PHASE 1. A two-day action within a theatre festival: le Dire-Dire
“...cstablishing a dialogue between artists and others...”: The role of the
Dire-Dire in identifying a common issuc between the context and my
intention

“...this dialogue is developed through vernacular issues and convivial
- exchange...”: The role of the specific context - the theatre festival - in this
discursive artwork

“...a relationship with a selected *audience’...”: Misidentification of the
stakcholders

“...audience generate the elements for co-producing an artistic
experience to produce a public event...”: The success story of the Dire-
Dire and its capacity to engage people

PHASE 2. A three-month residency:

“...establishing a dialogue between artists and others...”: The role of the
Dire-Dire in the context of a rural village and its rolc in remembering a lost
art

“...this dialogue is developed through vernacular issucs and convivial
exchange..”: The rolc of the artist’s long-tcrm presence in conversation and
contribution in village life

“,..a relationship with a selected ‘audience’...”: Agrecing on a new mode
of communication with ncw stakcholders and new context

“...audicnce generate the elements for co-producing an artistic
experience to produce a public event...”: The successful residency based
on the population kindness but nevertheless on their confuse comprehension
of the projcct.

PHASE 3. A public event: Reposoirs 2001
“...establishing a dialogue between artists and others...”: The role of the
residency in identifying the common issuc within the context of the village
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“...this dialogue is develop through vernacular issucs and convivial
exchange...”: The elements of the public event provided by the active
cngagement of the population

“...a relationship with a sclected ‘audience’...”: A project properly
addressing the audience selected and stakcholders of its content through
- raising issucs that are meaningful

“...audience generate the elements for co-producing an artistic
experience to produce a public event...”: The contribution of the villagers
through people’s ‘respective feedback taken home’ and through their direct
responses and contribution to the public event.

C. ANALYSING THE LEARNING ABOUT AN EMERGING
PROTOCOL IN THIS PROJECT

These previous four moments in the process — common issucs,
communication, dissemination and feedback - correspond to the
chronological development of the project, as well as the content of the
discursive production. These moments of the art expericnce were previously
identificd in the diagram in Chapter 3 (scction 3.2.2.).

1. A two-day action: ‘Le Dire-Dire’, in a theatre festival

“...cstablishing a dialogue between artists and others...”:

Rather than playing the role of the artist to be at ‘the disposal of® the context
to generate an artwork and identify its future participants, I explored the idea
of an itinerant object (the Dire-Dire) that would be shared and handled by the
people who encounter it. This ‘seductive’ and nomadic object was intended
to raisc interest in the disappcaring tradition of the distillation of cider and to
establish a dialogue without my presence. The quality manufacture of this
particular Dire-Dire, in its form (text on a sphere) and material (copper),
made it the ambassador of the project idea. Its aim was to gencratc an impact
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conncctmg the distillation of the spirit’s cultural heritage to thc theatre play
in the festival'”,

“...this dialogue is developed through vernacular issucs and convivial
exchange...”:

The Dire-Dire as surrogatc was a good catalyst and link between the theatre
- festival and the local heritage. However, this object was for me half of the
work. The context, including human engagement, was its other half.

The ‘form’ of the performance, lcaving an objcct casually circulating in a
festival crowd, had gencrated a convivial dialogue. Yet this ‘form’ was
closcd and had an existence around the objcct only. Visitors were left to their
own interpretation of the presence of the sphere (fig 2) and no connection
was made between the object, the distiller [invited to produce alcohol from
cider (Eau de Vie) during a day of the festival] and the theatre play. No
defined guideline or means of informing these people was in place. This
ambiguity aimed to generate different meanings in the dialogue, as much as
from the pcople informed on the disappearance of cider distillation, as from
visitors who camec for the play, as well as from visitors ignoring both
subjects. The ‘form’ of the performance intended to gencrate an artwork from
people’s own imaginations rather than from an artist’s intention. In parallel,
cameras were given out to visitors to produce their own kinds of visual
‘cvidence’ of this artwork.

The ‘form’ was ambiguous, as pcople could not give it a status. It was not
theatre or performance as no professional actor was involved. It was not an
artwork as people could touch it, walk with it under their arms, etc but
something about it was generating a respect for it as no one stole it! I would
not change anything about this ‘form’ and thc way it was placed in the
festival. It was a successful device. The only change that might have madc a
differcnce, and may be a decper impact, would have been a better

'™ «Aux municipicns les acquits sont partis! Roulez, Tournez, Chauffez ce cuivre, les rats de
cave vous chercheront tout bouillou que vous Etes! C'est pas simple, faut-y encore avoir le
droit, pour que le chaos de la gndle-faite se ressente.” Bourne (Juin 2001) Eau de vie - eau
forte - arrachis de vic, Le DIRE-DIRE, Moulins.

‘To the inhabitants of the municipality, the received (rights to distilled) arc gone! Roll, Turn,
Warm up this copper, customs are looking for you, so distiller you are! It isn't casy, one
must be entitled to it, for the chaos of the distilled hooch is been felt!” Water of life — strong
water — uprooting of life, Le DIRE-DIRE, Moulins,
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participation of the actors in the play in conuibuting to the dialogue and a
better knowledge on my part of the type of visitors coming to the festival.
None of the visitors knew about the cider distillation issuc and so were not
able to share idcas about this.

“...a relationship with a selected ‘audience’...”:

Two ‘assumptions’ were made. First, pcople coming to the festival, except a
. very small number, were not the local population and had no knowledge of
distillation hcritage. This issuc was sclected to address a rural audience.
However, that audicnce was minor to this contemporary theatre event, that
mainly attracted people from the ncarest town or even Paris. Rather than
generating debate over the heritage issue, the Dire-Dire provided an
informative dialoguc on the manufacturing of ‘water of life’ from cider.
Sccondly, I was hoping to present an opportunity for a cross disciplinary
action between theatre and visual arts. Despite many attempts, it was
impossible to raise mutual ‘expectations’ with the Festival’s Director. The
visual artists invitcd were an add-on to his festival’s program. Artists were
adviscd not to disturb the actors and individually implement their project.
They all were satisfied with this opportunity and were not interested in a
collective action with the visitors.

“...audience generate the elements for co-producing an artistic
experience to produce a public event...””:

In addition to the Dire-Dire, a local distiller (plus his still) was a key
stakcholder in engaging a discussion; sufficient visual information was not
provided to raise mutual expectations between the visitors (stakcholders) and
to gencrate a discursive exchange. The targeted audience (pcople aware of
the culture connccted to ’cau de vic) was not in place and actual visitors did
not takc ownership to engage in the discursive process over the connection
between local tradition and contemporary cultural theatre.

The Dire-Dire gencrated ambiguity and curiosity. However, 1 was not
present at the time of the festival and was not able to identify if other
unforeseen or better reaction could have happen. The point of my absence
was to sce if an artwork can carry the artist’s intention without the person’s
presence. The point was proven that it could not in this particular form.

The end of the festival saw also the departure of the audience. The Dire-Dire
could not remain at the Chiteau dc Monbouan. In order to pursuc the
dialoguc between the Dire-Dire and a new sclected audience (new
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;

stakcholders), I engaged ncgotiation with the villagers. A dialogue was
initiated with the Mayor and council representatives to scarch for a context
nearer to the village and developed the idca of a ‘transaction’ with the
population over a three-month residency'™.

1. A three-month resid'ency:

. “...establishing a dialogue between artists and others...”:

The success of the Dire-Dire during the festival helped these negotiations
and became an introductory tool for a dialogue on a shared issue with
Moulin’s local population.

This dialogue happened over a period of three months. I spent most of the
time wandering, moving from public buildings to local bars, like a
professional fldneur. The project was welcome in the village and the
villagers® curiosity and ‘conviviality’ motivated me to solicit further their
‘collective imagination’ over a possible artistic public event. As a result of
many days of various discussions and responding to my own ‘artistic
intention’, I chose three clements in the village to ‘seduce’ and ‘convince’ in
which everyday lifc had to dcal with the impact of local rural heritage: the
village’s name, disuscd shops premiscs (or those restored into houses) and
the presence of the last active stall on the village’s main street. They were to
become the ‘tools’ to ‘cngage a transaction® with the new stakcholders and
raise ‘evidence’ on the discursive nature of the artwork.

“,..this dialogue is developed through vernacular issucs and convivial
exchange...”:

I attempted to avoid the same ‘assumptions’ made in the previous artwork by
sclecting, on behalf of the community the village’s heritage characteristic
from external local living signs (Vernacular@Ban/ff in the choice of
television soaps). I deliberately set aside the alcohol issue (the Dire-Dire was
now part of the festival’s context) and ‘let mysclf be at the disposal® of the
daily life of the village to engage with the community on several levels:
conversations with the elderly, youth, with representatives of the local
cultural and sports association, discussions in different contexts to identify
which issues of local hcritage had real impact on daily village activities.

'™ Funded by the Direction Régionale des Affaires Culturelles with a visual art grant towards
artist practice development.

AWAY FROM END PRODUCT OR GENRE: A FROTOCOL AS ARTISTIC LANGUAGE
CHAPTER 4 ANALYSIS

112



The three months aimed to reveal the connections between the idea of local
rural heritage and the daily life of the village.

“,..a relationship with a sclected ‘audience’...”:
My contribution to the local theatre festival and my immersion in the
village’s activitics helped to share opinions over the issue of heritage. I was

. under the impression that, as opposed to previous experience in Banff, a clear

mode of communication was in place between the stakeholders (a defined
number of the village’s population) and mysclf. Efforts were made in
presenting me with local heritage and a good ‘rclationship’ was initiated. 1
organised soirées to discuss further (*seduce’ and ‘convince’), raise mutual
‘expectations’, intcgrating mysclf with the population, engaging in forms of
regular casual discussion at villagers’ homes. These presented all the
characteristics of a perfect and integrated system of communication. These
soirées led to their trust in providing me with the ‘evidence’ of impact of
their heritage on day-to-day tasks.

“.audience generate the elements for co-producing an artistic
experience to produce a public event...”:
A good relationship was developed with the audience and pursued in a very
informal manner. It gave mec the mcans for the disscmination of the
discursive artwork in the form of amatcur videos, a space in the last
remaining stable at the heart of the village, the authorisation to paste posters,
etc and numerous contacts to formalisc the art experience (fig 3).

The idca of socially engaged art or cven discursive art was unknown for most
of the population. On reflection this was an unrealistic expectation on my
part. They agreed to help but were far from understanding the outcome of
such partnership. There was no cvidence of a real shared mutual
‘expectation’, as I was not able to clearly articulate the artwork’s intention
and the objective of such discursive process. The villagers also never
formulated any specific demand or wish to really work on an artwork with
me. The recason for my presence in the village and my professional
competence was obscure for the villagers. We were not able to communicate
at an equal level and it was damaging the potential content of the discursive
artwork, The villagers were not given the possibility of taking ownership of
the project.
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2. A public event: Reposoirs 2001

“...cstablishing a dialogue between artists and others...”:

My decision in carrying out the work in the village after the theatre festival
and changing the artwork subjcct from Dire-Dire (family rights over the
distillation of cider) to Reposoirs 2001 (through mctaphors of altars,

. presenting the relationship between local rural heritage and everyday life)

was taken without consulting the village authoritics. The project cvolved in
response to my own ‘artistic nccessity’ and relationship with the community.
At the start of the discussions with the inhabitants and the Mayor I was not
able to explain my full ‘intentions’ and the likelihood of the outcome. The
village had no ‘expectations’, nced or request for an artist’s intcrvention.

Despite their enthusiasm in the project, a common objective should have
been included that would have cncourage the community to be more
demanding in regard to the outcome. It would have required more time but
would have developed mutual ‘expectations’ and a common understanding of
the project.

“...this dialogue is developed through vernacular issucs and convivial
exchange...”:
The information related to thc local heritage gathered during the residency
became the centre point of Reposoirs 2001. The road and transportation
department made the village sign in a ‘professional’ manncr. Yet, there was
no indication to explain this change of name. Drivers saw the change but did
not make the connection with my project.

The purple posters including contemporary business phone numbers pasted
on old village shops had the most impact in term of ‘transaction’. Making a
visual link between old and actual economic activity through this poster
created a tool for discussion. This tool appeared to be the most ‘creative’ and
‘innovative’ for convivial exchange as villagers kncw by hcart most of these
local businesses phone numbers. This connection between people on local
knowledge generated a productive discursive ‘transaction’ through
discussions in public and private places. The link between heritage, daily life
and its impact of heritage was made with simplc phone numbers.

Finally, the stall as a meeting and a projection space of contemporary cultural
and sporting activities revealed itself as an interesting means to raisc a
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‘communal spirit’ outside and within the parinership. 1t was the main altar
where discussions took place and where visitors looked for explanation or
justification. It formaliscd in itsclf a ‘ncgotiation by direct interaction® and
generated the most ‘evidence’ on people’s perception of the project. My
presence at the event made me realise the gap in people’s understanding of
the discursive quality of the event. Conversations and people’s reactions over
the altars were extremely rich but they did not have the tools to understand
. and translate their contribution to this artwork. Pcople perceived the content
of cach intcrvention and related to them as they formed a connection to their
vernacular heritage. Yet they saw this as a picture of their local heritage and
not as catalyst to discuss the situation over the village heritage. My
expectation in raising consciousness through these actions was not
communicated. Instcad, their contribution was passive (spectators) and not
active as was part of a discursive artwork. If they had been encouraged
differently in reading these actions, they would have been able to understand
their possible discursive contribution. Through some sort of sustainable
artistic activity, new responses in looking at heritage could have been raised
cnabling other forms of Reposoirs to be developed after the event.

“,..a relationship with a sclected ‘audience’...”:

Despite a good level communication, the community stayed bemused and
taken aback by Reposoirs 2001. Although the project was raisced in close
consultation with the community, no ‘institutional’ communication to
undcrstand the possible impact of such a creative process in the village was
planned. However, if the number of visitors is a measure of success, 300
glasses of wine and non-alcoholic drinks were served over the three days.

Local press and community council representatives were invited to the event
and their articles brought numerous local inhabitants and visitors from ncarby
villages and surrounding countryside to a visual art project in a very rural
context. However, no officials were present as my status as stranger in the
village had no impact on local activitics or political/social issucs and diary. A
large number of people consulted during the residency were not present at the
event. But surprisingly, the new population of stakcholders, despite being
new to the whole process, were scnsitive to the three actions in the village.

The population made me extremely welcome during the festival with the
Dire-Dire, during the residency and in their participation in Reposoirs 2001.
A few months after the project, we set up an interview in a local bar with the
Mayor, the dircctor of the local tourist centre and one representative of the
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cultural and sports committce (sce Appendix 7). To my surprise, the Mayor’s
feedback revcaled that these first impressions overshadowed deeper negative
feelings on the fact that inhabitants did not understand the nature of the event
and the rcasons for my prescnce in the village. Though he was abscnt at
Reposoirs 2001, the Mayor’s justification of local intcrest following the press
articles (mostly middle aged and clderly visitors during the event) was to be
only explained by the ‘unusualness’ of the event, their curiosity and not by
. the wish to come and sce an artwork. The evocation of ncw ‘reposoirs’
(‘altars’, a very traditional rcligious fcature in the countryside that the older
gencration practiced during catholic processions) was an intriguing issue and
solcly responsible for the turn out. From the Mayor’s point of view, the event
did not come across and did not raisc intcrest as an art event'®. It had
thercfore failed as a creative and innovative cvent.

I disagreced, as the presence of the pcople who came constituted a collective
imagination, encouraged discussions and transactions and thercfore allowed
for the artwork to take place. The artwork incited curiosity and got people to
travel a few kilometres. That was for me a successful dissemination of a
discursive mcthod despite the fact that the discursive format had to be further
communicate for a shared understanding of the work. Nadia Kerloch
(Director, Les Portes de Bretagne, tourism center)™® during the interview
advised that it would have been interesting to have a local inhabitant to
mediate and communicate the intention of the project using his or her own
words. This would have given the artwork a totally different outcome in
terms of pecople’s ownership and interest over the issue or the discursive
nature of the artwork; and probably improved the lack of conncction between
the artist’s intention and the visitor/inhabitant’s roles in the events, avoiding
the misunderstanding on the nature of my presence. This issuc is explored
later metaphorically in terms of ‘hawking’ (‘Colportage’) in the artwork
Chronicle of an announced artwork'™ (2003-2005) in collaboration with the
curator Annc Langlois.

"™ Appendix 7 Taped interview, Thursday 26 of September 2001 ~ From 18:30 to 20:00
m o

Ibid
" Chronique d'une oeuvre annoncée (2003), Stéfanic Bourne, Ailcen Campbell, Julic
Garelli, Xavier Gorgol, Anne Langlois, Violette Nemessany, Nora Schlecht, Lorraine
Wilson, 40mcube editions.
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“...audience generate the elements for co-producing an artistic
expericnce to produce a public event...”:

Although, I was the sole organiser and unable to have a continuous
‘attentiveness’ over the audience contribution, I obscerved two levels of
impact of the three actions used in Reposoirs 2001 that gencrated interest and
gave form to and disseminatcd the conversation we had during the residency.

. First, my immersion in the village led to a sclection of issues relevant to
people’s cultural and social life. The work content was accessible to the
population and local town and led to a large participation. Furthermore,
feedback from the urban audicnce from the nearest town (Rennes) was very
positive and expressed surpriscd at such a turn out for a visual art
intcrvention on rural concerns, without the influence of a local art institution.
This, on its own, was in their view a clear indication of success that the
project communicated to the local audicnce in some way.

Sccondly, the connections of these actions with people’s life generated new
discussions whercas the Dire-Dire, addressing two cultures too far away
from cach othcr ~ urban contemporary theatre audicnce and local rural
culture of Moulins - had not opened up constructive exchange. Yet, people’s
presence and responsiveness was unsclfconscious. It was gencrated by an
interest in the use of the old term ‘altars’, and their presence in the stable.
These were forming a discursive artwork but other artists and myself were
the only oncs to translate the discursive content taking place during the event
Reposoirs 2001. The implications were again the same. The population was
not informed cnough to take ownership of the project, to consciously
contribute to its form and to conduct the village’s own interpretations around

it

The code of conduct to approach a community aimed to address gaps and
‘assumptions’ in my practice. In this occasion they resulted in an ‘authored’
approach rather than the multi-authored artwork that I was aiming to achicve.
Yet, the short time allocated did not preparc the community for such a decp
dive into a new and challenging artistic process. Nevertheless its outcomes
were very encouraging. A co-production did not take place but the project
raised new ways for me to approach inhabitants and their heritage valucs,
from artistic and non-artistic professionals. Yct a common language and
ways to formulate intention was still to be found.
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4.0.3 Summary on the reflective framework

Reposoirs 2001 initiated the projective framework. Initially, the protocol of
Vernacular was a discursive tool to gencrate a public art production that
usually culminated in a sculpture or landscape. In developing this reflective
mcthod by defining and analysing past projects, it now allows me to

. understand the creative potential of dialogue itsclf as a mecans of initiating the
‘transaction in progress’, disscminating and diffusing my artwork without the
use of retrospective documentation. The creative intensity of dialogue is an
artwork in itself. Initially named ‘audience specific’, my practice’s method in
Reposoirs 2001 is an attempt to articulate the production of a process based
on dialogue in a social context. The dialogue is the technical mcans of
creating the artwork and also of giving it form and of diffusing it.

In this reflective way of looking at an artwork, it is difficult to share the local
characteristics (historical, cconomic, social) of the artwork with somcone
who is not involved in the process without providing long and fastidious
documentation. This issue will be addressed in the following project
Transition. The reflective framework of analysis (stages of process and
features of scrvice) is integrated in the carly stages of the creative process to
become a projective protocol, a code of conduct that gives shape to and
contains artistic actions. This reflective framework allows me to envision and
share the process with the participants rather than impose it upon them.

The previous two projects are preliminary stages in incrcasing the
understanding of my mcthod in cngaging a ‘transaction’ with a territory: an
artwork as a process of engaging a dialogue with a sclected audience across a
specific territory, issuc and timescale. This engagement with the population
differs from traditional participation or collaboration as it is inspirc from
their day-to-day life and its participation pursues an artist cxpectation. Its
participation is also more cxplicit in terms of consultation as the projects
evolve e.g. the latest — Reposoirs 2001 (2001) - shaped by this Ph.D research
has revealed a different way of engaging with the participative audience
compared with Vernacular@Banff (2000).

The relationship, between the artist and selected audience, proposed in the
reflective framework did not yet fulfil and define the concept of *provision’,
In a ‘provision’ expectations are mutual and the responsibilities of the
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‘transaction’ is shared between those with invested interest. Nor was it
sufficiently understood as a code of conduct.

4.0.4 Transition in 2002: a protocol as a projective framework to envision
new projects

. In contrast to the two previous artworks, Transition (2002) came closer to the

code of conduct and to the characteristics of provision of service self-
consciously before the project’s implementation, rather than applying these
as a critical framework retrospectively.

Although my practice was instinctive between 1999 and 2002, through the
analytical process of this Ph.D rescarch I was able to identify a recurrent
method in the way I immersed myself in an everyday context, raised a
collective interest and imagination. I became more pro-active with the stages
in the code of conduct defined in Chapter 3. The reflective framework of a
completed artwork is uscd as an envisioning framework that informs all
participants from the start of a discursive process and its evolution. It allows
better ways of evaluating the shape of the process underpinning my emergent
practice. This envisioning framework, although inspired and informed by
Kaprow’s and Matrasso’s works (Appendix 1), the protocol presented below
is developed from my own expericnce of cngaging with a population. In
contrast to Kaprow and Matarasso, this protocol constitutes in itsclf the
structure of the art experience, its artistic acsthetic, its communication, its
disscmination and its diffusion. All these stages form one artwork that cannot
be fully rcalised if cach of these stages is not expericnced. It provides the
basis for an on-going cvaluation of the artistic ‘transaction in progress’ in the
social realm.

TRANSITION,
Sept-Oct 2002, Acigné, France ,
(Appendix 7 for images and full project description outline and analysis)

A. THE NARRATIVE

September 2002
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The main regional road was closed of traffic, by the council
road technicians, from 7:00am to 7:00pm from the top of the
old village to the bottom of the Church. The street was
tidied, re-opened at 7:00pm and cleaned up by 9:00pm by
hired road machinery. Four speakers were installed around
the outside of the church transmitting the sound recorded
during the residency.

Q S. Bourne

Two mirrors (2.5x1.5m) on wheels were installed
at the top of the street in order to closed off the
space of the event. © S.Bourne
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Onec-month residency in Acigné funided by Rennes Métropole for
the Bicnnale “A Vos Arts!” (Discursive intervention phase 1)
Negotiation with the community council to implement a
residency under the terms of Vernacular and not in a classic term
where the artist is allocated a studio space for the month

. 19™ October 2002

Carte Blanche: de Calais a St Louis, an intervention public as a
workshop as part of a large cxhibition event “A Vos Arts!”
(Discursive intervention, phase 2)

27" November 2002
Return/debate soirée with stakeholders: Council representative,
inhabitants, Rennes Métropole representatives and few artists.
(Discursive intervention, phase 3)

1. The residency (Discursive intervention, phase 1)

This residency was initiated by an invitation to participate in an intcrnational
compctition, the Bicnnial of Young Crcation organiscd by Rennes
Métropole, a government organisation co-ordinating the administration of
different districts around Rennes. Vernacular was sclected and assigned to
Acigné by the Bicnnial’s organiscrs.

Initially cach artist should have been chosen between the biennale organisers
and the town council hosting the artist. In my case, the ‘choice’ was imposed.
It was a bit of a surprise when the community council discovered the nature
of my practice as they intended to position me for the month at the back of a
schoolyard. I was introduced to them as sculptor!

The first mecting was animatcd. I grabbed the dynamic of this opportunity to
direct the dcbate, engage the dialogue towards my vernacular method and
initiate the creative process. The council accepted my proposition of evolving
the project while in the village and immersing myself in its activitics to
identify content for a discursive artwork. They had never been involved in
such process but were curious of its outcome. The conditions of this
engagement were that I had to be weekly in touch with the Cultural Mayor
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Adjunct and 1 had to produce somcthing visihle for the biennale group
exhibition involving the nine artists in residency in other towns. Thirty other
visual art artists were also invited but in the context of an exhibition without
the possibility of a residency.

Over the period of the residency, I became aware of the council’s desire for
an urban town planning stratcgy where sport and culture activitics would take
. place throughout thc village. 1 suggested looking at this stratcgy by
addressing the villagers® ways of living. This particularity would get me to
work on the vernacular that was immaterial and directly connected to
people’s daily life. The connections between the Council’s developments and
people way of life were visible except in one arca of the village. My
proposition was to be the outcome of a dialogue between the population and
local politics and as visible as a discursive artwork! From the Council’s point
of view, they were keen on letting me explore this arca. It was for them a
way of testing the work undertaken so far and raising fecdback on urban
change and development that have already taken placed.

I organiscd my time during the residency to identify people’s routine and
way of evolving a knowledge of the town. I visited sport and cultural events
at the weckends, observed the community’s frequent visits to the library, to
the sports facilitics and I was engaged in the activities surrounding the school
or cvening classcs. I was to communicate those exchanges to the Community
Council. Each one of my movements, thoughts and encounters was to be
explained to the Cultural Mayor Adjunct. They were then subject to
discussions, agrecements and disagreements. The council contributions were
re-dirccting my thoughts and the line of conduct for the protocol, thus
leading to the next initiative within the town. The Cultural Mayor Adjunct
and his tcam were clearly stakcholders at the same level as mysclf in the
implementation and development of the creative process.

My aim in this project was to clearly implement each phase of the protocol
and to take critical account of the impact. Yet, lcamning from Reposoirs 2001,
the task was also to make it understood by the stakcholders that we were
sharing the responsibilities and the implementation of my proposition in
town. Our contribution into the creative process was to be mutual and equal.

Following this first phasc of exchange, we identificd an issue, which was the
‘impact of sport and culture activitics in the town’. I was to gencrate a
dialogue with the council representatives and the inhabitants over this
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subject. I spent the month carcfully tuning in, and trying to make no
‘assumptions’, exploring the issucs sclected and cstablishing a mode of
communication in an on-going manner. I circulated around town, created
audiotapes of cultural and sport events that were transcribed and archived
(Appendix 7). This presence could have appeared suspicious in such a close
community (7000 inhabitants). I therefore decided to set up a similar routine
as the onc to onc meetings installed with The Cultural Mayor Adjunct but to

. address a much larger population.

1 contacted the regional newspaper Ouest France'™ to establish a partnership.
A journalist agreed to work along side my evolving residency. The idea was
to plan a scries of articles for the mediation of the work in-progress during
the residency in the form of story telling. The daily reading of this newspaper
would inform a wider population on the rcasons for my presence at various
local events. The aim of the articles was not to rcveal the outcome this
presence, but rather to stimulate the community’s curiosity and interest,

The weckly mecting with the community council and the daily or weekly
articles on the local section of the newspaper were successful in generating
interest and trust amongst the population. The message was clear. Somcone
was around to implement an artwork and that person had the support of the
local authority and the national newspaper. Although, I did not know where
the dialogue was Icading, these regular exchanges were nourishing the
creative process that was itsclf the result of both the stakcholders® and my
own contributions.

The dialogue with the politicians, council represcntatives and journalist was
so successful in gencrating discussion in private homes, bars, local shops and
with professionals that 1 was asked to formalisc them into a more public
action to be sharcd by a larger part of the population, 1 suggested setting up a
public arena, strategically placed in an umbilical corridor between the Town
Hall (top of the village) and the church (bottom of the village). No particular
urban design was given to this place but yet was a major corridor, historically
and extensively used by the traffic everyday.

2. Carte Blanche: De Calais a St Louis (Discursive intervention, phase 2)

'™ Appendix 7
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I suggested an event - not an cxhibition - but rather an ‘excrcise of exchange’
that would provide a convivial, outdoor and public platform for Acigné’s
community to get involved in the discussion that took place during the four
weceks between the Council and myself. The technique and material used
attcmpted to intriguc and gencrate the population’s opinions over the action
prescnted. The action was to both illustrate the creative process so far
engaged and gencrate further discussion over the impact of sport and culture

. on the day-to-day activity of the town.

Following a scrics of propositions, the event Carte Blanche: de Calais a
Saint Louis (2002)'® in a strect of Acigné (35), was agreed by the Cultural
Office and after a couple of mectings was finally accepted by the Community
Council, The public event took place on Saturday 19th October 2002 from
8am to 7pm in a main road, closed to traffic for the day. Over twelve hours
the event invited local residents to re-discover, through their Saturday
routines, on foot or by cycling, their relationship with the heart of the village:
going to buy the bread, cigarettes, going for a coffee, or simply the Saturday
morning cyclists and runncrs passing through as usual (fig. 4).

The location chosen was strategic as a major link between the top and the
bottom of the village, and was usually heavily uscd by local, regional and
national traffic. The traffic and access was stopped and a kilometre of the
road painted with whiting by a group of retired people. Taking away the
hcavy traffic from the street revealed its architectural surrounding. People
rediscovered its volumes as well as its position at the heart of the town -
clements impossible to realise before due to the danger caused by lorrics,
buscs and cars driving through this scction at high speed.

The physical and social scale of the intervention Carte Blanche (2002) was
possible thanks to the understanding and the ownership that the council had
over the process leading to this proposition. The Council had to politically
engage itsclf to negotiate with the Prefecture to receive authorisation to stop
national traffic for twclve hours for an artwork. This engagement of the
Council added value to the artwork in terms of giving an official stamp to
such discursive project and reflected the success of the protocol in the
population engagement as stakcholders and ownership of a creative process.

" Appendix 7
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The site specificity of the work lay in how the street was re-presented to the
inhabitants’ daily habits, and how this new perspective addressed local
knowlcdge of this strect. The site had daily problems of congestion, was the
subjects of successive political negotiation over pedestrian safcty, poor
decisions of architectural and urban planning that were to bring to the
decision of a total destruction of the town’s oldest houses. Although this
project was not dcaling with heritage value, its content was still similar to the

. Vernacular (thc practice, 1999-2006) touring project: it is ‘pcople specific’

and addresscs the vernacular knowledge of the stakeholders of the locality.

2. Return/debate soirée with stakeholders: (Discursive intervention, phasc 3)

The Community Council agrced that the public experience would be
followed by a fcedback-soirée, inviting the Council’s members, inhabitants
and mysclf as the artist. The soirée took place on Wednesday the 27 of
November at 20:30',

The evening revealed the reality of the artwork. The Council represcntatives
had a clcar understanding and knowledge of the creative process and were
intrigucd by my intercst on the population’s way of living in the town. This
artwork gave them a different insight into the perception of their living space.
It provided them with another view of the soul of the village. Carte Blanche
(2002) demonstrated well the impact of urban planning on the village's way
of lifc, and the former lack of attention given to the selected strect as an
umbilical link between two periods of the village’s construction.

‘It is part of our plans in the arca and Stéfanic, without being awarc of our
projccet, has pointed out its organisation and function’ Bernard Corlay 'Y

1%, Appendix 7

5y Extract from the catalogue: ‘En ce qui concerne 1'expérience de la résidence d'artiste
Transition (September-October 2002), nous avons été intéressés par I’approche sociologique
faite par Stéfanie sur le fonctionnement de notre cité et par son investissement pour
comprendre et mettre en avant des faits, des habitudes de vie, notre fonctionnement au
quotidien qui fait notre quotidien. Son travail a permis aussi de porter un autre regard sur
notre organisation en terme d'urbanisme, de conception de notre environnement de vie.
L'exemple de la rue de Calais démontre bicn I'importance de cet axe structurant qui a été mis
en valeur par l'installation Carte Blanche: de Calais & St Louis (2002). En effct, cette rue
représente pour nous un axe majeur dans le développement et dans la restructuration du
centre bourg car il est le cordon ombilical entre deux époques de développement de la ville,

1! fait partie intégrante de notre réflexion sur ce secteur et le travail réalisé par Stéfanie, suns
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During the evening’s fecdback, both the audience and the Community
Council quickly identified the context of the artwork and its potential role in
urban planning. The audience connected the outcome of the artwork to
functional issucs (parking spacc) and engincering practicalitics (rclationship
between pedestrians and vehicles) duc to close parallels between local issues
and the context of the artwork. Most forgot that it was initially an artist’s
_initiative, which started with no brief and no rcal demand. Instcad, the
audicnce turncd toward the artist for urban design suggestions. This
successful outcome was rapidly treated as a dcsign project and raised
expectations of design’s remit for problem solving, to which I refused to
contribute, as at no time the protocol aimed to resolve or contribute to
solving local issucs. Rather, it opened new perspectives in the dialogue with
the inhabitants and presented another vision of its reality.

B. EXTENT OF THE DEVELOPMENT OF AN EMERGING
PROTOCOL IN THIS PROJECT

This is the final project in the rescarch and the best outcome of the
application of the code of conduct in the protocol of exchange with a
community. The code of conduct (outlined below) was used as a projective
framework and was implemented at the start of the residency and during the
evolution of the artwork. It was integrated into the creative process. Its
phascs were not dcalt opportunistically but strategically envisioned with the
community council.

savoir au préalable sur quoi il allait porter, a mis le doigt sur son organisation, son
fonctionnement. :

Son intervention, en détournant le fonctionnement habituel du lieu, nous a permis d'avoir une
vision de 1'espace que nous n’aurions sans doute pas eue lors d'une étude confiée & un
cabinet d'architectes. Je veux dire par-13, que ce nouveau regard sur les lieux de vie, sur leur
fonctionnement, leur organisation peut nous aider dans notre réflexion d’aménagement,
C’est une nouvelle approche qui & mon sens peut complémenter une réflexion de
réorganisation ou de construction des centres villes. Trop souvent, les aménageurs oublient
la dimension sociale dans lcs solutions et les organisations proposées sont peut étre la cause
de malaises urbains,

Comment donner ou redonner une &me 3 un futur licu de vie 7 Cette nouvelle approche, ce
nouveau regard sont une réponse et permettent de mieux prendre en compie les espaces
sociaux dans les projets.’ Bernard Corlay, Adjoint Culture-Animations
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“ The ‘protocol’ consists of a code of conduct in establishing a
dialogue between artists and others. This dialogue is developed over
vernacular issucs through convivial exchange, a relationship with a
selected ‘audience’. This audicnce is generating the clements for co-
producing an artistic expericnce working in an agreed timescale, to
produce a public event that may or may not include the production of
artefacts.”

1. A month long residency: “...establishing a dialegue between artists
and others... through vernacular issucs and convivial
exchange...”

2. A public event: Carte Blanche de Calais a St Louis: “...a
relationship with a selected ‘audience’...”

3. A dcbate soirée: “...audience genecrate the clements for co-
producing an artistic experience to produce a public event...”

These stages provide a clear gencric framework of process. The featurcs of
service and the intuitive application of the code of conduct in previous art
works (Vernacular@Banff, Le Dire-Dire and Reposoirs 2006) enablcd me to
draw out the character of the projccts as a form of provision. In this the artist
cngages in providing a scrvice to the community by cstablishing a protocol of
cxchange that raiscs questions and some responscs to local demand.

In Carte Blanche the artist (mysclf) and the community were in total
symbiosis in terms of cxpectation and ambitions. The defined mode of
communication allowed the project to achicve these ambitions by presenting
a clcar message through the event Carte Blanche within the short time scale
of a month. This artwork emphasiscs the idca of provision in its method and
rclationship with the ‘client’, This successful process highlighted the need to
be aware of the different interpretations of an artistic intervention in public
places. The project was in anyway the result of a demand. It was raised from
artistic intuition, discursive method and poctic ambition. In the process of
immersion and cohabitation with local issucs (social, political, economic),
the artist must not forget his/her own artistic objective for this immecrsion . In
this instance the reading of the event was influenced by urban planning issucs
taking over, may be, a more poctic approach. If the notion of ‘scrvice’ comes
out of this expericnce it is mainly from the authority’s interpretation. It is one
interpretation in the midst of others.
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As the specific shape of the provision reveals itsclf, it is appropriate to name
this shape a ‘protocol’ — a code of conduct to contain and imagine how the
artist might co-produce a work with others, artists or non-artists,

C. ANALYSING THE LEARNING ABOUT AN EMERGING
PROTOCOL IN THIS PROJECT

1. A month residency

...estahhshmg a dialogue between arnsts and others... through
vernacular issucs and convivial exchange...”:
From the start I gave a name to the residency. I felt this project as a real
transition in my mcthod and had the necd to give it an identity so I called it
Transition (Scptember — October 2002). The residency was going to be a
discursive transaction that would lead, or not, to a public cvent. The
residency was initiated with Community Council members through a meceting
to identify the objective of this month long working period. The nature of my
practice came as a surprise as the Council were not involve in the sclection
process and were not cxpecting to be involved so closely in an artistic
process. Yet, a common issue of intercst raised from mutual ‘expectation’
was initially identificd between the Cultural Office and mysclf - namely the
impact of the cultural and sports activitics on the daily lives and routines of
Acigné’s inhabitants,

This stage was extremcely short as, in contrast to the other situations, the
Community Council rapidly shared their intention and interest in being
involved in the process of raising Acigné’s collective imagination in
‘convivial’ form. As opposed to Reposoirs 2006, there was a demand. 1
agreed with the Cultural Mayor Adjunct to a sct of mectings for mutual up-
date and observation on the evolution of the exchange. This implemented a
rhythm of ‘convivial exchange’ and ‘attentivencss’ toward the cvolution of
work that the discursive practice sustained. It allowed us to give cach other
time in order not to make assumptions on cach other’s position on the
evolution of discursive ‘transaction’. The issuc evolved from this on-going
communication, allowing the Community Council to be informed on the
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nature of my presence and intention in their erritory, It allowed me freedom
of action in the development of the artwork and them the opportunity to
contribute to this ‘transaction in progress’.

The four wecks I spent wandering in a state of ‘attentivencss’ through the
strects of Acigné was formaliscd by speaking with the local community, the
publication of wcckly press articles, and using public transport between my

~accommodation in Rennes and Acigné, All these transactions and

intcractions contributed to form the artwork, officially taking place between
the Council and mysclf.

The work gradually evolved with this communication system in place, By the
end of the month, the Mayor wished for this discussion on Transition
(Appendix 7), initially cstablished in a closed context, to be made public.
Thus, the dialoguc on the impact of sport and culture on the village’s daily
routine included public opinion.

2. A public event: Carte Blanche de Calais & St Louis

“...a relationship with a sclected ‘audience’...”:

Informed by the research it was important to raise common intentions with
the sclected audicnce through a good communication structure. A multitude
of interactions fed regularly into the project (phone calls, messages, e-mails,
mectings, ctc'®). This flux of information provided by thcse multiple
subjcctive contributions directed the content of the dialogue. The benefit of
the convivial exchange served to inform people, who were not necessarily
initially involved in the discussion. With this communication mcthod
implemented from the start, the community naturally felt involved, the
Council was ‘represented’ in my actions and the ‘reputation’ of both the
community and mine were at stake. 1 was able to orchestrate and plan the
nature of the intervention thanks to individual expectations and intentions.
The relationship established with the council and conscquently with the
community, brought rich content to the discursive process.

The sccond stage in the relation with the sclected audience in the mcthod is
very close to the initial communication (Stage 1). The transaction is more or
less the same, the difference being that the conversations in the public rcalm
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arc not down to my control or will. The pubiic event had to directly address
the sclected audience as it relicd on individual intention in interacting or not.

The dialogue established itsclf in diffcrent forms e.g. groups were forming
around the Mayor, some passcrs-by in favour of the project were defending it
to others who were against such intervention, etc. By word of mouth the
audience carricd out further the initial exchange between the Community

~ Council and mysclf. Expanding my intention in kecping strect discussions

and dialogucs with the community, the local journalist’s articles largely
contributcd to facilitate the word of mouth and interest local audience. 1
simply could not have achieved it on my own.

3. A debate soirée :
“...audience generate the elements for co-producing an artistic
experience to produce a public event...”:
The public meeting was to highlight the population’s contribution in this co-
production,

The method applicd in sctting up ‘convivial exchanges’ in the public realm
proposcd a different type of artistic practice to thc members of the
Community Council and a new mcans of integrating community and its
social needs into urban planning. During the evening’s feedback, both the
audicnce and the Community Council quickly identificd the context of the
artwork and potential role in urban planning. This successful outcome was
rapidly treated as a design project and raised expectations of design’s remit
for problem solving such as functional issucs (parking space) and
engincering practicalitics (relationship between pedestrians and vehicles) due
to close parallcls between local issues and the context of the artwork.
However, at no time did this mcthod resolve or contribute to solving local
issues. It opened new perspectives in the dialogue with the inhabitants and
presentcd another vision of its reality. In some ways, I did not anticipatc this
practical application of my initiative. The start of the project discussion was
guided towards urban issues in order to gain a common language with the
Community Council’s. The poctic approach to their political and strategic
issuc raised a new form of dialoguc and could in some ways be scen as a
mecasure of success.

The population, present at the meeting and so involved in the process, forgot
that it was an artist’s initiative, which started with no bricf and no real
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demand. The artwork has to cngage in a poetic manner. Poctic and
consultative methods intended to raise awareness on the sclected issue, were
overshadowced by the instrumental outcome of their impact. This evening
discussion had clarificd this point.

Here is now a final point with regard to my relationship established with the
sclected audicnce, conflicting with professional artistic thinking. I was keen

_ that the evening cvent should interest local people. It was therefore necessary

that the Community Council should lead its organisation and invitation to the
Council’s premiscs, drinks, invitation design and mail out. The invitation
card had a very ‘local’ feel to it'™. I thought it was finc as it was addressing
local pcople from Acigné and their fecedback. Artists and artistic
organisations criticiscd the ‘local’ quality of the invitation card and the lack
of ‘artistic value’. The point was not to present an exhibition but have to
access to people’s opinions. This evening was a valuable outcome in the
disscmination of the discursive project.

4.0.5 Summary of the envisioning framework

The envisioning (projective) code of conduct was developed from the
reflective framework and meticulously applied throughout the process of
Transition. It generated a method that sensitised me to where crucial arcas of
judgement lay in the relationship with the community and the development
of the process, enabling me to respond to these as they arose rather than
working purcly intuitively.

The framework of art as provision of service identificd in Chapter 3 (scction
3.2.2) led to a revisiting of the narrative and chronological description of
previous artworks. My practice is now acknowledged as a code of conduct
applicd at cach stage of a process - during the scarch for common issue, in
identifying a common tool for communication, in the form of dissemination
for the public event and at the feedback stage. Each stage has to respect the
code of conduct fundamental to the acknowlcdgement of the art form as
being a discursive transaction.

" Appendix 7
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The stages uscd in the description of past projeets and inspired from the code
of conduct have guided the nature of the dialogue into an cnvisioning
structure in Transition. Each stage was planned ahcad, fceding into each
other as discussion developed. Carte Blanche was claborated through a form
of protocol in ‘negotiation and Interaction® with the community involved.
Although a clcar mcthod to rcveal the ‘transaction in progress’ was in
place, the artwork still rclics on intuition and responsiveness from the artist.
It is also essential for the dialogue to raise ‘evidence’ of its presence in the
community e.g. event Carte Blanche.

The artist and the contributors should expect from cach other the need to
clarify their ‘individual intention’ and ‘expectations’, a sign of
‘professional competence’, and respect by making ‘no assumption’ and of
mutual acknowledgement of ‘being at the disposal of someone else’. Yet,
the artist must not ignore his/her acsthetic ambition and internal necessity for
the sake of ‘doing good’ in thec community.

There is no longer a ‘mcthod’ and an art event. Instead there is a ‘repeatable
method’ that is the artwork. The code of conduct has ‘no copyright’ but its
outcome, the public event is generally triggered by an “authored’ visual
cxpression to this method e.g. Carte Blanche: de Calais a St Louis is an
‘authored’ tool in a sharable code of conduct .

4.1
‘Provision’ Practiced by Other Visual Artists

4.1.1 Examining a ‘protocol’ in another creative process:
Building/Underwood

I identificd a clear code of conduct in the method within my artistic practice
and named it a ‘protocol’. I startcd to wonder whether this acsthetic and
poctic protocol existed within other artist practices. The scarch led me to
identify a varicty of practices that engage with the public in a discursive
manner, ¢.g. Group Matcrial, Jens Haaning, Le Burcau d’Etudes, Rirkrit
Tiravanija. However their discursive practices exist through transforming the
‘discursive’ approach into objeccts as final outcome, and presenting them
within the mode of gallery diffusion. They consequently use a mode of
dissemination already structurcd and formaliscd by visual art institutions and
have no need (nor sometime no interest) to reformulate an alternative mode
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of visibility for their discursive approach or production in the public rcalm.
In other practices, the dialogue is an enabler for artistic production, not the
production itsclf.

In the scarch for aesthetic and poctic impact of this protocol within other
artists’ visual practices, I contacted David Evrard onc of the group/artwork
Building/Underwood'®. He was my sole and unique contact throughout my

enquiry over their project but was nevertheless speaking on behalf of the
" partnership. The name Building/Underwood indicates the artistic process that
cnabled artists to produce artworks to be presented at a later date outside the
context of this event. The partnership is cross - disciplinary in nature, using a
varicty of modes of dissemination and protocol” within and outwith the
institutional context. This rcal physical working site as creative process
(1999, 2000, 2001) has a complex and similar working structure to my
practice Vernacular. Both, in terms of authorship, territory of practice and in
diffusion process, Building/Underwood is a territory that exists through the
crcation of artwork, through a multiple of intcrventions, of people involved
in disscminating its process. Building/Underwood became an alternative
institution cnabling the diffusion of artworks and where the gathering
together of artists become potential works in progress. However,
Building/Underwood is the only context where the partnership exists while
artworks produccd out of this event are, or will be, visible in gallerics
scttings with the mention: “produccd during the event Building/Underwood”.

Building/Underwood was a gathering of artists that took place during two
summer months for three years. It was an experimental attempt to inhabit a
rural sitc, as a community by constructing its neccssary structurcs, by
exchanging, by ‘living the place’, by writing, drawing, taking photos, etc. As
indicated by its name, the artwork Building/Underwood (B/U) consists of the
process of writing a story in a wild territory, “under wood”. All its outcomes
are by-products or post-productions but not B/U itsclf. These recurrent events
invited artists or others professionals to stay on the sitec with the only

190 Origin of the Name *Building/Underwood’: Literal: under the wood; Nominal: from the
famous typewriter BUILDING/UNDERWOOD. The whole event aims to raise information
in order to construct a story.

" *We should not be confused between contract, terms engaging different partics and in its
literate sense “what is glued together first” that designates a group of rules, dutics
established in order to conform or to comrect relationship, to be human, social, diplomatic or
computerised’, David Evrard, translation s.bourne;, Interview with Anne Langlois, co-
Director of the artistic organisation 40mcube, e-mail of the 23/02/2002, Appendix 9
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condition being that they accepted the philcsophy of the event: making a
fictional sctting intending to study the rclationship between the participants
and the cphemeral community construction in this rural environment.

This interactive project has ‘no copyright’. It is organic and the private site is
still open to the local community and for further development. Traces,
archives or future production of artists who contributed to the construction of

~ this living environment are now the only ‘evidence’ of its existence. Each

individual is disscminating and presenting their own version of their
expericnce scparately with no control from the original partnership of
Building/Underwood.

The event Building/Underwood provided a space for reflection; a matrix
from which can be constructed artworks, art history, and sociology or
anthropology critical writings. The partnership never intended to specialise
B/U as an artists’ production. The artistic qualitics of this work arc placed in
the features of the different protocols used and that I identified in B/U.
Although not fully acknowledged by its protagonists, this aspect of the work
fceds into the critical argument of the artwork’s positioning between art and
life. It presents artists works, their creative process and ways of exhibiting in
a new perspective. In Building/Underwood, the public display of the art is
transformed in place and time into an *“exhibition” of creative processes. It is
a ncw perspective, in time (at the time of the creative process) and place (in
situ) to diffuse and disscminatc artists” works. This altcrnative is particularly
appropriate for oral and discursive productions, which are difficult to
dclocalise.

The artwork consisted of a site constructed of informal and specific protocol,
in which artists lived an artistic experience, archived and documented their
joint fiction. The project investigates an alternative cultural infrastructure for
sharing and diffusing works where artists provide to cach other a window of
visibility adequate to the relational, site specificity and discursive format of
their practice. This type of artistic diffusion is already devcloping as a
mainstream practice but is not yet institutionaliscd. New works are produced
and disscminated through individual actions and exhibitions, succeeding the
diffusion of discursive process created by B/U. Through the protocol
installed, they created an infrastructure of diffusion and redefined a
‘provision’ by providing to cach other a space to crcatc as well as the
rclational material for producing art.
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4.1.2 Parallels in Building/Underwood code of conduct and the one
of Vernacular

The phases of Vernacular’s creative process have also been identified in
Building/Underwood'’s creative process, in which criteria, value and
rclationship with the community have informed the understanding of

 Building/Underwood. This code of conduct has evolved informally or

unconsciously in B/U’s process and is discussed below from the code of
conduct (defined in chapter 3, scction 3.2.1). The protocol is evident in B/U.

1. “...establishing a dialogue between artists and others... through
vernacular issucs and convivial exchange...”:

In the Protocol Vernacular: identification of the discursive content of the
artwork with the community

In Building/Underwood: identification of the artwork Building/Underwood,
a work in process in which cach artist participating is author of this event.

Being ‘Relational, convivial® in their artistic code of practice and behaviour
helped in diffusing the work, for example inviting gucsts and local
community (‘ecological and civic® criteria). Visitors and locals provided the
‘technical and industrial’ knowledge for the construction of life on sitc.
Diverse sources of funding, both institutional and in kind from private funds
were involved (‘economic basis’). As in Vernacular, B/U, through convivial
exchange and in a ‘creative and innovation® process, questioned the
existing mainstrcam practicc —‘institution’ or ‘gallery — and by proposing an
artistic project as a form of diffusion within the artwork itsclf.

The nature of the artwork as a ‘transaction in progress’ is similar to both
practices. All involved contribute to it. The transaction is a tool that scts up
verbal ‘negotiation and interaction’ allowing a transferability of the
crecative process and the addition of new rituals into the territory.

2. “,..a relationship with a selected ‘audience’...”:

In the Protocol Vernacular: agrecing on a structured mode of
communication with the selected audience that will be used throughout the
time of the creative process of the artwork

In Building/Underwood: the site is a source for inspiration, transaction, and
ncgotiation ruled by two protocols: ‘habitat’ and ‘set’ that guided the
everyday life and work of each individual (partners) present on site.
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‘Professional competence’ is related to the “artist’s internal necessity’ and
the method is the life installed on the site. In contrast to Vernacular, here the
cvaluation was a matter for the individual and was not sharcd with the
audicnce. Yet in order to cstablish the relationship for the transaction
‘seduction or attraction’ had to be practice from cach contributor involved
and people lived on the site through a personal or working affinity.

" 3. “...audience generate the clements for co-producing an artistic

experience to produce a public event...”:

In the Protocol Vernacular: the artwork exists in the gathering of a
multitude of interprctations and common language (‘communal spirit’)
between the partners and the artist, between people and the nature of the
environment that make visible the issue raised. Each individual takes home
his own learning expericnce. These are shared by a final/informal meeting,
gathered in a publication or recently (Chronicle of an announced artwork,
2005) presented in the “exhibition of colportage™.

In Building/Underwood: no structure is in place in the discursive process to
raise a common language with the partners (individual living and working on
the sitc) and with the art world to share their expericnce on site (not their
production). The sclected audience is not a co-producer of this experience.
Despite the lack of reflective criticism within the participants over the nature
of B/U, the partnership and participants are satisficd with the result of their
own experience. Yet, Evrard indicated that he favoured the idca of a
publication gathering the multiple of products/expcricnces that were
gencrated from B/U.

4.13 Aspects of the code of conduct wunexplored by
Building/Underwood )

Building/Underwood diverges from Vernacular in the way of ‘raising
evidence’ of the discursive expericnce and in visualising the code of conduct.
Little evidence was raised within the convivial exchange by which it could
become known by its process only. The discursive work only exists within an
cxhibition context through visual works of the artists involved and not
through its process.
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The partnership expected visitors to come with their own competencics, own
projects to feed into B/U ‘s intention as a sharable working process. No
attempt was madc to identify a common ground with local pcople or with
other artists. ‘Assumption’ was made at all levels, All artists involved
assumcd the naturc of their role as they were invited to an event
communicated as an art event. Conscquently, no sharing of ‘individual
intention / expectation’, ‘no attentiveness® to cach other was installed and

. every one attended to their own needs, excepted where a shared protocol was

implemented e.g. sharing the mecals or communicating with the local
community at some given time.

The issuc of ‘authorship’ raiscd other divergences. The partnership
Denicolal / Proovost / Evrard is sole author of the process B/U but
participants arc authors of their own work produccd. In Vernacular, there is
no difference between the process and work produced out of the process.
They are multiple authors in the process and in its mode of diffusion. Yet, I
rcmain author at the same level as the others participants, gencrators of the
entirc diffusion of the process.

The place of the author reveals the unclear nature of B/U.
‘An authored creative process as usable means for all (...). It is B/U’s
confusion. It is down to the author to set something up in order for
B/U can appear as an enlarged process. We are privileged witnesses
of this project'®’.’ (DE)
But at the same time :
‘The process is the one of an author. The personalities (three artists
Denicolai, Provoost et Evrard) are very present and lead all stages of
the project. But it is shared with others. Possible that someone has the
same process, as artist or even without being one. It is the author that
chooses to share the administration and the creative process but it can
be used by all as it is a working method'*™, "(AL)

92 <Un procédé créatif d'auteur utilisable comme un moyen pour fout le monde (...) ¢'est la
confusion de BU. C'est 4 'auteur de mettre en place quelque chose pour que B/U puisse
apparaitre comme un processus commun élargl. Nous sommes les témoins privilégiés de ce
projet.” Translation S.Bourne

1937, . . L Lo

Le processus est celui d’un auteur. Ce sont les personnalités (les trois artistes Denicolai,
Provoost et Evrard) qui sont trés présentes et meneuses dans toutes les étapes du projet.
Muais il est partagé avec d'awtre. Possible que quelqu'un ait le méme procédé, en tant

qu'artiste ou méme ne 1'étant pas. Et c'est I'auteur qui choisi de partager la gestion et le
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4.2
Summary and Conclusion of this Analysis

Vernacular is a discursive practice led by a code of conduct and is a
gencrator of creative moments. Its application and mcthod of the code of

- conduct evolve the notion of visual art production from object into discursive

protocol by cstablishing a dialogue between artists and others (scction 4.1.1).

The method through a code of conduct has clearly been identified in this
chapter as an artistic production with certain characteristics identified as “a
code of conduct” in establishing a rclation with a population that will become
stakcholder of a future art event. A dialoguc, between artists and others, is
developed installing a discursive creative context. This artistic context will
be based on vernacular issuces that are specific to the stakcholders. The same
stakcholders constitute a sclected ‘audicnce’ and are co-producers of an
artistic experience. This event is co-ordinated in an agreed timescale that may
or may not include the production of artefacts.

By developing this protocol as a critical construct both to interrogate past
experience and to develop new experience, I began to understand from one
project to another, what is recurrent and what changes through its
application. For example the process depend on the people involved. The
tools use to generate their engagement might change depending of their
motivation, as might the forms of discursive transaction - public event,
object, meeting. As the protocol evolves, so does the practice and my
capacity to make informed judgements. Such production can also be
assimilated into an artistic style that is co-operative, based on a relation
between people and a structured dialogue.

Although, mcthod and tool are interrclated in my projcct descriptions, a main
key clement in this practice became apparent: the carrying out and evaluation
of the process arc the responsibility of both the community involved and
mysclf. Aspects such as ‘relational’, ‘ecological’, ‘economic basis’,
‘technical and industrial’, ‘creative and innovation’, ‘reputation and

procédé créatif’ mais il peut éire utilise par tout le monde puisque c'est une méthode de
travail.’
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innovation® (chapter 3, scction 3.2.2) are noi monopolized by the artist but
arc also part of the audicncc's responsibility and contribution to the process.
Such a primordial clement as dialoguc cannot take place if the issuc does not
concern both partics. A common issue, or subject of concern, nced therefore
to be identificd before engaging a constructive dialogue and implementing
the protocol. In the situation where no common concern is found, or that the
community docs not wish to constructively engage itsclf with the process, the
. protocol doces not take place and the discursive content is non-cxistent.

4.2.1 The most important understandings revealed in each project through the use
of the protocol

The initial key understandings arc Aesthetics and ethics, intensities and levels
of engagement, a focused intervention as they emerged from the immature
and untested protocol to the well defined and well received one. Sccond
understandings arc scale and duration of each event, the use of the
media/press, immersion in context and local knowledge.

4.2.2 Key understandings from Vernacular@Banff — exposing different
paradigms of aesthetics and ethics

In this project, the protocol as far as it was developed at this stage, exposed
differcnt paradigms of aesthetics and cthics at work. Normally in the gallery,
artist is given the frecdom to say what they want. However, in attempting to
reach diffcrent goals outside the art world the same frecdom is not possible.
The traditional mcans by which art has power - elements such as surprise,
ambiguity, dislocation - have to be handled d:ffcrcntly with more respect and
considcration of cthics in their implementation in the publu. realm.
Furthermore, the acsthetic of the visual art object is now placed on the
rclational process engaged in the discursive artwork. The poetic is therefore
placed alongside cthical consideration (sce next scction 5.5.4).

In Vernacular@BanfT there was a confusion of goals/interests in the project
- artistic, organisational, and community based. Through this artistic project
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I had the intention of nourishing both interests without making clear
distinctions between them in terms of their needs. I already had the intuition
that a discursive protocol can invest at the same time in different domains
and nourish opposite preoccupations. Despite the opportunity given, other
domains of preoccupation did not have the tools to access an artistic event
and find *food’ to nourish their own interest.

~ There was a need for a deeper understanding of my selection of the specific
‘heritage’ issue to allow for a better communication about it with the
villagers. This could have helped the project from being misunderstood, and
my making inappropriate assumptions and artwork that was obscure. A
discursive protocol arises from an attentive and receptive attitude, rather
than an imposed and an authored one.

In installing this discursive protocol in a traditional gallery, I did not
anticipated for different aesthetic positions that might somehow clash: on
the one hand, the tensions to engage discursively with a community and to
inform future practice; on the other, the tensions generated by the visitors’
aesthetic expectations of an art gallery.

By attempting to work within a discursive model, without clearly
understanding its characteristics and tools, I was unconsciously making
assumptions in my selection of the vernacular in Banff and was perceived as
outrageous by presenting it in this reputable institution - a space within one
of the National Galleries of Scotland. These assumptions, while acceptable in
normal gallery practice, sit uncomfortably within an aesthetic paradigm
based on discourse that was not perceived or understood by visitors. Rather
than presenting an opportunity for discussing an aspect of vernacular
‘heritage’, identified and visualised by an ‘incomer’ artist, the work was
perceived as an unethical action in ‘speaking for others’. This was
exacerbated by two things: one by losing the connection with the specific
group of individuals with whom I had already established contact during the
workshops — House@Work and Farmers' Marker, and two by assuming them
to be the audience for this exhibition. In fact they did not attend.

From that undcrstanding comes the nced for the protocol to be aware of
cthical considerations by cngaging in a process of the analysis of context in
advance with the sclected audience, paying much closer attention to their
expectations and to their possible contributions. In discursive work
participants are actual not abstract and need to be actively engaged.
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This project raised a second important issuc about scale and duration. The
small scale intcrventions (the three day and one day workshops) with specific
individuals or groups - trades and farmers — worked well as the event was
more focuscd, intense, and was more managcable as I was there, as artist.
The larger scale, one month long exhibition in the gallery lacked coherence
with the sctting of the gallery and lcad to confuse the visitors. It’s integrity as
~ a discursive process was lost. Duration will be discussed in more detail in
relation to the other two projects (cspecially in Transition) as onc esscntial
clement to structure a discursive exchange.

4.2.3 Kcy understandings from Reposoirs 2001 - exposing different intensities and
levels of engagement

I considered the problematic issues arising in the previous project and tried to
advance the protocol in Reposoirs by establishing a structured exchange with
a selected audience in a given timescale and by using a vernacular
vocabulary and issue. The scale and duration issue raised in
Vernacular@Banff, were addressed explicitly and deliberately in this project
as stages in the Protocol. I had generated more intensity of engagement in
short terms event rather than long one. During the time of my Reposoirs
residence [ therefore decided on a series of stages for my immersion into the
context: first contact using a catalyst with the Dire-Dire, second, meeting the
local population and contribution to the population summer activities; third,
initiating a three day intervention during a National Event. This provided
stepping-stones and point for evaluating stakeholders’ engagement and the
evolution of the discursive process. Through the use of this defined protocol,
this project exposed different intensities and levels of engagement from
tourists to local inhabitants.

The meaning of this particular discursive work (Reposoirs 2001) is
dependent upon knowledge gained through dwelling or inhabitation of the
specific place. However, the lack of understanding of the specific context of
the work (by tourists for example) does not make it more or less an aesthetic
or artistic experience for one audience or another. Interpreting the work is
simply different for one person to another depending on his or her own
knowledge of the place and its heritage (in case of local inhabitants for
example). In the same way, an artistic audience might read this work from an
artistic reference and not from the knowledge of historical dwelling. This
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project informed me about the issue of access to the understanding of a work
through a multiplicity of interpretations and meanings. These understandings
were relevant, not relevant, deep and close to my intentions, or shallow and
distant to my objectives. The importance of the knowledge of specific
context to access the work also revealed that the people involved had
different levels of engagement. In the construction of the work, this level of
engagement allows for or prevents intensities of experience of the work.

* As artist I have to constantly engage in some analysis of the specific context
and its possible contributions. This allows me to progressively discover local
knowledge and absorb its possibilities for integrating it into the work. I feel it
necessary to intensively share this process with the stakeholders to generate
their most effective engagement. I do not have an initial intention before
starting a discursive process. The meaning of my artistic intention
progressively forms itself as the protocol and as the engagement of the
stakeholders intensifies. This allows me to share it as it develops and
provides the opportunity for everyone involved to develop their own diverse
interpretations.

It is important that during the process all stakeholders gradually come to
understand the phases of the protocol and progressively take ownership of
this framework to contribute to the work. For example, in the implementation
of this protocol, I discovered the importance of the role of the institution in
the implementation of a discursive process with a population. Two key
stakeholders - the Director of the festival theatre and the Mayor of the
village - invited me or accepted my presence in the village. These official
acceptances of the project validated its presence in the village and its
working process. They both facilitated the first contact and discussions but
they both did not pursue their engagement further. If they had it might have
lead to a more intense and possibly more relevant and meaningful
proposition for the sites. '

So, the discursive process raises issues about how much freedom the artist
has to intervene or when it is important for the artist to hold back and listen
and not make assumptions. These discoveries and their impact on the
resonance of the work indicate the importance of working with knowledge of
specific conditions of context in making a work.

In Reposoirs aesthetic and ethical tensions remain. This was particularly
obvious with the Dire- Dire. Even though I initiated it, and foisted the object
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on people unwittingly, it had a certain poetic autonomy. Being passed from
one to another gently resonating and intriguing. This project was much more
successful and appropriate than Vernacular @ Banff because it bridged shared
meaning and experience, and provoked thought and engagement rather than
anger and indifference.

~ 4.2.4 Key understandings from Transition - exposing the value of a single focused
intervention

In this final project the form of the protocol changed as a result of lcarning
from the two previous project experiences. Instcad of a number of
interventions, I made one intervention that was very carefully researched
and I choose to address one defined audience: the Community Council
members of the Mairic. The project’s structure and process of analysis
were visible in advance to all involved and the vocabulary of the exchange
was a dircct product from collaboration with one key stakcholdcr, the Mayor-
Adjunct. We agreed from the start that I had to sharc the cvolution of my
protocol with him on a weckly basis; then he communicated this to the rest of
the Council members. As a result, all the stakcholders handled the protocol,
placing the institution (the Mairic) at the heart of the intervention. The shared
decision and the owncrship handled by the members allowed a certain
frecdom of action favouring a multiple of interpretations as a multiple of
views were taken into consideration.

The protocol was more effective in engaging with all stakeholders, in
identifying a common issue, and in implementing a shared intention. After
onc month of intensive discursive process, with no public action but a
recorded documentation, the council members intervened in the process and
asked me to communicate the work produced up to that point to a large group
- the cntire village population — greatly extending the body of stakeholders.
The protocol was effective in the scnse that it allowed the stakeholders to
intervene at the right time and take ownership of this process. The co-
production with the council’s members of the public event changed the
villagers® opinion of the identity of the strect proposed for an intervention
and its future development. The clarity of the protocol allowed for a much
more discursive work to take place, with the implementation of a significant
public event — not so casy to realisc at first due to numerous authorisations
required - that was coherent and made visible people’s real discursive
engagement. This focuscd single intervention was the key result of the
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protocol. It demonstrated the people’s shift fiom initial hostility towards my
presence in the village, to an acknowledgment of the value of an artistic co-
production that provoked new perceptions of an important local space.

The protocol was also greatly help by a partnership installed with the local
regional press rcpresentative (Oucest France). We met at the beginning of the
residency. Following the previous event, I realised how much information
_ can be communicated through local press as most of the population was
rcading it. Often, a large part of this population had no interest in art and felt
systematically excluded, so was not attending art mcctings, openings, etc.
Nevertheless, by being informed they often engaged discussions with
ncighbours and generated debates that were cventually coming back to me. |
was intcresting to structure those informal inputs for the benefit of the
protocol. I therefore agreed with the journalist that she will follow the
residency on a weekly basis without using the usual local descriptive article
but to introduce me at first and stirring her reader’s curiosity as the wecks
went by. No information was given on the nature of the event. She came on
the morning of the event (6 am) to sce the group painting the street and only
then we made an article on the full objective of the residency. This
partnership was key in understanding about raising dcbate outside the artist
hand rcach and visibility of a discursive practice.

The down side of this clecar communication process and rcading of my
intcrvention, lcad the stakcholders to attribute their own role to the artist.
My intention was to initiate a poetic reading of their day-to-day environment.
However, duc to the success of the intervention they gave me a new function
in the village rcorganisation — a kind of “urban problem finder” This
uncxpected attribution is an aspect of the protocol that I nced to be aware of
in future projects in order to remain poctic and not be instrumentalized. The
cthical considcrations of discursive work operate in both dircctions.
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CHAPTER YV
DISCUSSION AND CONCLUSIONS

5.0
Discussion and Conclusions

In this final chapter, a discussion of the rescarch is presented addressing the
key issues of an artistic practice as an ‘act of supplying’. First the argument
is summarised. Then each chapter’s contribution (2, 3 and 4) to the
development of new thinking and practice is critically discussed. A final
scction discusscs the protocol as an artistic production and its effectivencss
as a new contribution to knowledge, relates the new thinking back to the
context of its operation, and concludes with a speculation on the protocol’s
implications for future discursive practice.

5. I
Summarising the Argument

This rescarch sct out to evolve a critical framework for contemporary visual
art practice in the public (or social) rcalm that responds to the shift from
objcct making - artwork as product - to process making - artwork as proccess.
This brings about a change in our understanding of the relationship between
the artist, the *audience’ and the artwork. The role of the artist and status of
the artwork become interrelated and both rely on the understanding of
discourse (as proposed in the concepts of ‘relational acsthetics’, ‘dialogical
acsthetics'’). Acsthetics and ethics closely interact in a relational discursive
model involving others in co-creation of sharcd artistic experience.

As a consequence of this, we need to attend to the cthical considerations in
this model ~ authorship, ownership, and respect of participants as co-
authors, the acknowledgement of multi-authorship - to avoid the
instrumentalisation of pcople in discursive practice (both the artist and the
participants).

"™ Kosuth (1991), p.18
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As the artistic activity shifts from product to process, from visual/material to
dialogic/rclational, questions are raised about how we come to know of
these practices and how we can experience them despite their lack of
matcriality. Highlighting this alternative form of visibility, the original
contribution to knowledge describes an altcrnative, ephemeral and
discursive critical stance. This alternative visibility consists of presenting
the production as an ‘act of supplying’. A discursive artwork is ecxposed or
diffused through language or languages. A diversity of forms of
communication and modes of sharing are nccessary as both tools and forms
of diffusion constituting the basis for discursive process.

Through this language (protocol or process), a form of visibility takes place
showing a proccss as an artistic production and a critical construct. A
‘protocol’ is proposcd as an cffective means of scensitising the artist and
others to a sct of principles or qualities of working in a social context, as
well as a way of making visible/giving form to discursive practice. It is
framcd as a ‘code of conduct’ with specific features:

‘ ... establishing a dialogue bctween artists and others. This
dialoguc is dcveloped over vernacular issues through convivial
exchange, a rclationship with a selected ‘audience’. This
audicnce is gencrating the clements for co-producing an
artistic experience working in an agreed timescale, to produce
a public event that may or may not include the production of
artcfacts.’

This code of conduct is developed out of an empirical reflective study of my
own previous projects (Vernacular) as well as testing it out through new
works (Vernacular@Banff, Reposoirs 2001 and Transition) cross referenced
with relevant theoretical and practice based literature.

5.2 Positioning the research:
a Cross-disciplinary Understanding of Production as
‘Provision’

In Chapter 2, the complex visibility of discursive practice as a production
led the literature review into a varicty of cross-disciplinary and cross-
cultural discourses around the term ‘provision’. The review revealed the
nature and impacts of cross boundary discursive processes outside
traditional distinctions of art/non-art, gallery/public art, artist/non-artist. The
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review identificd systems of dissemination and language uscd by discursive -
production as means of representation.

In entering new territorics, for cxample the car industry, industrics of
service, design production (articulated by Kester, Corsani, Negri, Lazzarato,
Nicolas-Le Strat), discursive practices have changed artistic mcthods and
impacts, and challenged the art institution by taking the work outside these
recognised structures into the public recalm. However, these art practices still
require the gallery, through which peer recognition takes place, to provide
visible presence and validity of their success. This situation has given risc to
a tension between the practitioner’s need to be visible to peers in the art
world context, and his/her need for the practice to be understood in the
public rcalm. The tension is not directly connected to the type of work
generated, whether it is a sculpture, an installation or a discursive artwork. It
lies in the general public’s perception of a successful artistic production,
usually dominated by objects and traditional notions of acsthctic —
‘pleasure-bascd response’ (Kester, 2003).

The comparison of discursive processes with the service sector demonstrates
the capacity of creative practices to make a product for a consumer and a
consumer for a product. Discursive practices have the capacity to take
entreprencurial dcecisions, to intervene within social relationships and to
organise social co-opcration, These practices focus on “provision” instcad of
“production” and imitate a transition from manufacturc to scrvices where
the product exists only at the time of its making. The scrvice here is
conceived as a transient process, as an experience.

5.3
A provisional ‘Protocol’ Articulated

In Chapter 3 a working mcthod is proposed from the experience of three of
my past projects — Vernacular@Banff, Reposoirs 2001 and Transition.
These working mcthods were informed by the work of Kaprow and
Matarasso who gave me a language to communicate about the production of
processes on two fronts: art and everyday life and the concept of
stakcholdcr. This understanding allowed me to articulate and communicate
the provisional protocol and to work in shaping an appropriate form for the
visibility of a production as process.

This method is identified as recurrent in the three projects and progressively
takes the form of an articulated ‘protocol’. The protocol allows for an
intuitive proccss to grow into a complex, active and reflective critical

AWAY FROM END PRODUCT OR GENRE: A PROTOCOL AS ARTISTIC LANGUAGE
CHAPITRE § CONCLUSION

146



process leading to a refined discursive artwork. A reflective discursive
practice mcans that an artist is a rescarcher in action (Schon). I raiscd
adapted tools and methods (e.g. to sharc and communicate ideas, to facilitate
people’s ownership of each project) from cach project allowing for the
project’s stakcholders to critically evaluate the work from different
perspectives.

The ‘protocol’ is not just a tool but also constitutes the artwork itsclf. The
specificity of discursive practice revcals that the traditional private to public
three phasces of an artwork ~ intention-crecation-diffusion - is intcrconnccted.
There are no divisions in time between the artist intention, the creative
process and its disscmination. They all happen in rclation to cach other and
in the same moment of the expericnce. Each phase is made public in
contrast to the private ‘intention-crcation’ phase of a studio practice. The
conncction between them all constitutes the provisional ‘protocol’ and gives
form to a discursive artwork.

My undcrstanding of this alternative form of visibility for a visual artwork
lies in the importance of the stakcholders’ engagement and their ability in
providing a diversity of intcrpretations., This gives the practice two
particularitics: first, the vernacular ‘narrative’ used in sharing the creative
process around which the activity and discussion revolve and evolve
(provisional protocol); second, the act of supplying (myself as artist)
through which the stakcholders® engagement in the discursive artwork is
structured and takes place i.c. the protocol (artist intentionality). The
‘narrative’ is the experience generated and shared. In some cases the
narrative’s vernacular issucs are madc tangible e.g. le Dire-Dire, the posters,
the road signs, the strect washing. In another way, the ‘narrative’ of the
protocol gives form to the experience of people involved.

‘Narrative’ as the sole carrier of the artwork in a profcssional context of
diffusion is well suited to discursive visual art forms. It allows us to
disseminate the artistic action at the time of its *act of supplying® and within
the particularitics of its context.

The “provisional protocol’ through the code of conduct, in the process and
the relational action, is the artwork and its context. The protocol is
considered as a ‘matcerial’. Through this, the practice is a ‘multiplicity’ - a
multi media activity involving a host of professionals and contributors.
‘Provision’ places ownership of art within an experience that is shared and
cxchanged, not authored by a single individual. Its value as a repeatable,
sharable method is therefore hard to understand for a culture that celebrates
individual authorship, even in a post-modern context,
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In the traditional context of the exhibition the diffusion proposed for this
type of discursive production appcars inadequate to communicate its
essence. The diffusion of the protocol is explored in the moment of the art
expericence, at the time of the action and in its specific living environment -
socially conscious and politically committed.

54
The Protocol as an Intentional ‘Code of Conduct’

In Chapter 4 the provisional ‘protocol’ is analysed to identify its artistic
content and impact as artwork. The ‘protocol’ in Vernacular is a discursive
practice lead by a ‘code of conduct’ — a way of bchaving - that gencrates
creative moments. The dcliberate application and mcthod of the code of
conduct in the public domain evolves the notion of visual art production
from objcct into discursive protocol. The process in cstablishing a dialoguc
between artists and others becomes the production itsclf and is diffused at
the time of its experience through various public events, ¢.g. House@Work,
Reposoirs 2001, Carte Blanche: de Calais a St Louis.

A code of conduct, as tool for thinking and diffusing, structurcs discursive
practices into artworks. Here, discursive artworks are defined and
disscminate as process and product at the same time. Dialogical and
rclational artworks sometimes use their processes as a means of producing
artefacts to be then exhibited and diffused as artwork, ¢.g. postproduction,
Bourriaud (1998). The discursive process is a characteristic of the dialogical
and rclational experience but not its means of diffusion. The method
through a code of conduct between the stakcholders and the public was
clcarly been identified in Chapter 4 as a production. This production is
recurrent as a convivial dialogue with a selccted audience and over
vernacular issucs that Icads to the co-production of a public event. As the
protocol cvolves, so doecs my intentionality in implementing the code of
conduct and my capacity to make informed judgements. The characteristics
of the discursive practice — relational, structured interaction, shared process,
stakeholders’ engagement, multiple interpretations, necessity for ncgotiation
—generate an artistic style, shaped by the artist but not owned by him/her.
This artistic style has the particularity of having acsthetics and ethics
interrelating with cach other during the whole process —~ creation, diffusion
and dissemination.
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5'5

The Status of the Protocol as an Effective Means of Sensitising
the Artist to a Set of Principles or Qualities of Working in a
Social Context

This final scction is a critical discussion of the effectivencss or otherwise of
the protocol in a wider context. It also attempts to connect the new thinking
back to the ficld, rclating issucs to key contributors discussed in the review
of literature. I statc my contribution to the understanding of a production as
process and the elaboration of a form of visibility for its recognition by
artistic peers. This rescarch has demonstrated a clear artistic ‘narrative’
around the *“act of supplying” cvolving from three sources — the literature
revicw, my practice Vernacular and a comparison with the partnership
Building/Underwood.

5.5.1 Eight conditions required for the code of conduct to work

No commercial meaning:

The communication of the code of conduct through the term “provision”
was confused with commercial meanings (notions of service hardly
associable to the notion art) systematically leading the visitor/critic/viewer
to rcad the art project as an instrumentalisation of the art with no real poctic
cndcavour. The term’s industrial usage and cultural baggage prevents real
access to the artistic status of artwork. Despitc having interesting resonance
in its application, the cconomic implications arc too cmbedded in this term
and have discouraged peers and art critics to use the term in the art world.
The usc of terms such as ‘protocol’ and ‘code of conduct’ were more
appreciated as they were distanced from commercial meanings and
addresscd the process-oriented nature of the work.

The artist’s willingness to make thinking and practice explicit:

At another level, and in responses to intervicws on the rcal presence of the
protocol in a practice such as Building/Underwood, Langlois argues that the
usc of the term ‘provision’ has to rcmain a ‘fictional immersion’ (Langlois,
2002, p48) meaning an implicit feature, to be known to the artist only. For
her, such use of vocabulary does not sccure the existence of an artwork;
only an artistic mode of diffusion can validate the valuc of the artwork.
Langlois argues that I should not make obvious this condition as it concerns
my method of work and does not help in its visibility. I disagree. The
process is part of the diffusion thercfore hiding the use of its language docs

not help to sccure the visibility of the artwork. It might be unusual but there
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is a nccessary shift in perception required, a willingness on the part of the
artist to work in rclationship and therefore make thinking and practice
explicit. The re-casting of product to provision also rcquires a shift in
creative thinking by artists and others involved.

Acceptance of intrinsic value of art as experience (Dewey, 1934), not as
commodity or of instrumental value:

In a similar linc of thinking Ardenne (1999) maintains that art only cxists to
oppose cconomic reality — to give different notions of worth and value to the
immaterial and non-commodity. The protocol came out of a necessity to
“restitute'®™ and to render moments of everyday life (the value of lived
cxperience) into a contemporary art context. In a critical stance, the protocol
articulates the content of my artistic commitment (a ‘non finite’ praxis ‘in
socius’) and a crcative process with artists and non-artists by questioning the
status of both the art objcct and its audicnce.

Adoption of critical reflexivity by artists and others:

In discussing art in social contexts, Hal Foster (1997) criticises ‘the ways in
which contemporary art has absorbed certain methodological strategy from
anthropology and from which the authority of the artist gocs unquestioned
often unacknowledged'™’. This alludes to artists working in ficlds other
than their own where their specific skills arc not yct recognised. A vigilant
reflexivity and capacity to critically analyse arc essential on the part of all
participants in discursive practices, so that issues of power and knowlcdge
are dcbated and resolved. This is addressed in the sct of principles and
qualitics of the protocol in which the status of the artwork relies on co-

authorship with the participants and shared responsibilitics'”.

Openness to art as process in opposition to art as commodity:

The terms “service”, “protocol” or “code of conduct” can therefore not only
be used to cnhance the visibility of discursive work but also help this
research in understanding its own process. The terms can help to bring about
a wider acceptance in time of a new context for ‘living and oral art’'™, in
changing habitual thinking and safc relationships with art products. An
artwork is a crcative way of making sense of our environment, involving

¥ Anne Langlois (2005), Chronique écrite, *Chronique d'une oeuvre annoncée’, p.10
" ibid, p138
W :Le Jardin Blanc®, Metz, May 2004 by The Congrés des Blanchisscurs, ‘Chronique d'une
oeuvre annoncée’, Mctz, Glasgow, Berlin, February 0S- February 06, by Anne Langlois,
Viollette Nemessany, Julie Garelli, Nora Schiecht and Aileen Campbell.
' | am here inspired by African mask tradition, where it is more important to know how to
carve the mask and its significance, rather than preserving it.
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poctic thinking and action - not resulting i a product — a commodity to be
bought and sold.

Openness to an ethical cngagement in a code of conduct

Even if the definition of an artwork is clearly legitimised as a discursive
attitude, an expericnce outside the form of happenings and performance,
Kester (1998) highlights the lack of tools and language for its visibility as
process only. The description of the protocol as a ‘code of conduct’ has
helped in applying and communicating the artistic process in a non-art
context as a way of bchaving. It is a tool, an effective mcans to sensitisc
participants (stakcholders) who work in the public realm to the necds and
valucs of others and their possiblc contributions. Conceptualised as a ‘code’
it could be used like any other code of behaviour by artists, commissioners
or community to understand a co-operative cthical creative process, in

which they intend to actively participate (as demonstrated in Transition) or
fund.

Pecople’s willingness to see themselves as participants not consumers,
stakcholders with vested interests - a perceptual shift from passive
audience’ to active co-creators:

Although, process and tool are interrelated and generate a change in the
rcading of the artwork (from object to process), a main condition for success
is apparcnt: the handling and evaluation of this tool (the code of conduct)
arc the responsibility of both the community involved and the artist. Such a
factor is essential for a dialoguc to take place. The code of conduct is not
just about an immecrsion of the artist in the context but also of the
spectator/actor (stakcholders) in the artwork. In opposition to Bourriaud’s
(1998) description of immersed practices in the public rcalm  (curated,
authored with no rcal knowledge of an anonymous ‘audience’),
Vernacular’s protocol rclics on the stakcholder to exist. An acsthctic
experience is not imposcd upon them as a traditional authored process. In
the situation where the protocol is not shared, the code of conduct docs not
take place and the discursive content is inexistent e.g. as in
Vernacular@Ban{f and parts of Reposoirs 2001.

The artist’s willingness to reject the existing ‘art market’ and push for
alternatives:

Artists have to be aware of their potential as creative and critical forces - in
relationship — toward a new acsthetic and therefore a new ‘market’. The
cxisting art markct’s monopoly, over the dissemination of artworks as
commoditics, still imposes itsclf and should be challenged in favour of a
more diverse notion of *market’ ~ perhaps returning to one of barter and
cxchange c.g. Le Burcau D’Etudes. In contrast to artists as producers of
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visual/material commodity bascd on an older conception of formalist
acsthetics, discursive productions have to present themselves within an
alternative aesthctic framework — dialogical, rclational — and therefore
within a ncw conception of market inspircd from the scrvice scctor. Unless
artists press for new and diverse undcerstandings of contemporary art and its
reception, the term ‘provision’ will not shake off its association with
commodity as rccognised by the art market. It could be said that discursive
artists work to introduce reflection and criticality into everyday life, not to
fill the shelves of an artistic market. Are those two different kinds of power
compatible in the same market: art’s monetary value and art’s intrinsic value
as human expcerience?

5.5.2 Making visible discursive practice through the protocol

What happens when a mode of diffusion of a work in a professional context
is not consistent with its artistic rcasoning? A practice is shochorned into a
known model ¢.g. images, sounds, installations, ready-madcs, imposcd by
the legitimised and artworld’s official mode of reception and recognition.
Then form and content are mismatched. The current platform for artistic
diffusion and recognition is appropriate for a varicty of visual art practiccs
but docs not adequately accommodate the discursive nature of practices
emerging since the 1960’s. Conversations with artists'”” helped me to realise
that the formalised mode of diffusion for artwork (exhibition, permanent or
cphemeral, and publication), imposcd, as the sole mode of diffusion, could
be more than a simple communication of the practice’s impact or traces. The
diffusion can be used as a tool and method in the creative process and
‘present®™ the cxperience rather than ‘represent” it as a post-production.

Sociologists, for example Nicolas Le-Strat (2000) with his description of
‘immaterial work’, see a potential re-conceptualisation of artists’ actual
cconomic situation through the tertiary scctor’s cvolution of the description
of processes. However, the art world does not sce this shift from an
cconomic perspective rather attempts to define it as a genre through
characterizing artistic activity as an ‘act of’ production, and its
‘immateriality’ (e.g. Bourriaud and his ‘rclational aesthetic’ concept, or
Kester's description of Littoral’s ‘dialogical acsthetic’). These definitions do
not allow for the work to be visible in its process. The work still exists in its

" E-mail conversation with David Evrard Building/Underwood (January-
March 2003), Vincent Victor Jouffe (January 2003, Paris), Ivo Provoost and
Simona Denicolai (April 2005, Rennes). Appendix 9

2% David Evrard in Université du Travail, 2001, Appendix 9
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traditional traccs of the act or in the manufacture of a “by-product” to
cxhibit e.g. documentation, post-production. Processes are still considered
as a “mcans to’ create traces of expericnce. These traces become the visible
side of the work. The gallery protocol around the diffusion of art works
often confuses the ephemeral artistic object with the long lasting nature of
the artistic rcasoning. The artwork becomes a milestone of this artistic
rcasoning,.

Despite these contemporary discrepancics between discursive art forms and
art gallerics, art centres or specialised sites™', the cxhibition is still a main
form through which to legitimate a work. The general idea, from discussion
with artists and peers, is that a practice such as Vernacular and its protocol
as art cxperience addresses a sclected audience in the public realm. The art
world still believes that when people are involved in the content of an
artwork (through discursive practices), the artist nceds to respond to that
community and shapc the artwork accordingly, possibly losing autonomy.
The gencral belief is that therc is different expectation between the
environment of the gallery and the public realm and that the artist has to
always adapt and form his work with compromiscs.

I do not belicve this vision. I think a work can be as challenging in the
public rcalm as in the gallcry — sometimes more so. This is the rcason, why 1
am proposing an altcrnative, not a rcplacement to the gallery model, but
insisting on rccognising the value of the impact of the expericnce within
people’s lives (both artists and others). Pcople become the ‘carricrs’ of the
work through discussing it with others and providing a form of visibility
through their actions. 1 call the stakcholders who carry this action the
‘colporteurs’. This became the main form of visibility of my practice
Vernacular since 2006, The art form is cxhibited and made visible through
the narration of a living presence.

The discussion around the ‘act of supplying’ as ‘provision’ in the tertiary
scctor has been a catalyst to form a language of process in this rescarch.
These sources allowed me access to the concept of provision in terms of
creative and intellectual competences as ‘product’, and an emerging
vocabulary addressing discursive and action based practices (immersion,
protocol, narration as diffusion, ctc). This implics an alternative mode of
reception of the artwork that is in itself production-communication-
dissemination. It is an altcrnative to the traditional art production relying on
by-product and post-production. In addition to this, the language of process

2 pamon Tio Bellido, (2000) *No Copyright’, Trans-actions, ou les nouveaux
commerces de 1'art, Rennes, PUF
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provided by Kaprow (1993) and Mataraszo (1997), gave Vernacular the
basis for its code of conduct and an opcrational independence.

Discursive artworks (such as those in Vernacular) have resonance and value
only in the spccific context they arc created. The production and
dissemination processes arc intrinsic to cach other and gencrate a creative
process and therefore an artistic production at that time, in that place. No
transfcr or repetition of a past event is possible into an art institution or
elsewhere through the vehicle of exhibition. Instead of attempting to transfer
the intention generated in the public realm, the discursive process will
extend its work (started in the public realm) in the gallery context by using
other tools or forms of language. For example, in my recent work Médousé
2007, a ‘whispering cvent’ that took place at the Palais de Justice will be
exhibited generating a similar level of conversation between people, through
recorded ‘whispering’ texts played in small objects and large photos. The
exhibit will give a context to the work and the visitors will carry their
expericnces and memories of the work adding to its discourse. This example
differs from Vernacular as there is a sct contract with the ‘colporteurs’
where they become the official memory of the work.,

The work resides in the stakcholders® memory and can be recollected in
their own storics that will have their own interpretations. For example, in
Transition the Mayor came out to talk about the project to some people who
camc to this event, and they cventually became contributors. Such
contributions have since been structurcd in the form of ‘colporteurs’,
working in partnership with actors or people whose work is about recalling
(c.g. clerk in law court, 2006 - discussced above).

The intervention of the local press is part of the process but does not
constitute the only obviously visible form of the artwork, as it does not
present a diversity of viewpoints. The press might be a partner like any
other that 1 invite to generate a dcbate at the same lcvel as any other
stakcholder. The usc of the press and media is not a system inscribed in the
protocol and the contribution of the media depends on the nature of the
work and the context. However, in Transition, the role of the press/media
was most effective in raising debate about the project and keeping it visible
in the public consciousness.

The originality of this research perhaps docs not lic in the attempt to define
a practice in the social realm but rather to help alter the way we sce and
recognise an artwork in the public realm from object to non-object. It is
about a shift in perception, so that we sce, perceive, feel, experience,
cmbody in different way — not simply make visible. This research reassesses
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the artwork’s diffusion as ‘narrative objcct’ through its relationship with
artist and audicnce. The protocol as art form is a new system of involving
the ‘audience’ (as passive recciver) to become active contributor and
disscminator. It proposes an alternative for people to become consciously
and politically committed to art through a diversity of forms.

5.5.3 The particular value of art and the artist’s motivation in
discursive practice

Although artists lcarn from other professions (c.g. the scrvice scctor) and
evolve their practices into new territory, the art market remains traditional
with economic or exchange valuc based on the commodification of
artworks. Despite the on-going cvolution and domination of the tertiary
scctor’s economic impact on socicty as a whole, the art world scems to have
difficultics in formalizing a new type of markct and in raising critcria for
valuing a discursive protocol without traces or end product. As we have
scen the gallery model is inadequate for the full visibility of practices in the
public realm.

So why would artists working in the public rcalm want to be part of the “art
scene’? Artists have to reflect upon their practice in rclation to an art
historical and commercial context in which they evolve. Their practice
cxists as art in relation to their predecessors and peers. Whatever
definition®? we aim to sct, the artist still has to fight against the traditional
principle that the value of a cultural product, or any other, is defined by the
consumer and by the laws of supply and demand. However, spccialists ~
¢.g. critics, art historian, art institutions - define the value of art. Despite the
artist’s neccessity to actively sustain his/her work and to remain self
reflective in an art context, artists have to find a way of making both
practices compatible without having to transform their work into
commercial artefacts, thus compromising their integrity. This might be done
by the usc of an appropriate ‘narrative’ for the dissemination of the work. In
this scnse a narrative is a form that narrates the discourse or the way a
stakcholder will narrate a past event. An artist carrying out a creative critical
practice has a rolc in challenging and changing perceptions.

M Bourne, S. (2003) Abstracting the facilitation of an inclusive social process: Analysis of
the role of the artist and author in an inclusive creative method, in Public art and Urban
Design: Imerdisciplinary and Social Perspectives ~ Analysis of the role of the artist,
Designer and Architect as Fascinator of Inclusive Social Process ~ October 2-4, 2003 -

Barcelona, Appendix 8
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In the context of this rescarch and bascd on my practice Vernacular, 1
attempt to merge both necessitics: to go out and be understood in the public
realm by its large ‘audience’ and to be visible in the art world. I still nced to
address the latter but an emergent form of response is found through the
narrative (discusscd later in scction 5.5.4). The intention and the
engagement of an artist in a discursive artwork arise from a creative
immersion in a context with the objective of an authored action. Yet, when
it comes to thc moment of the experience, the code of conduct can cngage a
sharcd responsibility for the intervention. The consequence of this sharable
method of discursive artwork (multiple diffusion by the participants) aligns
the artwork to issucs such as ‘professional competence’ and to sensitivity
about not using pcople as a means to an end or the artist hersclf not to
become instrumentalised by the community. An artistic intention and
motivation are cssential to conduct an artistic action. It will still be possible
and interesting but radically different in its form and content if the protocol
is conducted from the perspective of a politician or a journalist. The artist
docs not provide the answer but has to achicve a ‘re-presentation’ of a
rcality, a crcative and critical vision as an altcrnative form or perspective of
a rcality c.g. Transition. The artist gives form to a dialogue and, through
poctic tools and depth of previous creative experience, gencrates an
outcome of cxchange that would not take place othcrwise. Only the artist
dccides, following the public cvent, on the boundary between art form and
community development. The artist is the solc onc to draw the limits of
his/her work.

This rescarch reasscsses the set of principles and qualitics required by the
stakcholders — including the artist - to implement a discursive artwork in the
public realm, The rclational art form is a ncw system of convening of the
audicnce to become contributor and disseminator. In Vernacular's protocol,
the ‘gathering around’ an art work is not just an artist’s invitation for the
benefit of a represcntation of the artist intention and acsthetic in a gallery
(e.g. Relational Aesthetic, where people are instrumentalised to the artist
own cnds such a show); but it is a complex code of conduct in the public
rcalm for all concerned with the discursive process.

The artist needs a capacity for decp immersion as a way of noticing the
unscen, making the invisible visible, making connections that no one else
sces and engaging with the participant in the creative process. Concepts of
‘site specificity’, ‘immatcriality’, and ‘rclational’ arc not new in describing
an artistic acsthetic. These qualitics have been established in regard to a
production based on objects and used to describe a genre c.g. public art. In
contrast, the rescarch’s contribution is this description of the protocol bascd
on a method or a code of conduct mutual to the artist and the audience in the
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public rcalm. Stakcholdcrs have never been included in this particular way
as contributors of the valuc of art. They have been exccutors of artistic
strategy or creators of artefacts (in community arts for example) but their
contribution has ncver been actively recognised in this specific way as part
of a decp and challenging creative process - at least, until recent years - with
the exception of work such as Matarasso’s. The discursive practice docs not
have a social objective of service to the community but invites it to
challenge its own perception of a creative process through a sharing of idcas
lcading to an artistic production. Here the contribution of this rescarch is a
language that addresses both the spectator’s and the artist’s immersion in
and understanding of this process. This shared language enters as well as
into the art institution through its mcthod as code of conduct and not as a
genre of work. It is a new aesthetic bascd on a new understanding of a
rclational form of creativity, a form of visibility for the crcative process that
raiscs new aspects — shared process, engagement, responsibilities and code
of conduct ~ in the context of an artistic practice.

Yet the social link remains a cross to bear for discursive practices. Examples
such as Littoral are disconnccted from the contemporary art market, and
Ukeles’s performances from the 1960 are barcly known by current
practitioners in the public realm and do not exist in the art market. The
means by which thesc practices are documented, taking on a new life within
the art world’s publicity nctwork, are inadcquate to a kind of practice that in
Kwon's (2002) words ‘no longer sccks to be a noun/object but rather a
verb/process by provoking the viewers’ critical acuity™™. My motivation
and judgements are to highlight this relationship between people and their
public space and in someway making it visible at the time of a discursive
artwork. Along with my own need in defining a new ‘narrative’ for the
production of my practice Vernacular, 1 wish to react against what Kwon
terms the ‘increasing trend of relocating or reproducing one unique site-
bound work raising new questions concerning the commodity status of such
protocol®™” (i.c. relational aesthetic). The repeatable nature of the protocol
exposes a crisis for galleries and institutions concerning the status of
authorship and therefore ownership of the artwork as commodity. The art
market calls for an extended definition of discursive processes into an
artistic commodificd status. The availability of discursive art does not sit
well in the market - this kind of art calls for another form of economy which
values relational skills and competences - of an individual to generate a
shared dialogue and creative process — and not an economy bascd on the
subjective and specialised judgement of object. Artists have an esscntial

5 Kwon (2002), p.7
2 ibid, 31
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role to play, for their own sustainability as well as that of discursive
practices as art forms, to challenge and critique the traditions of the art
world and its markct.

5.5.4 Aesthetic/ethical tensions and positions in discursive practice

When artists work in rclationship with others, cthical considerations must be
attended to. The relationship shapes the form and content of the work and a
particular kind of acsthctic emerges as a result. So acsthetics and cthics can
intcract creatively throughout a discursive artwork. I see them as having
constructive tensions between them. The poctic comes out of the respect that
cveryone onc involved shows to cach other. The cthics, that form the
acsthetic of a discursive artwork, thus the identification of a code of conduct
as mcthod, is to let contributors take ownership of the artwork, including the
possible divergence from the artist’s initial intention towards the
community’s own cxpectation. From the moment people are invited into the
process, the artist’s acsthetic has to account for the opinions of others. So
the artist must be prepared to listen and be attentive. Listening is not simply
a passive activity. It constitutes an cssential part of the dialogical process
and is therefore embedded in the code of conduct and as such has cthical
dimensions.

The driving force through the multiple interactions and voices in the
implementation of this evolving protocol is the uncxpected result that such
mcthod can create. The conception of the public recalm as pcople’s
‘property’ is under-explored, especially from the perspective of the artist.
When this concept is shared and developed with the stakcholders,
rclationships generated around this ‘property’ - for example, local heritage,
an inhabited street, green space - are especially rich in creative potential and
offer poetic opportunity for new thinking and actions within a relational
model.

The contribution of this rescarch is an emerging understanding of the role
played by the stakcholders in the visibility of the work. This role cannot be
dissociated from both concepts of aesthetics and cthics. The poctic comes
out of the relationship initiated and the stakcholders’ engagement in it - out
of the narratives (lived experiences) provided by the different professions
involved, politicians, teachers, plumbers, people in gencral or specialised
story tellers. However, at the time of the project-based part of the rescarch

™ Also informs professions and self employed, in Picrre Michel Menger
(2002) Portrait de |'artiste travailleur, seuil, p.25
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(2000-2002), the idca of pcople as “carricis® - communicators of discursive
practice is only suggested, very informally and certainly not developed as a
main means of visibility for a work. For example in Reposoirs 2001, Nadia
Kerloch mentioned in her interview that if I had involved people from the
village in the cvent stage and asked them to explain the project to others,
this would have gencrated much more discursive content. In Transition
(2002), by ‘accident’, the Mayor became a “carrier’ of the work when a bus
full of visitors came to sce the work in the strect that was cleancd out. The
term ‘colportcur™’ of an artwork is the post rescarch result, out of a two
years project with curator Anne Langlois - Chronicle of an announced
artwork (2003-2005) and rccent artwork (2006, Médousé). This
visualisation of Vernacular's acsthetic involves accepting different versions
of the same cvent without making any change to these interpretations. One
version of a ‘carricr’ constitutes onc aspect of a visibility of the artwork but
cannot represent the artwork on its own. The cthic is to respect the
multiplicity of viewpoints to diffusc onc artwork.

The rescarch’s contribution is a sharable form of communication, based on
respect and attentiveness, to generate a creative process in the public realm.
This cthical awareness includes welcoming the participant’s contribution as
part of the artwork’s visibility. This aesthetic is based in the views generated
by the process between the stakcholders. My wish is that it does not just
make visible an arca of practicc and its acceptance in the current artistic
world of diffusion but that these sequences of oral narration arc integrated
into art collcctions. The capture of discursive practice can be done in an
appropriate form (narration, oral form, oral contract, ‘colportcurs’ ctc). The
artwork is not substituted by the production of artcfacts and traces. Rather it
is the spectators’ action and understanding of the artwork that is the “non-
finite” forins and always diffuscd at the moment of the action or potentially
carricd to the locations of others. So the acsthetic is in the action, the
relationship, the moment and the living memory of the art expericnce.
Examples of this kind of action alrcady exist using contracts or writtcn
documents®” or ‘oral buy® at a meeting.

8 «Chronigue d'une oeuvre annoncée’,2003-2006

27 Neal Beggs, The Helvetic system, 78 star map -poem in space- Frac lorraine, 2006
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5.6
Implications for Future Discursive Practices: for the Artist, the
Participants, and Funders

From the experience of practice (Vernacular's and others), and from
receiving feedback from stakcholders in discursive artworks, it appears that
the impact, visibility and success of discursive practice is no longer
questioned. In their practices contemporary artists do sct up “a transaction, a
‘trade’, a sort of contract that accepts a protocol much more assumed and
determined by the audience®”, In this kind of transaction, the initiator/artist
of the rclational acsthetic operates more like a ‘revealer’ of a situation than a
‘provider’ (Tio Bellido, 2000). So the protocol could been scen to offer
other discursive practices a mcans of cxtending this undcerstanding of
‘provision’ and perhaps making their processes more cexplicit. Practices such
as Building Undcrwood, Group Material, Jens laaning, Le Burcau
d’Etudes, Rirkrit Tiravanija might be interested in considering this. From
discussions with some of them (Building Underwood and le Burcau
d'Ltude), aspects of the protocol are recognised intuitively in their practices.
However, neither wished to go so far as to open up and share the content of
their practices through an explicit protocol. The belicf persists that the artist
studio is still the place where the magic takes place and that is a private
spacc. If the protocol were to be taken up by others 1 would imagine that
they would modify the code of conduct with regard to their understanding of
it and also depending on its application into their own practices. I would not
take the initiative in “sclling” this mcthod to others. It is not for me to find
fault in another artist’s practice. The protocol is not a product to scll to
improve a practice or for financial gain. It is an artist’s work that can inspirc
- or not - other artists. Further to this inspiration, it can help other artists to
cxplore and to sustain a critical practice as it provides a framework for
action and reflection.

However the relationship between artist and what we uscd to understand as
“public” has changed. The reception of the work is no longer passive. The
transformation of the ‘audience’ (the public) into a creative co-author,
through the artist intention of working in the public realm with a specific
audicnce, has changed the rccclgtion of the artwork. Yet, this new status of a

relationship on cqual terms®™® between audience and artist should not

208 . . . , vy s .
Ramon Tio Bellido, in No Copyright (2000) in Trans_actions, ou les nouveaux
commerces de 1'Art, Presses Universitaires de Rennes, p.12.

20 S chmidi-Wilfen, S.(1997-1998), p.93
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change the artist’s vision, and the qucstion remains: through this ‘provision’
what kinds of issues can these socially based practices challenged?

The impact and influcnce of discursive practices both in the art world and in
communitics cannot be denicd and helps in developing a better
understanding of art and the role of artists through their methods and
attitudes. It is the artist’s responsibility to prescrve the content of the work
from being compromised by the possible demands from the partnership that
has been cstablished. This is often difficult to negotiate with respect to
public funding or political restrictions. The artist has to remain frec to act
creatively. The strategy uscd to integrate such financial and political
constraints and implications remains to be addressed in future rescarch. Yet,
frcedom is found in limitations — rules, regulations and specific
requircments, Limitations can be creative stimuli. So, there is no limit to the
protocol as long as it is apply within thesc limits,

This rescarch’s contribution to knowledge is an cxplicit protocol - code of
conduct — that makes visible an artistic production by giving form to
discursive practices whilst attending to the necessary required acsthetic and
cthical precoccupations of the artist. This protocol is a sharablc critical
framework between artist and others, It is built on existing performance-
based practice in the public rcalm and notions of rclational and dialogical
practices. The protocol provides a language and a structure to make apparent
cphemeral/immaterial practices in the public rcalm and to sustain their
cxistence in the public or private space.
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Glossary
This section provides a short glossary that aims to define background and
vocabulary of the concepts of process in visual art and its application in the

context of the practice and used in this document.

~AFtist
A contemporary practitioner working in discursive manner in visual art with

and for a particular audience on a particular issue.
The artist is a ‘sign operator’, who models production structures in order to

make significant copies. An entrepreneur/politician/director (Bourriaud,
1997/98).

Body Politic
The people of a nation or the nation itself considered as a political entity.

Characteristic
A distinguishing quality and attribute of a practice (Collins Dictionary

1999)

Criteria/Criterion .
A standard by which something can be judged or described (Collins

‘Dictionary 1999)

Discourse .
The ability to reason. Obtaining from reason and argument instead of

intuition (Collins Dictionary 1999).
A unit of text used by linguists for the analysis of linguistic phenomena that

range from more than one sentence.

From Mediterranean language from discursus - argument. From Language:
a running to and from, from discurrere, from DIS (Verbal communication) +

currere to run - A critical argument (Collins Dictionary 1999)

Discursive aesthetic
Discursive aesthetic consists of obtaining artwork by reason and argument,

from discourse, rather than intuition. (E.g. artist gathering information from
dialogue and conversation in order to built an ‘image’ of a site instead of
building this ‘image’ without external contact, from personal intuitions

only)

Relational aesthetic
Aesthetic theory consisting of judging artworks on the basis of the inter-

human relations that they represent, produce or prompt (Bourriaud, 1997-

AWAY FROM END PRODUCT OR GENRE: A PROTOCOL AS ARTISTIC LANGUAGE
GLOSSARY

171



98). (E.g. a set installed in a gallery by an artist in order to invite visitors to
act upon, cooking reading, consulting the internet, having a coffee, etc...
encouraging the visitor to initiate a relation with another)

Heritage
Inthis research context and particularly in the practice Vernacular, heritage

does not relate to the built environment but to human relations with our
environment. The concept indicate its visibility enhanced by the project and

the individual’ value given to it.

Immaterial work/Le travail immatériel'
Immaterial work consists of advice agencies, designs, services production,

communication, intellectual and artistic activities as the centre of new

economic production and service work'
“An activity producing the informative and cultural content of the product

and its cycle of production.” Lazzarato (1996)

A highly cooperative work that only exists in this collaboration network and
flux outside the dimension of community life. This collaboration, consisting
of the production, is provided in intellectual, proximity and community

relationship implications.
It is information and communication, therefore it is language.

It functions as an ‘interface’ between production and consumers, as it
integrate directly the action of ‘consumption’ (desires and values) as
creative moments in the social network of the enterprise.

The relationship with the consumer is central to the cycle of the production.
The ‘product’ service become a social construction and a social process of

‘conception’ and innovation

Impact
The impact of a project is the sum of the outputs and outcomes, an overall

analysis of its results: unlike the outcomes, the impact of a project may
change over time as subsequent events unfold.
(F. Matarasso, p68, Did it make a difference?)

Indicator:
An indicator is something, which will reveal whether progress has been

made towards a given objective; indicators may relate to inputs, outputs or
outcomes. (F. Matarasso, p67, Did it make a difference?)
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Inputs
Inputs are the resources applied to achieving the objectives typically

finance, staff and time. (F. Matarasso, p67, Did it make a difference?)

Interactivity (art)
Interactivity is symbolised by relationship between individuals, in the form

of participation, transaction, meeting, conviviality and collaboration.

Outcomes
Outcomes of a project are perhaps the most important question though

outcome data are of limited meaning without information on inputs and
outputs. At their simplest, outcome indicators seek to identify what the
result of an activity was what change occurred because it took place.
Outcomes may of course be partly or wholly negative; they may also be
unexpected. Outcomes touch on issues of quality and there is still much
more to explore in this area. (F. Matarasso, p67, Did it make a difference?)

Outputs
Outputs are things produced as a result of an activity e.g. y number of

performances attended by x number of people, the production of art work
etc. (F. Matarasso, p67, Did it make a difference?)

Pluralism
Artists, issues from the tradition of popular culture, during the late 1970°s

and 1980’s develop the concept of ‘pluralism’ relating their work to a
cultural diversity in terms of mediums and contexts.

The notion of ‘pluralism’ has been associated with a loosening of the
authority of the Modernist judgements. (Harrison & Wood, 2001)

Protocol
The formal etiquette and procedure for state and diplomatic ceremonies

A record of data or observations on a particular experiment or proceeding
(Collins Dictionary, 1999)

Post-production
A technical term from the aud10v1sua1 vocabulary used in television, film

and video. Refer to the set of processes applied to recorded material, a set of
activities liked to the service industry and recycling. Artwork created on the
basis of pre-existing works. More and more artists interpret, reproduce, re-
exhibit, or use works made by others or available cultural products.
(Bourriaud, Postproduction, Lukas & Sternberg, NY, 2002
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Provision
The art of supplying (Collins Dictionary, 1999) through visual art practice,

as an alternative to object based production of art

Service provider
Being in a ‘state of availability for use by the public’ (Collins Dictionary,

- 1999), providing a practice as a service in response to a ‘demand’.

Stakeholders
It is used here to mean anyone who can affect, or be affected by, an activity.

Some people, such as participants may fall into both categories i.e. are both

active and passive agents in the process.
(F. Matarasso, p68, Did it make a difference?)

Status
A social or professional position, condition or standing (Collins Dictionary,

1999)

Taylorism
1918, from the engineer Taylor, scientific method to organised the industrial

production, by the maximal utilisation of tools, strict specialisation and
removal of useless movements. Also called Taylor’s system. (Petit Robert 1,

1977)

Tertiary sector )
(of an industry) involving services as opposed to extraction or

manufacturing, such as transport, finance, etc (Collins Dictionary, 1999).
Primary Sector is industry as extraction or manufacturing. Secondary Sector

is agriculture.

‘Value ‘
The value of a project is always relative to its cost and other inputs, to the

impact produced, to its context and to what might be produced by
alternative expenditure. The worth of an artistic activity ultimately, and
quite properly, remains a matter of politics. (F. Matarasso, p68, Did it make

a difference?)

Vernacular
Is a vehicle and acts as a source of database in the research. It was originally

the title of an ‘audience specific’ touring exhibition, The word ‘vernacular’
indicates ‘language’, ‘communication’, and the non-object, at a local level.
These notions represent the core structure of this touring project in that they
constitute the groundwork and the base for the development of each project.
The dialogue initiates and develops each artwork in response to places. The
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touring structure is intrinsic to the content (vernacular dialogues) of the
project.

The concept -a series of vernacular dialogues in a nomadic structure-
challenges the notion that site specificity does not only relate to the
physicality of the location and therefore can be applicable to a nomadic

--concept.

The interventions as dialogue, stakeholders including myself, are facilitating
opportunities, so that the audience can see the potential of dialogue on a
specific issue that relates to their locality and way of life. E.g. Vernacular in
Glasgow was a collaborative investigation with hospital staff into the
changes of nurses practices in elderly care, within the traumatic context of
an Hospital closing down and its inhabitants been relocated back to the
community, to nursing homes and hospitals. Taking this approach from
locality to locality in Austria, Scotland, France and Norway in this project

constitutes the nomadic element. (Bourne)

Work in Progress (or progress based work)
Project including the whole creative process, from thought to manufacture
and exhibition as one, where the viewer is both contributor and spectator

from start to finish.
The creative process is realised by the artist and the viewer, both

stakeholders of the creative process.
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The table below resumes the above structure aside with its inspiring structure of
management and structure of the art experience.

MATARASSO’S

PROJECT MANAGEMENT
(SB: Reflective framework)
Evaluating community based

,/

arts and business partnerships'

KAPROW’S

MODELS OF
COMMUNICATION

(SB: Envisioning framework)
Five modes of communication
rooted in everyday life’

BOURNE’S
PROTOCOL VERNACULAR

Four stages of the dialogue, a
protocol as art experience

1. INPUTS
Planning, agreeing the project’s
purpose

1LSITUATIONAL MODELS
Commonplace environments,
occurrences; and customs, often
ready made. :

1. COMMON ISSUES: ¢
Identify common issue and;
objective between purmt.rs &
amst aimg’

2. OUTPUTS
Choosing indicators and
monitoring methods

2 OPERATIONAL MODELS
How' things. and customs work
and wlaat they do

2. COMMENICATION‘

AGREE]NG DN MODES OF

COMMUN]CATION &

‘ MONITORING METHODS FDR THE

“ : -} OVERALL.OP-THE PROJECT®
‘3. OUTCOMES 3. STRUCTURAL MODELS 4. DISSEMINATION: :
 Carrying out the work Nature cycles, ecologies, and the:| Reporting back; raising néed - .
TR forms. of thmgs, piaces, and\_ for didactics or relyingon . =
human aﬁmrs communal spirit; publication &
T : -/ public-meeting if appropriate’,
4, QUALITY 4, SELBREF!LRRING OR . 1.5, LEARNING: ‘TAKING -
Analysing and assessing the FEEDBACK MQDELS " RESPECTIVE FEEDBACK
outputs & outcomes Things or events that *talk” CHOME? e
about or reflect themselves Reflective period scparatmg

partners from artist aims,

5.IMPACTS
Reporting back and planning
forward

5, LEARNING MODELS
Allegories of philosophical
inquiry, sensitivity-training
rituals, and educational
demonstrations,

N/A

Table 1.1 Summary comparative of three modes of evaluation of the art expenence ,
DURATION OF THE ART EXPERIENCE . ;

See Glossary for terminology

! F. Matarasso (2000) Did it make a difference?

2], Kelly in A. Kaprow (1993) The Blurring of Art and Life, p xvi & p130
3 Appcndlx 4, meeting schedules

Appendlx 5, Press Cuttings

Appcndlx 6, Transcript public mecting & publication
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MATARASSO’S KAPROW’S BOURNE'S
PROJECT STRUCTURE OF | PROTOCOL
MANAGEMENT THE ART VERNACULAR AS ART
EXPERIENCE EXPERIENCE
Evaluating artworks | Return to the Communicating the creative
OBJECTIVES impacts in community { innocence process in progress
- Empowering the Less artistry more Making visible a discursive
community life like practice
Taking the art away
from the commodity
by accounting for
the meaning of
experience
WHO DOES Businesses Artists Artist working in social
THE METHOD Investors context
ADDRESS? Community managing Community and others

art projects.

partners working with artist

Table 1.2 Summary of the relationship to audience of the three practices
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ATTRIBUTES OF THE ACT OF ‘PROVISION’ FROM THE TERTIARY SECTOR (CORSANI,
NEGRI, LAZZATO)

1.

3.

4,

—or—

INDIVIDUAL INTENTION OF THE ARTIST AND INTERNAL NECESSITY TO CREATE
distinguishes the artistic from the industrial sector. The artwork is a subjective
arrangement in which the artist negotiates, transacts and interacts. Artists have to
respond, and usually are motivated by an internal necessity to create these
connections, and not to respond to an external demand on them, as in the case of

the designer.

In the context of visual art practice, the notion of ‘provision’ can only exist when
solicited, integrated in the artistic process and concept by the practitioner. A
practice can be identified as having a function a-posterior (social engagement,
socially inclusive in town policy). However, this research attempts to address a
method and not an outcome. The research method will question the practice, in its
process and actions, as a ‘provision’ and this process has to be the artist’s
intention to do so.

PROFESSIONAL COMPETENCE of the practitioner is identified by a general
recognition by peers, from implementing past projects, experience, or from
written papers, newspaper reviews, invitations and selection to develop new
projects.

ASSUMPTIONS' on anyone intentions or actions are not to be made in both side

(practitioner and participating audience).

The participative audience will have its own understanding of the practitioner’s
activity, i.e. providing workshops, proposing solutions for urban or social issues. -
The consequence of this assumption led to a miscommunication in the
arrangement of the relationships. In Vernacular, one of the solutions is to
establish on-going dialogue at every stage of the artwork, essential to
identify and break down potential assumptions, from both audience and artist.

EXPECTATIONS ON PROJECT OUTCOME by the artist and participating audience
are naturally raised during the creative and social process of initiating a
relationship. Mutual expectations have to be clarified at the start of the project
and during its development between the participants. The lack of communication
and understanding of each other’s viewpoint can lead participants to dismiss the
project. Two problems can occur when a communication strategy is not in place.
Expectations are not fulfilled or addressed and the understanding of its outcome
can be problematic if a mutual comprehension does not evolve during the

1 . .
Involve the act of taking something for granted or something that is taken for granted (Collins, 1999)
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project. The artist’s intention is to challenge those expectations by implementing
an appropriate communication and diffusion process, not to simply accept them!

5. Consequently, in initiating the relationship, in a convivial atmosphere, in
proximity with the participant (being accessible and immerging oneself in the
participant own living context) to raise a collective imagination (by reaching
several individuals in the group) rely on clear transaction and exchange through
“various means, modes of expression and artefacts (graphic design, live art, etc).
A great deal of attention has to be given to SEDUCING or ATTRACTING in order
to generate, nourish and gain interest of participant to orchestrate this
relationship and ultimately create the artwork.

6. The ephemeral nature of such a production requires evidence of its existence in
order to be considered as having some artistic significance. EVIDENCE gathered
during this artistic experience is essential towards building an artistic critical
practice and good dissemination. Evidence helps to assess the value and impact
of the artwork. Different participants in the process will capture this evidence at
different levels, and different interpretations of the experience. Each participant
in the process is integrated into the artwork and his or her presence forms as
much the artwork as its communication to guarantee its visibility. However, I
question this evidence in the long term and the possible delocalisation of the
artwork from its original territory. Will this evidence give a full or partial access
to the experience? '

7. ECONOMIC BASIS of the industry is driven by the concept of return on investment
and so is justified in establishing criteria and characteristics for assessing value. -
However, in the context of artistic practice, the concept of economics is different
but still each action relies on an economic arrangement. These criteria will not be
set-aside in the context of this research but they will neither be its outcome.
Looking at economic implications of discursive visual practices is beyond the
remit of this research. ‘

Discursive practice has an economic recognition, due to the role of the individual
artist - e.g. artist teaching as part of a residency, artist as mediator, artist as social
worker, etc. The lack of definition of non-object based practices forces critics and
audience to relate to the work via the artist skills. How do we talk about the work
of ‘artists sans oeuvre’? In recent conferences and press articles’ Ardenne
developed a debate, arguing that in a society dominated by the economy,
contemporary art was progressively shaping itself as an inquiry of an economic
nature (Economics Art). However those practices have not proven their efficiency

\

2
(2000), TRANS_ACTIONS, Ou les nouveaux commerces de l’art
Ant Pregs Special, numéro 22, 2001, p.103-109
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in a new artistic economy as they are recognised and tend to exist as artefact or
object within the gallery art market.

8. By this discursive process, artists can set a pattern of work, a process in which the
transaction takes place. Le. initiating an event, which involves a selected
audience. This process relies on artist’s individual skills in setting it up the
interface with the audience for the information and communication (subjective
arrangement) succeed. The stages of the process are REPEATABLE as it’s a
working method that can be undertaken as a tool by anyone else, artist or not.
This process is like a technique. Like any technique, its method and application
are sharable but its outcome will always bear the subjectivity of its author. The
‘provision’ provided by the artist is therefore sharable but its outcome remains an
authored product.

9. The repeatable and transferable nature of the method (negotiating, transacting,
interacting) suggests that practitioner has NO COPYRIGHT over the ‘provision’
provided. The method can be copied as its outcome will always be different and

that then can carry a copyright. Can this be compare to a ‘methodology’ in
a scientific and sharable sense? Is a protocol a working method or an authored
process? (See chapter 4.)
In this search for language to articulate my practice Vernacular, I wish to make a
clear distinction within the ‘provision’ between the method (establishing the
network) and the artwork (exchange and connection taking place within the
network). The social interaction can be seen as a ‘label’ for ‘participative
practices’ but it is not for Vernacular. The notion of copyright would be
acceptable for Vernacular when shared between a group of people who have
been identified at the start of the project and constitute the ‘territory” as ideology
of the artwork (e.g. ‘Le Congrés des Blanchisseurs’ for De Brut en Blanc in Metz
in 2004 with the Frac Lorraine, appendix 4)
Outcomes such as conversation, artefacts or stemmed elements produced during
or from the structured relationship will often are copyrighted and enter the
current art market as artworks (see economic bases feature). Although I
understand the need for recognition in this action, I feel it is in the detriment to
the integrity of discursive practice. This research attempts to open up the form of
diffusion in the market and avoid the usual return to the object for visibility
purposes.

10. A TRANSACTION ‘IN PROGRESS’ as a mutation of the traditional Marxist
production. A working method that is also viable for commercial value. The
artwork is a feature ‘in progress’, also named ‘in-finite’, corresponding to a live
transaction. Without human relationship and exchange the artwork does not exist.

————

3, .
In its sense of transitory, short-lived in a long timescale (Collins Dictionary, 1999)
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11.

12,

The transaction installed in this relationship in evolution is the artwork. The
existing environment (geographical, historical, etc) and social context are at the
same time content and tools that allow formulating and experiencing the artwork
(lasting the time of a conversation, a meeting or during an event).

As described above the project’s CONTEXT, named by sociologists as ‘territory”’ is
the immediate production as the main element or ‘material’ used in the social
transaction ‘in progress’. Key factors in the event and part of the evolving
‘provision’, the interaction will consist of the specificity of the context, its
economic, historical, physical, and social nature of this environment. E.g. as in the
real sense of my practice Vernacular.

Finally, across professions, the nature of practice ‘in-socius’ raises strongly the
notion of listening and attentiveness. BEING AT THE DISPOSAL OF SOMEONE else
is the artist performance in his/her ‘provision’ by placing himself in a ‘state of
availability for use by the public’ (Collins Dictionary, 1999). The notion of
‘disposal’ is developed in the communication and language established with the
participants at the start of the project. The leading person is there to listen,
articulate an underlying issue, be inspired by a real demand or generating it if
necessary without aiming to respond to it but raising its existence. Working in the
social context implies ethical respect for this territory as much in terms of civic,
individual right as well as existing regulations. :
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1 Criteria concerning creativity and innovative

In the context of my visual art practice, I understand the creativity and innovative
criteria created by Gadrey as the judgement acknowledged by peer’s practices. A
practice’s creativity and innovation exists when recognised and validated by its
professional ‘territory’. Outside its artistic value, a practice can also be identified in
retrospect as having a function, e.g. encouraging social engagement, developing a
socially inclusive in town policy.

The discursive creative process engaged in a large part with unpredlctablhty and
variation in its action, reaction, expectation and personal situation". All actions are
outcome of instinctive and intuitive intentions. However, this research attempts to raise a
method and the participant’s competence will immerse in the creative process, and not in
an outcome.

Creativity and innovative criteria question and evaluate the partnership, artist’s and
part1c1pants and their respective intentions, in the practice’s process and actions as a
‘provision’., '

2 Criteria concerning relational

Its large part of relational joins with ‘unpredictability and variation in its action, reaction,
expectation and personal situation’ (p.78). He therefore creates a relational criteria
(Gadrey, 2002)

A ‘provision’ exists when all involved understands and shares the reasoning behind it.
The production is a supply of new opportunities. It relates to individual qualitative and
diversity input involved and establishes itself within the social link (conviviality). This
social link relates and is essential to both the territory (proximity) and to a creative
process (imagination). ‘A partnership based activity as part of the productivity. Ethical
and hzzstorzcal elements belonging to a community, are essential to the definition of the
work.”’

In artworks based on social relationship, the quality of the exchange relies on the relational
creativity initiated by the artist. The awareness of the individual’s assumption — both artist
and participants - is vital. The relationship has to start from the ground up.

In industry, marketed images, speeches, dress codes and body language (e.g. customer
care standards, appendix 6) will be used as part of establishing this relationship. The

Voo

ibid, p.78

‘Activité de coopération comme composante de la productivité. Les éléments éthico historiques, les
€léments d’appartenance communautaire, prennent place dans la définition du travail.” Corsani, Lazzarato,
Negri,p.233
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independent agent sells strategy to the industry to make customers feel secure and
trusting. The process in discursive art aims for similar result with different means. The
conviviality in which the relationships are initiated will guarantee the quality of the
dialogue and process of the artwork. The dialogue is even deeper and stronger when re-
enforced by visible and sensitive artefacts that punctuate its development (e.g. Le Dire-
Dire, appendix 14). :

3 Criteria concerning representation (image) and reputation

As an obvious consequence of the previous two features, the service industry identifies
reputation and representation as direct evaluative criteria to the ‘travail immatériel’. In
the production of knowledge, skill, creativity and competence, the product/artwork is
both information and communication. The product is itself a form of language in the
representation of a thought and in the reputation of the outcome of the experience. It
represents a new social construction based on a social process conceived and innovated
by the vernacular participants involved.

In the tertiary sector, the importance of the relational in the notion of service was
revealed in the change from simply “service” to “relation to service”. This change is
resumed under three considerations (Lazzarato, 1996). First as the service contributes to
the productivity, it revealed a complex subjective relationship that cannot be enclosed in
a ‘service object’ but as co-produced in the social relationship. Second, when a ‘service’
Is a ‘subjective social co-production’ it'is installed as convenience specific within the
production mode. Finally, in the world of ‘relation to service’, it innovative strength can
potentially invests both the world of service and production. E.g. the relationship with the
consumer is central from which is organised the production cycle as in mass media
production (television, newspapers, etc).

The representation of this activity is significant on its visibility relies its reputation.
Nicolas-Le Strat (2000) develops the concept further by naming this ‘representation’ a
‘social process of interaction’ and identifying three qualitative notions to this
representational process from which the artist and contributor’s input can be evaluated.
They are negotiations, transactions and interactions.

‘Conviviality’ (relational) and ‘local territory’ are notions of intellectual and artistic
activities derived from the tertiary sector. The image and reputation of these discursive
products will rely on their application that reveals itself between workers - or artist and
participants - in a sort of protocol. This criterion of judgment relies on a productive
interactivity of subjectivity and communicational tools. For instance the post office image
i carried out through the postman attitude and transaction.

4 Criteria concerning trading and financial
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Gadrey does not exclude the traditional short term profitability or competitiveness with
economic and social stake through the evaluation of trading & financial criteria and
representation & reputation criteria (Gadrey, 2002).

Trading and financial criteria can appear inappropriate for a visual art practice.
However, as I intend to explore fully the concept of ‘provision’ as used in the tertiary
sector, this economic aspect cannot be ignored. In Zarifian’s terms (2002) ‘travail
immatériel”- is a new form of productivity, relying on a double argument. First, by
directing intellectual work towards finding solutions to future production problems;
second by communicating it as main element in industrial work. Its immaterial role,
including social and communicational elements, are not only present in the services
themselves but also and, most of all, in the new company structure. For example, in the
car factory, the perception of the consumer’s needs is a fundamental part of the
production and illustrates the concept of ‘provision’. It is more and more difficult to
establish the boundaries between the work’s qualities provided in the service and the
work in the company providing the service. This discursive product influences the
industrial working method and organisation!

Vernacular places itself in the ‘real world” without being able to be valued and benefit
from the art market, nor in non-artistic economic terms. My practice mainly relies on
subsidies and evolves both in public places and subsidised institutions but with no form
to access gallery and art market (Christies, etc). Other artists explore this lack of
economic facilities by questioning the economic sustainability of their own work, by
developing projects, dialogues on the issue itself and placing their interventions in the
workplace of other professionals i.e. some propose a free service, equivalent to a ‘good
gesture’ in marketing, in order to present the lack of economic reward, neither from the
artist’s client or artistic 1nst1tut10n for the artist’s performance. Others are structuring
their practice as business* and pcrform in consequences without losing touch with the
artistic context by manufacturing adequate product to enter the art market.

For Vernacular, 1 wish these criteria to be considered as part of the method. The
‘provision’ undertaken in. each artwork is a method rising aesthetic and poetic form
vernacular to the site. It can also inspire participant towards others functional issues.
Contemporary art seems to be placed in a bartering economy, where artists exchange
value of their artwork against potential social impact from their projects. Artists are still

made to feel thankful for the opportunity provided when they actually provide an

opportunity to explore area that no one else would dare or take the risk to e.g. ‘Carte

e g. Le Bureau d’Etude on the artist status as a professional. Ludovic Burel proposes a free access to
1nf0rmatlon for job seekers with the creation of a computer programme for the web: Cyberemploi

* Laurent Hocq created his own company two years ago ‘One[structurelin progress’, inviting
shareholders of various companies to discuss the notion of communication within their own company and
paying himself 5 to 30% commission dependmg on the contact. Also in partnership with the firm Buro-
Market, he sells in his Unity
of collective work (U.c.t=Unité Collective de Travail) office furniture that is also arranged in the office by
himself, -
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Blanche’ in Transition, appendix 3. Can the artist still afford to be democratically
accessible or should it be his own artistic interest to stay self-reflective in an art context?

(see chapter 4.)

This financial issue will not be developed in this research context, as we concentrate on
the articulation of the method/process as product rather than a definition of its impact.
Yet the financial situation associated to each artwork should be provided as a fact and
economig reality. As it is clear that the financial situation and partnership of this practice
has impact on its process and method. This issue and the importance of its impact are
outcome of this research and have consequently not been applied in the research projects.
They should constitute a subject for future projects and research.

5 Criteria concerning technical and industrial

The criteria search to reflect the existence of different view point between which
compromises are not excluded on objective or mission of the activity. An immediate
performance such as technical or industrial criteria (Gadrey, 2002) is a classic concept
of productivity at work. However this dimension is relative when inserted into a such
multi criteria grid.

These formal criteria search to reflect the existence of different viewpoint and means,
which provide visibility on the artwork objective, or mission of the activity. Immediately
accessible performance indicators such as technical or industrial criteria are a classic
concept of Fordist productivity at work. However, we will be looking at technical means
in relation to discursive and relational interface that supplies and build the set or context
of the creative process to insert the dialogue into the artwork’s territory.

Discursive artworks aiming for any ‘art of supplying’ and exchange an action rather than
an object as a final output, model themselves on the current evolution of the service
industry. How can we define a technical criterion for discursive practice? Gadrey calls it
also a technical system support. It will therefore include anticipation, preparation and
viability through the role played by a telecommunication or distribution network. The
transaction is at the same time method and product. Some objects, produced sometime by
the participant in the dialogue, or individuals might be involved in the relationship
process. For instance the sphere use in the ‘Dire-Dire’ is a tool to raise a discursive
network around the issue of distilling cider.

6 Criteria concerning civic and ecological
Tunderstand the term ‘ecological’ as ‘territory’ addressing the context of the artwork.
However, economic decisions for discursive practice cannot be made simply with regard

to relational, to representation, technical, trading or financial performance criteria. The
major elements (individuals and territory) in the process have to be consulted. Gadrey
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introduces evaluation of discursive product paying attention over a long term such as “its
impact analysis, prevention, precaution and acknowledging the value of preserving and
developing social relationship of proximity, activity related to “free” creativity or
‘citizen’ intervention”. Civic and ecological criteria (Gadrey, 2002) address a public
threatened by the open market where exclusion is created from the usual game of
convenience and productivity. He raises the awareness of working with a group where
each member is an active conscious individual and not ‘material for art’.

Discursive practice have to contain a great deal of ethical behaviour is regard to the
relationship install, the content of the conversation engaged, the territory concern and the
use of these information after the action in the artistic world. A mutual acknowledgement
between artist and participants has to be in lace all along the artistic experience.

This literature review revealed how the term ‘provision’ is used in industrial production
and related sociological writings. This can be summarised in two ways:

1. Two types of frameworks to structure and evaluate an artistic experience

Francois Matarasso’s evaluative tool for communities working with artists (input, output,
outcome and impact, 1996) was at first extremely useful as a reflective framework
(3.1.2) to describe the experience of an artwork in retropect. His work is the first and so
far the only attempt at formulating a specific methodology for evaluating participation of
the arts and its impact on people’s social life. I placed his work in parallel to Kaprow’s
theoretical work, on models of communicating different artistic approaches in the social
realm. Kaprow already had identified some of Matarasso’s evaluation issues in his
models of communication. Yet, the main difference lies in the fact that Matarasso
excludes the creative process from administration and funding tasks. Kaprow’s
description concentrates on the essence of the art and does not include practicalities and
elements that lead him to initiate the art experience (situation, operation, structure,
feedback and learning). Integrating Matarasso’s structure of project management’ and
Kaprow’s definition of art practice as models led me to construct a envisioning
framework (3.2) to apply to Vernacular’s artworks that bring together within the
creative process from the very start administration, negotiation, dissemination and
diffusion structure and attribute the same level of importance to each.

2, A close relationship between artistic provision and the service industry
As we shall see in Chapter 4., the complexity of each of Vernacular’s projects is reflected
in its diversity of visualisation and interpretation, which makes it difficult for a

$ F. Matarasso (2000), Did it make a difference?, Arts & Business, p-p58-61
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standardisation of its mode of dissemination and evaluation. The form of the work is a
‘multitude’ activated by each individual involved in the project or coming in contact with
the project. The question is then how to capture these art experience moments, features
and characteristics rather than its outcome. The following diagram (section 3.2.2) is a tool
synthesising eighteen features that have emerged from twelve features (tertiary - Corsani
and Lazarrato - and sociological - Nicolas-Le Strart and Negri - sectors) and six points of
reference for revaluation (Gadrey and Zarifian) characterise the discursive process as
“provision’. These new features will enable us to analyse the complexity of discursive
practice and approach its potential contribution as a form of ‘provision’. It is the main
research method from which will be generated the idea that a visual art practice, in its
experience, can be defined as “provision’, or not.

The relational characteristics and the methodological process of Vernacular suggest a
growing notion of formal etiquette and procedure with partners relating this process to
the definition of ‘provision’. This definition for discursive practice is taking gradually the
function of a formal structure to initiating the artwork in the ‘territory’ and is providing a
sharper understanding of the art practice definition and characteristic.

It is important to acknowledge the role of the ‘territory’ in the discursive experience®, and
identifying its elements such as the large numbers of partners as contributors, its
historical, geographical and social context that will constitute the artistic interface. The
current known description of visual artwork, in terms of time, place, material and artist
intentions cannot address the particularity of this ‘practice in-vivo’.

The structure of the discursive artwork and its definition rely on the understanding of the
practice new territory and a clear description of its characteristics. The vocabulary
presented in the next section articulates the selected characteristics into a working
structure and acknowledges its function as a ‘protocol’. Applied directly to Vemacular s
artworks, the phases of a ‘protocol’ are drawn out.

pr—

S The context is not only half of the work (APG), it is also generated by the people living in this context.
The “territory’ mainly addresses the invisible part of a context, such as the oral heritage, habits, routine, etc.
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A 'AUDIENCE SPECIFIC' TOURING EXHIBITION CHALLENGING THE NOTION OF SITE
SPECIFIC TOURING EXHIBITION.

The spectator is invited to partake in a set up situation, which visually form the artwork (a structure to be
shown and shared).

The visited site, the interaction between the (art) work and the audience produce the work. There
is no object as an end product, no mark of this interaction apart on the individual experience.

The completed work ‘Vernacular' will be the five following interventions and the dialogue, or non-dialogue,
they stimulated in-situ,

Duff House Country House Gallery, Banff,
Scotland

[Sept/October 2000)

INTENTIONS
In a Gallery/Country House context, the project intended to raise awareness on the heritage content in
television programmes. In an ordinary setting (sofa & TV) the purpose was for the audience to relate their
daily TV relationship with Duff House.

PROJECT AIMS

*  Raising consciousness on the contemporary TV culture (local TV programmes) in the context of a
National Gallery of Scotland, and its contribution to cultural heritage'.

*  Connecting institutionalised heritage environment with ‘living heritage’.

Does the integration of these programmes in one of National Galleries of Scotland context validate these TV
programmes images as historic icons? Will the audience perceive them as such?

e

e

CONCEPT
The concept of the exhibition is based on the idea of becoming simultaneity of actions. The public actions
Ireactions / interactions are the content of the exhibition/performance itself.

e

1 NPT - . .
Cross disciplinary past and contemporary culture, ‘as part of the system of signs that constitute a given culture’
R. Barthes Mythology : '
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REALISATION, METHOD OF DEVELOPMENT
TIMESCALE

September / October 2000

e

ENVIRONMENT
In the rural North East of Scotland, the Duff House Country House Gallery commissioned the project, as a
part of its contemporary art programme, and as a result of a six months Fellowship. As most of my work as a
fellow consisted of establishing or strengthening existing links between the local community and Duff House,
I felt very uneasy at first about producing a standard in doors exhibition. The two rooms attributed to
‘contemporary art’ activity are a distinct entity from the rest of the House, and embrace the real division
between the community and the House, between heritage and contemporary activities, which for me doesn’t
make sense. The way I understand heritage is not only the reflection of the past, it is also related to the way
we are treating present and future activities. Been based at Duff House, I was therefore more inclined for an
exhibition space in the village area.

I eventually decided that it would be challenging to try working within the house’s exhibition regulations and
to turn its disadvantages as part of the project. Following the model of the house, I decided to work on a
theme for the rooms: a TV room with recorded archives from the local TV Channel. Two TV rooms as you
have 2 dinning rooms, 2 library, etc...The TV were installed in the 2 *exhibition rooms’ with sofas and rugs
gathered from the two local villages, Banff and Macduff, and with tapes recorded from the local Grampian
TV Channel.

EXPECTATIONS
Where are the changes resonating? What are they?
The project conducted a new complexity in the relationship between the product (the audience) as an end and
a player.

In a setting where the public comes as a viewer with little, or none, expectations to interact with the place,
‘Vernacular’ introduced a totally different and unexpected demand from the audience. By using TV as a
medium, I was hoping that the show would be accessible (from a practical and critical approach) by everyone.
Although the audience still have to relate to the show in a different way that they do with the rest of the
exhibits at Duff House.

The public became the product, where their subjective propositions, actions in reaction to the setting, express
the visual of the show. :

Articulation of the changes:
Change in the artist action
Change in the exhibition content
Change in the audience function.

If I make a change, What do I change it from? What is the existing structure I model it from and against?

The content of the show was provided in the duration of the show by the attending audience; in opposition
where the content of an exhibition exists before to be shown. Could we relate ‘Vernacular to the Socratic
tradition where the * forms follow function*??

The exhibition functions that we are now talking about differ from the function as exhibits and transform the
art, working as mediator, economic, fiscal, diplomatic, politic, tourism, etc. Would it then be artistic as a

secondarily function?

2 Régis Debray, p239, Vie et mort de I'image
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The change comes as early as in the conception of the exhibition, where the work does not exist until the
opening, where it is made by been visited. The work is a structure in the ‘becoming’, depending totally on its
relation with the audience. The ‘material’ of the show relies on the public. Would it be appropriate to make
the analogy with the new approach in popular media where the public’s life, the person from the street
becomes the next show? (i.e. Big Brother)

As in recent practices in Relational Aesthetic’, the art process is based in the interaction, the conviviality and
the relational. The artwork becomes a social interstice, which theory is the human interaction and the social
context.

In this model, the argument is not anymore to enlarge the limit of the art practice (Lucy Lippard) but to
‘experience its resistance capacity within a global social context’.

Is that mean that I am producing for a specific public or that the public is the artwork?

The work was addressed to a particular audience, who unexpectedly did not come. The public constitutes the
(art) work not as a form but it as interaction. I was hoping that visitor would interact with the TV in the same
manner that they do at home and therefore would be lead to create a mental link (the artwork) between their
home and the Country House. The television set and the ordinary sofas were the tools enabling this
transaction,

What is the artist role in regards to the audience expectation?
It was certain that the notion of beauty would enter as one of the public expectations. ‘Vernacular’ at Duff
House was modelling against the notion of making beauty.

Sociologists and historians think that the artwork is a social artefact and the aesthetic denial of this social
condition is a social fact in itself'. Having in mind this social fact, I intend to challenge the notion that the
artistic creation seems to be an aesthetic game®,

Moving the interest from the form to the function, I was hoping to present a different model to which visitors
and local could relate to, As a catalyst, underlining existing facts, the project was hoping to lead the audience
to a different perception of their relationship to Duff House.

PERCEPTION
I stayed in Banff for six months, I was therefore under the impression that I already knew the audience who
would be attending the exhibition.

Why did I make the assumption on the audience? Why did I give values about their lives by using TV as a
common denominator to all?

Tv is a social actor and its integration to society is equal whether it is in a rural or urban context. I use it for
what it represent in society, a mechanism of the implication of its representation and communication.

World of TV is more and more a contemporary reality and its reflection is not anymore a romanticised or
‘soap’ version but real people are becoming stars (Big Brother)’. TV is becoming more real than the world
set up at Duff House from its selected past reality.

3 Nicolas Bourriaud, pl, pl4, p31, Esthétique Relationnelle
‘ Regis Debray, p174, Vie et mort de I'image
Plato’s Dialogue, Aristotle, the poetic
press cutting
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Whether or not we have access to a TV, one can not be unaware of its phenomenon as the press and the news
reflect its latest moves and exploit.”

The event on TV is a non-event as an event, which would not exist without TV. The situvation at Duff House
is also a non-event, as the whole structure would not exist without the House set, a non-spectacle of reality.
‘Vernacular’ intention was to make this obviousness visible in regard to the daily relationship between
heritage (Duff House world) and individuals (TV world). Unfortunately, the TV was perceived as an object
and not as-enabling the spectator to sense furthers. Le. The interpretation of the TV programmes played in the
context of a historical location.

Did I confront the wrong public?
Coming to Duff House, the Public had a visual expectation of the work they were coming to see.
‘Vernacular’ was showing them the exact thing they were going away from: TV programmes.

‘This does not belong to here’ - ‘Let’s go to see the treasures’ (i.e. Duff House Collection).

Should have I carried out stimulation workshops? No audience development was done, as I though I knew the
publics who were going to come.

At a first glance, ‘Vernacular® might have look like a not very successful exhibition, and did not function the
way I expected it to do. But it showed very well the way Duff House visitors perceive and divide heritage
from their daily life.

It also revealed local resident’s attitude towards Duff House. As although I previously worked on two
projects with a large number of them, they did not want to attend this event.

METHOD OF REALISATION
THE PUBLIC AS PERFORMER/CONSUMMER
Whe is it for?
Duff House visitors, reaching all, families, without making assumption on their reality but as instrumental to
construct the reality of the show. :

What are the elements that create a relationship between artwork and the audience?

The concept was for the project to access the audience using the simultaneity of actions, through the act of
watching TV. The daily relationship, between Heritage and an audience, exists at Duff House (Stuarts,
kitchen and office staffs), so I wanted to reinforce this relationship. I brought in a domesticate object, not for
the object itself but for the values and connotations which go with it. A majority is connected and evolved
with TV,

Unfortunately, the mistake was made in associating the TVs’ frame with the image. The relocated Tv lost its
initial meaning by coming to Duff House. The TV became an object in a museum setting, in a show rather
than a tool showing programmes, enabling the understanding of the artwork process which was to link a
domestic environment to Duff House setting..

Vernacular is not about using the past to see how it deals with the present on a daily situation but to look with
the audience on the link created. Using the rationality that goes with the reality of TV, I hoped to reflect on
an individual level, how in its own environment the audience deals with heritage (verbal or material)

What is unusual about the artwork and the way of conceptualising it?
The initial concept is to gather artefact that exist but are not considered as related (i.e. TV programmes and
Duff House). The artwork is the action, the connection made between those two by the public. There is no

T“TV is the phenomenology of the community’ (p108) Amaud Vivant, Exhibition ‘Au delas du Spectacle’,
Catalogue Pompidou

191

¥ X 1dN4dddV suonduosap sjosforg Afreq




product belonging to the art or consumption but a plurality of relationships between (art) objects, the location
and their consumption.

T was hoping to lead the visitor to look at the action in Vernacular in term of habits to be then transfer into
their own environment. But this setting has lead to an opposite reaction: a disinterestedness attitude as the
content of the show did not belong to the environment ( ‘Pourquoi est-il important de penser en termes
d’habitus? (...) cela permet de comprendre qu’il existe des conduites de désintéressement’®),

o
‘Bringing the ordinary to an extraordinary situation has revealed little. The venue, Duff House, deserves far
better, as do the public, local and visitor alike.” Alec Barelay (ex Banffer)

What is the artistic device?

In the model of Chinese culture, art is everywhere and not only in object. There is therefore no concept of |
museum to preserve the ‘art’®. I was hoping to reach everyone’s mind rather than their eyes by proposing an
event which did not satisfied the eye and would therefore make the mind wonder.

If this is a service, How this can be recognised?

The artistic device proposed a dialogue, not before but establishing the work itself. There no object produce
prior to the exhibition, The work is the dialogue or non-dialogue in-situ. It gathers facts that belong or not to
the audience own experience and life.

‘As a heritage student it was interesting to see how the exhibition challenge people’s different concepts of
what ‘heritage’ means to them’ Louise

‘Enjoyed the installations. Thought provoking, Alan Lee

‘When I get it I'll let you know!’

What is the artist role in Vernacular?

My role was to create links between mental structure and objectives structure of a social context to determine
the ‘social function of the artwork’ for the audience to understand the work™'®

Audience expectation

Although in a context like Duff House, my role is already defined and the audience has expectation on this

role. I am challenging this role by taking the one of a catalyst.

Challenging these expectations
Tintended to challenge these expectations by ‘Building mental bridges™"'.

: DATA RETRIEVAL METHODS
Security camera film
Slides
Comments book:
BUDGET
Artist fee: ' £ 1,000

® Pierre Bourdieu, P163 Raisons Practiques

% Regis Debray, P120, Vie et mort de I'image
Pierre Bourdieu, Raisons Practiques

" Regis Debray, P342, Vie et mort de l'image
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Materials:

Felt (10x10ft)+Embroidery on felt: £ 55
Miscellaneous : £ 10280
Five antique frames £ 1,295
Two televisions - in kind
Sofas (x2) £ 200
Accommodation £ 50
Transport including artist’s transport: :

Glasgow/Banff (x4) + Glasgow/Edinburgh £ 290.62
Marketing materials:

1000 Postcards to be produce at the end of each

event and to be touring with the show £ 350
Photography £ 150
Production of a catalogue/leaflet

Catalogue fee £ 1,300
Text for catalogue £ 9
TOTAL £ 5,378.42
Scottish Arts Council £ 437842
| Duff House (printed material) ' £ 1,000

Cowglen Hospital, Glasgow, Scotland

November 2000 / October 2001|

WORK IN PROGRESS - PRIOR TO THE COMPLETION OF THE FINAL PROJECT]

INTENTIONS

PROJECT AIMS

The work will raise the issue of both the preservation and future of nurses’ heritage in the context of the
centralisation of resources to larger hospitals and the closing down of small existing structures.

Nurses, patients and their relatives will take part in exploring the issue of ‘heritage in hospital environment’
in particular in nurses practices.. We will be working in an interactive manner; looking at the hospital as a
functional building in opposition with its heritage value in the caring practices.

In partnership with ‘Art in Hospital’ and the patients of Cowglen Hospital, the work will encourage a visual
response to the outcomes of the centralisation. The project intends to promote a dialogue within the
professional environment of the hospital as well as with the general public.
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CONCEPT
Following the experience in Banff, I decided to change my approach and identify whether the concept of
‘Vernacular’ is directed to a particular audience or simply a (physical) site specific touring exhibition.

The project would be divided in two phases: .

- a sojourn phase, a non-object based period where the project role would be to interact and witness
activities in a cross section of groups aiming to identify with them the group which would raise the best the
issue of the project .
- the group identified, we would then implement/enhance with them a structure as a part of their
environment which will raise the subject looked for.
REALISATION
METHOD OF DEVELOPMENT
TIMESCALE
2 Phases:

‘Vernacular® Sojourn — work in progress
October 2000 -~ May 2001

‘Vernacular’
June ~ November 2001

ENVIRONMENT
Cowglen Hospital , Rehabilitation & Assessment for the Elderly, Wards 1,2,3
10 Boydstone Road
Glasgow
G53 6XJ

Cowglen opened in 1882 and as part of the NHS centralisation of resources, the hospital was due to closed in
2001.

In the process of closing down, patients are been replaced in the community and in other cases relocated in
various Nursing Homes within Glasgow. The member of staff will remain working with the Southern
General Hospitals and appointed across three different acute Hospitals within Glasgow. Their job description

will change moving from the elderly care to acute hospital.

: EXPECTATIONS
Phase 1: :
I was expecting the project to be difficult or extremely time consuming to implement due to the current
situation of the NHS services and the regular events raised by the press.

1 did not see my role or that the staff and ‘Vernacular’ had any thing to gain by dealing with any political
issues or outcome from a political decision.

I was interested in the human interaction in such the traumatic environment. Not in the way of telling a story,
in providing a right or wrong but an interest in the discussion with the staff at all levels. The question was
would nurses, domestic and staffs in general let me in and share with me their situation?

Is that mean that | am producing for a specific public or that the public is the artwork?

In this project, 1 started to wonder on the question whether by been in the creative process the public I am
working with and for was, ornot, the art work. The notion of producing for a specific public may be would
means that the artwork does not have a public.

The target was to intensify whom heritage within the hospital the project would work with.
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PERCEPTIONS

To be answer once full project is achieved

METHOD OF REALISATION
Who is it for?
Discussions-with Artists from Art in Hospital, culminated in establishing a dialogue with the nursing,
domestic and administrative staff working at Cowglen. The dialogue encompassed the staffs’ feelings about
their role in view of the closure of Cowglen and the NHS trend towards residential care for the elderly

What are the elements that create a relationship between artwork and the audience?

A non-object based residency, a listening process, a gradual involvement aimed at identifying with the
hospital staff an aspect within the hospital heritage which would strongly reflect the particularity of the
relationship between heritage and daily life at Cowglen. This legacy is established in the care and daily
practice carried out by the nurses. Over the years a strong feeling of a close community was achieved among
the patients, the hospital staff and the families.

What is unusual about the artwork and the way of conceptualising it?

The project is currently reaching its second stage as the hospital is now closed. We are aiming, with Cowglen
staff, to pursue the effects of this legacy on the acute care establishments in which the nurses will now be
practising.

Would their legacy in working with the elderly be an advantage to their new working environment? Or
would they prefer no longer to relate to their past practices at Cowglen?

DATA RETRIEVAL METHODS

Slides
Photos
Comments book

BUDGET
Artist Residency:

Materials:

Photocopies (£3.50) £ 391.58
Films, CD Room, equipment

Touring exhibition fees: . £ 700
Marketing materials:

1000 Postcards to be produce at the end of each

event and to be touring with the show £ 200

Transport including artist’s transport:

(1.50x5) (0.80x5) =11.5 £ 20

TOTAL £1311.58

Scottish Arts Council (left in account £599.93) £ 611.58
Art in Hospital £ 700
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Kirzbiihel ski resort, Kitzbiihel, Austria

[February 2001 / March 2001]

- INTENTIONS
Vernacular’ in Kitzbiihel intended to raise interest in the existing, or non-existing, relationship between
both the sport and the preservation activities of Kitzbiihel.

PROJECT AIMS
‘Vernacular’ was meant to form a temporarily link between heritage and the winter sport growth strategy; and
rise the issue on whether winter sport sustains the local heritage resort or rather encourage business
investment and sponsoring a ‘cultural industry’'? over powering the local tradition.

CONCEPT
It was, financially and practically, impossible for me to spend any length of time in the location prior to the
project. The conception of the work was therefore based on image consumption method where images can be
brought in before ‘J day’ and be integrated in an existing structure on site. Inspired from the holiday resort,
dynamic and sportive environment, the concept of the project was to use images in the context of a functional
structure, The public was lead in using the functional aspect of the work to then discover the incongruity of
the images.

: REALISATION
METHOD OF DEVELOPMENT
TIMESCALE
On the ski run: February / March 2001
[ Daily Presence at the cable cars station: 19-23 February 2001
ENVIRONMENT

Located on the ski runs, during the daily life of the winter season, the project was commissioned by the
Kitzbithel Kunstverein. The exhibition involved three women artists: Regula Dettwiler, Danicla Span
and myself.

Managed by Yvonne Weis, curator at the Kitzbiihel Kunstverein, ‘Vernacular’ was set up in partnership with

the Ski Resort Company, Bergbahn. The work was located in two different places:

* in slalom on the ski run, where the banners could be seen on ski, using or not the slalom, and also by
walkers as a walk way was running next to the public slalom.

*  atthe cable car building, Hahnenkammstrae.

Considering the recent cultural events related to the boycott’ in Austria, it was interesting to see that

governmenta) institutions and local businesses of a village like Kitzbiihe] took part in the co-ordination and

opening of such challenging and experimental exhibition.

The location was quite a challenge between an hostile natural environment (snow storm) and a busy audience
to approach as keen holiday skiers was interested in the sport, in improving their technique and going faster
and faster and faster. It was not the right location for contemplation!

" term used to related to the industries developing their business on heritage and cross-disciplinary contemporary

culture
131 ibération, 25 August 2000
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EXPECTATIONS
Where are the changes resonating? What are they?
Although the project aim, raising an aspect of the relationship between heritage and daily life, was the same
than ‘Vernacular’ in Banff, the implementation in Kitzbiihel was totally different.
First, Although I visited ski resort in the part, I had not knowledge of people activities and neither the scale,
organisation and popularity of the ski runs in Kitzbiihel. The only information I had was from the Tourism
information brochure covering both the winter and summer resort. The images of the village used on the
banners.were in fact taken from these brochures and from photographs of the street of Kitzbiihel taken by
Yvonne Weis.

The project did not aim in producing an Art exhibition in the Mountain. The intention was more for the
project to infiltrate a different perceptive of the village heritage in the resort structure and on the way of the
sport activities. I was expecting from the audience an interaction with the slalom and the stickers to shape the
project alive. By interacting with the imported images, the relationship created was bringing new aspects on
the issue raised. The public would contribute to the full implementation of the final product.

A clear difference with Duff House was the playful and functionality aspects of the project. The audience
was keen to interact with the work in a natural manner and sometimes ask for information to the Ski resort
Staff Company.

If 1 make a change, what do | change it from? What is the existing structure | model it from
and against?

I intended to reinforce the “mimesis’’ structure, in a way of reproducing existing elements that [ initiated in
Banff, What would then be the ‘three units: means, object and mode’**? 1 inspired myself from a commercial
model, where images are being consumed quickly with no much reflection required attached to them and
where the audience is consumer/spectator,

My interest was not in whether the images, the banners or the sticker were successfully placed or well used by
the audience. I was interest if ‘Vernacular’ would encourage the audience in perceiving the local heritage
differently or would even recognised the origin of the images and whether such integration of the village
heritage onto the sport activities was leading g to new concept or ideas.

I was aware that holiday makers come to ski resort to ‘consume snow’ and that this kind of public is rarely a
wandering kind, speed been their motto! There was no particular promotion about the project. The staff new
about the intention and could therefore answer potential questions but the public would not expect to see an
art project in the snow and would therefore not considered it as such at the first instance.

Is that mean that | am producing for a specific public or that the public is the artwork?

In this situation I was expecting a define public which was skiers. The project would be produced with them
in mind and the way they would likely to interact with the work. The use and consumption of the work
would take it to a different dimension. The audience interaction would transform the presence of the images
within the space.

The colours, the Jay out and the functions of the images were produced in connection with the activities in the
resort,

What is the artist role in regards to the audience expectation?

I feel that in this particular *Vernacular’, the audience was surprised and its expectations on an art project
challenged. The ‘art’ produced was, one, not within the object tradition, and two, not in an environment were
people would expect to see ‘art’,

Nevertheless the aesthetic applied in the images themselves, was intending to attract the audience as they
were made for this particular audience.

' Aristotle, The poetic, p25
18 Aristotle, The poetic, 1447-16
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My role was clearer not for the heritage institution and neither for the Franz Reisch Family, to which we
asked permission for the used of the image of their ancestor portrait. I had no intentioned to promote
Kitzbiihel Heritage. Fine lines I did not want to trespass. The images were consciously transformed and
framed in the banners, and the fluorescent colour added to the Ski pioneer portrait to provide enough
information on the local architectural heritage without creating advertising for Kitzbiihel City Council.

e

PERCEPTIONS
Have | selected the right audience?
Feedbacks were very commingled on the current ski industry, mainly between the local and the seasonal
residents. One, due to the snow unreliability since the recent weather conditions changes and second, due to
the expanding population during the winter season and the lack of space for new construction.

After spending a week at local resident’s homes, I was pleased that I did not choose to direct the project to
them. They had no need to create these links, between their heritage and the growing ski activity as they
themselves grew up in the village all year round and a large number of them have been skiing long before it
became fashionable. Most of them consider the ski industry as a problem for the living heritage as the area is
becoming a ‘Disney land’ and the particularity of the area is more and more diluted every year. The links are
happening and the tourism industry is taking over the heritage value.

METHOD OF REALISATION

Who is it for?
The project was intended to all walkers, skier, children ski school or individual that came about the images.

There were two audiences to the project:

¢ A local one, which I was not expecting, who came to the opening and found the project challenging and
‘open up new ways of working as artist’(this was towards the three artists” works)

* A seasonal one who actually experience the work.

Skiers passing by the slalom:
‘What is this doing here?’

‘Mira, mira, mira!* (A skier shouting to another one, passing by the slalom)

What are the elements that create a relationship between artwork and the audience?

The work provided a structure, for showing the strength of images in this particular rural environment. We
attempted to express the psychological barrier, dividing and connecting, sport/leisure, life and heritage
present in the village.

It was not the purpose of the images to be right or wrong on the issues but rather to encourage a new visual
interpretation of the preserved environment. They will replace a common language used by the ski industry
that is part of the ‘equipment’ and therefore part of the sport itself. The information that the images convey
will only be down to the individual’s interpretation from his/her daily experience of the village.

The setting of the images was intended for the audience to have a direct contact with the work and treat the
question of the culture and its *spectacularisation’*®.(=entertainment)

*  Playful aspect
*  Easy consumption

'“P Vergne & B.Blisténe, Exhibition “Au delas du Spectécle", Catalogue Pompidou
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I s The use of particular images/colours J

I also discover the power of stickers. Who ever comes about with a bag of disposable stickers, within the first
half-hour every onefeverything is bearing one. In one of the video we can see each member of the audience
bearing the sticker and talking about it, or the skier queuing for the cable car and helping themselves with the
stickers placed on the board. I follow one women of the group who just cover themselves with Franz Reisch
effigy and asked her if T could take a photo of her. She said yes and asked me ‘Who is that man?’ 1 was very
surprised by the question. Not by the fact that she was asking me about it but by the fact that they were keen
to wear the face of a man in their jacket without knowing his history or background.

What is unusual about the artwork and the way of conceptualising it?

It was actually the first time for me to create object away from the exhibition location. In a first approach I
would think that this particular project has nothing unusual about its conception. We have six objects
placed/exhibited within an environment. The images are de-contextualised'’ and lead to an audience
interaction,

But the actual ‘Vernacular’ event is not happening in the objects but in the attitudes and reactions that these
objects are creating.

What is the artistic device?
When do we call it Art? J.F. Lyotard excludes from the art everything, which is exhibited in Museum and
that, falls within the ‘culture’ and of ‘one’s pleasure’ '

Bretch distance between real life and stage does still exist? Or are we became, often involuntary actors, in a
world that became a large stage?

Besides, is there a stage distinct from the real world?
‘A culture can not be reduced to an artefact as long as it is being lived''®

What is the artist role in this new set of ‘Vernacular'?
Social link is not only a theory of communication but also a theory of game® .

Notion of system. It i IS not anymore the painting properties, which make the painting, but the properties of
the sights lay on them?’,

The artist work is not to say this is art but to make it say by the audience.

Think in term of habits i
Principle of the action been an economic interest™

Press Release

* (...) The goal shared by all the sites of the touring exhibition, whether an estate or disused monastery, ski
piste, or any other site within the public domain, is intended to be a dialogue with the observer. The title
‘Vernacular' (translated in German as local dialect) already suggests language and communication, and is a
fundamental part of the touring exhibition. The notion of vernacular or 'localness' is therefore an integral part
of the artwork.

'? Heinich Nathalie, L’4rt Contemporain exposé aux rejets, Jacqueline Chambon, 1997 p-
8 Ramer Rodchildz, Subversion, Subvention, p172
Lucy Lippard, The Lure of the Local, p89
2 J.F. Lyotard, La Condition Post-Modemiste, p33
* Heinich Nathalie, p57
Pierre Bourdieu, Raisons Practique
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In Kitzbiihel, the visible form of the work is made up of printed fabric banners, which are set up as gate
guides and piste boundaries along the permanent track ('Walde-Hang') situated above the Mountain Station
‘Hahnenkamm'. Pictured on different size flags are motives taken from the inner city of Kitzbithel (...)

During the implementation of the project, Stefanie Bourne will continue to make contact with the local
public, pupils and tourists by distributing stickers, representing a personality that has a specific relationship to
the area, Li.). She seeks out our personal experiences of certain cultural products (artefacts?) and within
culture she researches 'real life' situations that deal with local specificity’

Dr. Yvonne Weis, Curator

DATA RETRIEVAL METHODS
Security camera film
Tape-recorded by the local TV at the opening
Digital images
Slides
Live comments

BUDGET
Materials:
ADS: £493.50
Stickers: £ 240,88
Sewing stuff: £11.70 £ 746.08

Marketing materials:
1000 Postcards to be produce at the end of each
event and to be touring with the show ) £ 3022

Transport including artist’s transport:
(181.70+4.00+38) : £ 22370

TOTAL £ 1,000.00

Kitzbiiheler Kunstverein £ 1,000.00

Moulins, Ille et Vilaine, Brittany, France

Yune/September 2001

INTENTIONS
In the context of a village, of 500 inhabitants, the project intended to raise awareness on the value attached to
and the daily consequences of oral heritage. The work in progress will be connected to local events, festivals,
volley ball games, cars racing circuits,... And will be completed in the context of the Heritage days 15-16
September 2001

L '. PROJECT AIMS |
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1/ officials convivial meeting up with the Moulinois and Moulinoises, individually or as a group,

2/ identify and gather an oral memory incarnated in Moulins’ daily life,

3/ visual or oral creation locating this heritage that you can hear but not see, in the context of the heritage
days (15-16 September)

CONCEPT

The concept of this fourth part of the exhibition *Vernacular’ consist of raising the notion of oral heritage in a
actual village live situation, in the mode of conviviality.

REALISATION
METHOD OF DEVELOPMENT
TIMESCALE
22 - 24 June 2001
Festival de Monbouan, Chateau de Monbouan, Moulins
July — August 2001
Convivial animations in the village of Moulins
15 - 16 September 2001
Les Journées du Patrimoine, Moulins
ENVIRONMENT

The village of Moulins is a small farming community of 500 inhabitants still divided by the same reasons that
initially the division in the village between the bourgeois and the noble family at the turn of the 18 century,
the French Revolution,

I found the cutrent situation between history and daily life in the village an extremely challenging topic in the
context of ‘Vernacular’. My initial contacts with the villagers, visit 1o the local bars, Mairie, helping them in
setting a local theatre play in the church square, was very encouraging in the responses and the reactions my
ideas was provoking.

EXPECTATIONS
Where are the changes resonating? What are they?

I've selected an approach, which is half way between the Cowglen project and ‘Vernacular’ in Kitzbiihel.

The project is built on the relationship I am building up with the villagers

The question is not whether the show would accessible or not to a majority of people. The project is
accessible by the entire villager as I make sure that everyone of them is somehow involved in the process. If
people are not coming to the reunions, they usually invite me to their house for a wee chat.

If 1 make a change, What do I change it from? What is the existing structure I model it from and against?

Is that mean that I am preducing for a specific public or that the public is the artwork?

What is the artist role in regards to the audience expectation?

PERCEPTION
Did I confront the wrong public?
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METHOD OF REALISATION
THE PUBLIC AS PERFORMER/CONSUMMER
‘Le Dire-Dire’ .
dans le cadre de I’'exposition itinérante européenne ‘Vernaculaire’

Heritage is often taken in its acceptation in architecture or across ancients monuments that surround us. And
yet these buildings and what we are today are more the trace of a heritage of the habits and practices
characterising the origins of each one of us.

In Moulins, the heritage that will lead the project is not linking to the appearance of the place but to the life
which surround it. The project will evolve as a process, as a catalyst instead of a product.

In the context of the living heritage of Moulins, the initiative intends to enhance this process and to develop it
within a given time. This summer three cross-discipline convivial animations will take place within the
village. These convivial rendezvous will invite the Moulinois and Moulinoises to join the project and help us
1o gather the heritage that you can not see but hear,

Once the heritage identified, it will re-integrate the public domain in the context of teh Heritage Days 15-16
September 2001,

‘Le Dire-Dire’, in reference to Daniel Danis’s theatre play, Le chant du Dire-Dire (presented by the
Compagnie Ainsi de suite during the festival) will initate the animations by a dialogue on the heritage
connected to the Laissez-Passer in rural areas. A bouilleur ambulant is invited to work in the Chateaun de
Monbouan,

Who is it for?

What are the elements that create a relationship between artwork and the audience?
What is unusual about the artwork and the way of conceptualising it?

What is the artistic device?

IT this is a service, How this can be recognised?

What is the artist role in Vernacular?

DATA RETRIEVAL METHODS

Security camera film
Slides
Comments book:

BUDGET

Artist fee: £
Materials:

Accommodation £
Transport including artist’s transport:

Marketing materials:

1000 Postcards to be produce at the end of each

event and to be touring with the show £ 350
Photography £ 150
Production of a catalogue/leaflet

Catalogue fee ‘ £ 1,300
Text for catalogue £ 9
TOTAL £

[
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‘Vernacular 2000' Report project

THIS REPORT WAS WRITTEN AT THE TIME OF THE PROJECT. THE METHOD OF REPORTING
HAS EVOLVED WITH THE DEVELOPMENT OF THE RESEARCH METHODOLOGY.

Type of evaluation

e This document intends to proceed in the evaluation of the creative process of the
event ‘Vernacular 2000'. We wish to identify whether the process established by
the artist at Duff House (Banff, Scotland) in order to implement the above project,
has also benefited others apart from the artist herself. We would like to locate the
value of this particular creative process (Vermnacular/no-©) within its internal dynamic
and its possible lasting effects, rather than by its immediate result in order to
improve future involvement of the practitioner with other communities.

Definition of the project as per Matarasso's terms and indicators
‘Vernacular 2000’ From September to October 2000
Aims:
In a Gallery/Country House context, the project intended to
raise awareness on the contribution of television programmes
(local TV programmes) to cultural heritage1 in the context of a
National Gallery of Scotland, and to connect institutionalised
heritage environment with ‘living heritage’.
Objectives:
In an ordinary setting (sofa & TV) the objsctive was to build
connections between the audience habits with daily TV
programme and Duff House heritage. Did the integration of
these programmes in one of National Galleries of Scotltand
context validate these TV programmes images as historic
icons? Did the audience perceive them as such?
This relation was constructed on the concept of an exhibition as simultaneity of
actions. The public actions, reactions, interactions formed the exhibition itself.
Inputs:
In the rural North East of Scotland, the Duff House Country House Gallery
commissioned the project, as a part of its contemporary art programme, and as a
result of the artist four months Fellowship spread over a six months penod August
1999 to January 2000.
August 1999: First meetings.
October 1999: Method of realisation of the artwork: development of ideas for events
within Duff House.
November 1999: Method of implementation of the artwork: organisation with local
businesses for an open air market on the 18 December 99 11am to 2pm:
‘Producing Christmas — meet the farmers and growers’.
January 2000: Method of implementation of the artwork: a profile of local economic
activities, a guided tours of a variety of skilled professions working at Duff House on
the 27, 28, 29 and 30 January 2000: ‘House at Work’ event.
8 September ~ 22 October 200: ‘Vernacular’ Exhibition Opening.

The stakeholders consisted of:

The Scottish Arts Council: Art Funder

Leader }l and Heritage Lottery Fund: funders

Duff House Country House Gallery: administration support
Local Inhabitants.

! Cross disciplinary past and contemporary culture, ‘as part of the system of signs that constitute a given culture®
R. Barthes Mythology .
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Outputs:

As most of my work as a fellow consisted of establishing or strengthening existing links
between the local community and Duff House, | felt very uneasy at first about
producing a standard in doors exhibition. The two rooms attributed to ‘contemporary
art’ activity are a distinct entity from the rest of the House, and embrace the real
division between the community and the House, between heritage and contemporary
activities, which for me doesn’t make sense. The way | understand heritage is not only
the reflection of the past, it is also related to the way we are treating present and future
activities. Been based at Duff House, | was therefore more inclined for an exhibition
spacae in the village area.

! eventually decided to accept the challenge by working within the house’s exhibition
regulations and to tumn its disadvantages as part of the project. Following the model of
the house, | decided to work on a theme for the rooms: a TV room with recorded
archives from the local TV Channel. Two TV rooms as you have 2 dinning rooms, 2
library, etc. The TV were installed in the 2 ‘exhibition rooms’ with sofas and rugs
gathered from the two local villages, Banff and Macduff, and with tapes recorded from
the local Grampian TV Channel.

Where are the changes resonating? What are they?

The project presented a new complex relationship between the product (the
audience) as an end and a player: change in the artist action as a single author,
change from the object based exhibition content and change in the audience
function.

In a setting where the public comes as a viewer with little, or none, expectations to
interact with the place, ‘Vernacular introduced a totally different and unexpected
demand from the audience. By using TV as a medium, | was hoping that the show
would be accessible (from a practical and critical approach) by everyone. Although
the audience still had to relate to the show in a different way that they did with the
rest of the exhibits at Duff House. The public became the product, where their
subjactive propositions, actions in reaction to the setting, express the visual of the
show. :

If | make a change, What do | change it from?

Budget:

The exhibition functions differ from the function as exhibits and transform the art,
working as mediator, economic, fiscal, diplomatic, politic, tourism, etc.

The change comes as early as in the conception of the exhibition, where the work
does not exist until the arriving of the first visitor. The work is a structure in the
‘becoming’, depending totally on its relation with the audience. The ‘material’ of the
show relies on the public. As in recent practices in Relational Aesthetic?, the art
process is based in the interaction, the conviviality and the relational. The artwork
becomes a social interstice, which theory is the human interaction and the social
context.

In this model, the argument is not anymore to enlarge the limit of the art practice
{Lucy Lippard) but to ‘experience its resistance capacity within a global social
context'. .

Artist fee: £ 1,000.00
Materials: £2,147.80
Accommodation £ 50.00
Transport including artist's transport: £ 290.62
Marketing materials: £ 1,890.00

? Nicolas Bourriaud, pl, pl4, p31, Esthétique Relationnelle
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TOTAL £ 5,378.42

Scottish Arts Council £4,378.42

Duff House (printed material) £ 1,000.00

Indicators:
Although a security camera film shot the two months exhibition, we were unable to
recover the material due to technical difficulties and National Galleries of Scotland
Regulations.
e The data retrieval methods were therefore undertook by a photographer during

one day and do not reflect the whole period of the event. Visitors regularly filled in
a comment book.
Outcomes:

I lived six months in Banff. | was therefore under the impression that | already knew
the audience who would be attending the exhibition. )

Is that mean that { am producing for a specific public or that the public Is the artwork?
The work addressed a particular audience, who unexpectedly did not come. The
public constituted the (art) work as an interaction, rather than as a form. | hoped that
visitor would interact with the TV programmaes in the same manner that they do at
home and therefore would be lead to create a mental link (the artwork) between their
home and the Country House. The television set and the ordinary sofas were the
tools enabling this transaction.

What is the artist role in regards to the audience expectation?
It was certain that the notion of beauty would enter as one of the public expectations
due to the haritage context but | intended to model ‘Vemacular’ against the notion of

making beauty. :

Sociologists and historians think that the artwork is a social artefact and the aesthetic
denial of this social condition is a social fact in itself’. Having in mind this social fact,
I intended to challenge the notion of the artistic creation as an aesthetic game®.
Moving the interest from the form to the function, | was hoping to present a different
model to which visitors and local could relate to. As a catalyst, underlining existing
facts, the project was hoping to lead the audience to a different perception of their
relationship to Duff House. .
Why did | make the assumption on the audience? Why did | give values about their lives by using
TV as a common denominator to all?
Tv is a social actor and its integration to society is equal whether it is in a rural or
urban context. | use it for what it represent in society, a mechanism of the implication
of its representation and communication. World of TV is more and more a
contemporary reality and its reflection is not anymore a romanticised or ‘soap’
version but real people are becoming stars (Big Brother)®. TV is becoming more real
than the world set up at Duff House from its selected past reality.
Impact: Who is it for? THE PUBLIC AS PERFORMER/CONSUMMER

Whether or not we have access to a TV, one can not be unaware of its phenomenon
as the press-and the news reflect its latest moves and exploit.? The event on TV is a
non-event as an event, which would not exist without TV, The situation at Duff House
is also a non-event, as the whole structure would not exist without the House set, a
non-spactacle of reality. ‘Vernacular’ intention was to make this obviousness visible
in regard to the daily relationship between heritage (Duff House world) and
individuals (TV world). Without making assumption on their reality, Duff House
visitors were instrumental to construct the reality of the show. Unfortunately, the TV
was perceived as an object and not as enabling the spectator to look furthers. (l.e.

3 Regis Debray, p174, Vie et mort de l'image

* Plato’s Dialogue, Aristotle, the poetic

s press cutting

¢ 4TV isthe phenomenology of the community® (p!08) Arnaud Vivant, Exhibition ‘Au delas du Spectacle’,

Catalogue Pompidou :
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The interpretation of the TV programmes played in the context of a historical
location.)

What are the elements that create a relationship between artwork and the audience?

The concept was for the project to access the audience using the simultaneity of
actions, through the act of watching TV. The daily relationship, between Heritage
and an audience, exists at Duff House (Stuarts, kitchen and office staffs), so the
project intended to reinforce this relationship. | brought in a domesticate object, not
for the object itself but for the values and connotations which go with it.

Unfortunately, the mistake was made in associating the TVs' as an object with the
image. The relocated Tv lost its initial meaning by coming to Duff House. The TV
became an object in a museum setting, in a show rather than a tool showing
programmes, enabling the understanding of the artwork process which was to link a
domestic environment to Duff House setting.

Vernacular is not about using the past to see how it deals with the present on a daily
situation but to establish with the audience potential link. Using the rationality that
goes with the reality of TV, | hoped to reflect on an individual level, how in its own
environment the audience deals with heritage (verbal or material)

What is unusual about the artwork and the way of conceptualising it?

The initial concept was to gather existing artefacts not necessarily related to the
House (i.e. TV programmes and Duff House). The artwork is the action; the
connection made between those two by the public. There is no product belonging to
the art or consumption but a plurality of relationships between (art) objects, the
location {Duff House) and their consumption (by the visitors).

I was hoping to lead the visitor to look at the action in Vernacular in term of habits to
be then transfer into their own environment. But this setting has lead to an opposite
reaction: a disinterestedness attitude as the content of the show did not belong to the
environment: ‘Bringing the ordinary to an extraordinary situation has revealed little.

The venue, Duff House, deserves far better, as do the public, local and ws:tor alike.’
Alec Barelay (ex Banffer's feedback on Comments book)

What is the artistic device? How this can be recognised?

In the model of Chinese culture, art is everywhere and not only in object. There is
therefore no concept of museum to preserve the ‘art’’. | was hoping to reach
everyone’'s mind by proposing an event that didn't satisfied the eye but would
stimulate the mind.

The artistic device proposed a dialogue that establishes the work itself. There is no
object produced prior to the exhibition. The work is the dialogue or non-dialogue in-
situ, raising questions on the audience own experience and life: ‘As a heritage
student it was interesting to see how the exhibition challenge people’s different
concepts of what ‘heritage’ means to them' (Louise). ‘Enjoyed the installations.
Thought provoking'. (Alan Lee). ‘When I get it I'll let you know!’ (Anonymous)

What is the artist role in Vernacular? Audience expectation

Conclusion:

Although, my role was to create links between mental structure and objectives
structure of a social context and to determine the ‘social function of the artwork’ in
order for the audience to understand the work®® the audience already defined what
they expected from the ‘artist’. | was challenging this role by taking the one of a
catalyst and therefore the audience expectations.

Did [ confront the wrong public?

! Regis Debray, P120, Vie et mort de l'image
Pierre Bourdieu, Raisons Practiques
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‘Vernacular’ was showing them the exact thing they were going away from: TV
programmes! ‘This does not belong to here (...) Let's go to see the treasures’ (i.e.
Duff House Collection). (Anonymous on Comments book)

Sh°uld have | carried out stimulation workshops?
No audience development was done, as we previously worked on two casuals’
projects with a large number of local residents, we though we knew the publics who
would be attending

At a first glance, ‘Vernacular’ might have look like a not very successful exhibition,
and not function the way it was expected to do. But it also showed very well the way
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Duff House visitors perceive and divide heritage from their daily life. It also revealed
local resident's attitude towards Duff House and their refusal in attending official Duff
House Calendar openings.

What does Heritage mean to you?
Sit down, relax and watch some telly!!

Become part of a living artwork inan international travelling art experience!

Now you art IItfin* In « comfy join. In Pull Homo. Now Horn Ida make you leet?
TXm Jpprapmivea

O /* Raiaxod, as If Iwas In my own sofa at homo,

mQ  Alilt awkward Cacauso il | not what Iwould «»jwet to da dome.
-3 Asifljin brsanin* th* rulas of th« fallacy.

G----
(', Aup\s photograph of your p tit grandmother?
J Aainting of Mary Qu««n of Scots?
o / A painting of somoons who llvad at Duff Houas?

. . 5
wi_p( of \has&:’i—!?r_}}s would you coruidar as part of your harttago’

fh« sntlqu« chairs in the Salon of Duff House?
Your own Sofa?

a
|
;&I Vidooa that you havo reccrdod? I2n'1’|’”\]a

TAttmaian broadcasts?

The progrummaa showing aro from Grampian TV. Wo chos« thia aa raprasonting this locality. If you
could bring us * rocordad vidoo tap« to mpras«nt your local area, what would it I>» of-W M*# aromj

News Soap llv« froodcast mcorda,! film» horn«video ~children aproaraminas
Others
Which Channel do you watch the m 0~7  1BC On* Channai fatt  QramnMi
Which one be» represents your locality? «icon. ikn. t>»wh.

J oiwn £rfr~~ Uvtft(Ax. j-f

Where ara you from?-'

Date: . Please twma fu rther WOVNMIBALS QTR ek,
We would like you to bring us a tape that you have recordedfrom”
the TV In the last year. The reward for bringing In the video which

our stewards like best is a bottle of whisky!

209

X1 AN3IddV 0002-666T Je|NJeUIBA,



. “% %

Jdo Anshony (Educstion' Access Interpretative Otficer)

Duwring the afternoon of Thursday the 28th, the first day of the House al Work exhibition, 1 spent some
rime wandering sround the house and ohserving the reactions of visitors, statt and participants to the
event. This was useful to myselt, at the beginning of a post where interpretation (s & contral

Beng new to the job. | have had little experience of events in Duff House. Normally, in these quic
winter months, as | have observid it the house soums o oxude 8 sense of emptiness which is enhanced
only by the predence of horad security guards in the vast spaces of the house. "[his was an event which
appeared to successtully combat this ettect. by ensuring that in almost every part of the louse, an
crignging sctivity wan happening.

As | wandered around the house, [ found myselt being transtixed by the ditferent skills being
perfvrmed, snd fund ol Une artisans, in particular the lacemnker the butcher and the wesver, keen to
share thewr knowledge and engage in conversation. ‘This visiting public, along with myself, were often
found standing watching the process of an item being produced, and were asking questiony abowl the
unisen's work in general. This ahilily o interact with the warking, people created a definite sense of
openness, beneticial to the public and to the participants who may well have gained new clients
through the exercise. This is an event which I intend 1o repeat at o luter dute in the youras | am
extremely keen o make stronger links with the loeal community and helieve that bringing that
commumity in 10 “work " is one way of downg this.

There is ahways 8 dunger of *nwscumifying™ or af Jeast paironising u community and freezing ir in the
past by putting “traditional™ skills on display as if they were nor something real and happening now,
However, “House at Work™ avoided this ettect by including o hairdresser, @ website deyigoet as very
clenr conlemporsry plov, The | ker thus by a person in her own righl, working in the
year 2000, rather than as a sad nostalgic fragment of a lost rural past - an effect which could have
otherwise been created. The idea of @ butcher in the tearoom was particula ly innovative und worked
snrprisingly well. I felt thix was particurialy relevant t ihe current socisl climate where on the one
hand, people are starting to thiik a hittie more abour whers their food comes from and on the other,
butchurs und farmers wre suffering the cquences. This d tration wax goud PR for the butcher
concemed and can only have been Jooked on kindly hy lacals, many of whom are dapendent on the
meat industry.

Renctions of Yisitors
1 spoke with several of the visitors about the exhibition and received several inferesting responses. An
elderly couple trom Forres who had just “dropped by™ as they were in the area and had seen cars in the
cur purk i been “amazed ut the aray of local talen?” Speuhing of the wedding drexs designer in
particuiar the husband of the couple claimedt la have heen astanished 1o find ~favonrs” of such high
quality being produced in Bantt when he had not managed to find such good ones in Edinburgh for the
wedding of the duughter of the Duke of Buccloucht A couple from the BanfT unes were keen 1o see
anything happening in the house. “We hve locally so we have seon the house before, but we come out
for anvihing that is a bit different™. This type of comment reflects the need for Repeat Visit incentives.
Peuphe are used 10 such displays as being “purely traditivool” so it was not surprising thl when asked
if they th ; the exhihiti flected local culturs and horitago, & group of visitors clmmed that

p " were d y not an appropniate retlection of local cuiture and hentage. However. | feel
dml anything wlm:ln flouts pﬂcepnons of local culture as “of the past” is to be encowmaged.

All participants scemed o be hnppv lo lmvc Taken port. Some expressed that they might have hiked
mone tme 1o prepans U ing and others that they were not actally able to work

Hly in the nms (4 should be acknowiedged that there is a performance clemnuent ta
such presemations, While for some the time of year was appropriute us they were not busy with other
projucts, and aor was the house bisy. meaning they could chat informally wirth peaple rather than stage
demonstrations, a repeat “House at Work™ might have to consider such issues.

Staff

One security guard who has always lived in the aroa, atter explaining 1o me that people in the Jovul
community do not teel that “Dut¥ House™ is for thewy, mude the point that tie thaught this was the sort
of thing Dl House shonld have heen doing for years. e was “. just surprised that f took an artist in

residence to think ot it '™
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ENV IR ONMENTAUL ARTIST /CONSULTANT
STEFANIE BOURNE

SUMMARY REPORT

o MAKING CONTEMPORARY ARTS RELEVANT TO DUFF HOUSE

INTRODUCTION

I applied to the Duff House Fellowship in the hope that it would provide me with the opportunity I
was desperately looking for, a possibility to return to my ‘thinking cap’ left behind me five years ago.

On leaving college, my prime objective being to sustain myself, I have been gradually involved in the
management sector, for the co-ordination of Public Art projects.

Without denying the great impute that such experience brought to my work, I was nevertheless finding hard to
dive into artistic development once again, more than a few days at the time. The fellowship provided me with this
four months window of opportunity to undertake great readings, wild thinking and practice development.

The enclosed is an attempt to gather my notes into a readable document. 1 undertook a research-based project that
looked at the impact of Duff House, as a Country House Gallery, into its social /industrial environment and the
relation of the second with the House. I undertook to carry out a practice-based research, which involved
investigations on the social, industrial and historical aspects of the House. This procedure was shaped in a series
of awareness workshops. The workshops were structured as events connecting real life with Duff House

activities.

PRACTICALITIES

The structure of the fellowship was very appropriate for my art practice, 1 would like to thank Duff House
Management and the Scottish Arts Council to grant me with the possibility to split the four months into a six
months period. This allowed the community more time to get to know me and an easier access to dead lines (like
local newspapers). It also allowed me to gradually get back into a mode of thinking, which I wasn't used to after a

long period of commercial thinking.

1 developed over the six months a good working relationship and co-ordination with the Stuarts’ schedules, which
was very helpful for the good development of the events at the end of the fellowship, I felt living in Banff was
also in favour of the project as 1 got to know many people in a very short period of time. Support in finding the
artist accommodation, suitable to his/her needs, is required for such a short time fellowship. 1 would also advice
that the fellowship takes place during the March/August period when the House is open and when the good
weather is around! Bringing the public out during winter months has not been a small task.

AWARENESS WORKSHOP: INTERVENTIONS

As part of my research at Duff House, I organised two public sculptural performances, based on an audience
context, which I hope integrated the community life within Duff House.

To realise the events, 1 needed the support of the communities such as Banff, Macduff, Turriff, Keith,
Fraserburgh, Peterhead and other towns in the surrounding of Aberdeenshire area, which responses have been

tremendous. -
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Both of the projects intended to stimulate ideas for the use of the House in a contemporary context.

The 18 December 99: a gathering of local producers was organised on stands, in an aesthetic order, in the grounds
of Duff House, facing the Horseshoe Stairs. We looked for local farmers to sell their non-cooked produce on the
day.

‘Healthy eating’ is one of the issues that I was interested to raise in an historical surrounding, like Duff House.
Mainly in.a relevant context where fruits and vegetables were produced at the time of the Country House and
when it was the Sanatorium. For the farmer's point of view, the objectives were to promote local produce and to
establish a market in the area.

The event has proven very successful as a ‘real’ market is being organised in Banff under the trade name of
‘Deveron Farmers Market’.

The 27/28/29/30 January 2000: Four days of integrating community life at Duff House. In the context of living
skills, we invited skilled professionals, local businesses and craftspeople to practice their day to day activities in
the context of the House. Each guest was located in an appropriate room in the House, for the time he/she was
prepared to allocate to the project. (1.e. Kilmaker in front of David Alan’s ‘Highland Wedding')

This event brought local heritage to life as trades and crafts people carry out their day to day work in the rooms of
Duff House. The question I was try to ask myself was ‘Are we succeeding in preserving a living heritage into a
museum setting?’

Both gatherings were not an artwork in itself but provided me with materials to develop my research on the notion
of art placed in a social context. It is also based on the confrontation between past and present in the daily activity
of places, objects and communities.

ACKNOWLEDGEMENTS

I would like to thank for their help, support and patience:

Charles Burnett, David Clark and the Friends of Duff House, Jo Edwards, John Mair, Jenny Reid, Karen Scopa,
Claudia Zeiske, Doug and Vicky Yeats, all Stuarts and Kitchen Staff and all participants and contributors to my
fellowship. (List in annexes)

Stefanie Bourne

Studio one, One one nine High Street, Glasgow G1 1PH
Tel/Fax: 0141 552 9173

stefanieboume@yahoo.com
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‘Reposoirs 2001” Report project

THIS REPORT WAS WRITTEN AT THE TIME OF THE PROJECT. THE METHOD OF REPORTING HAS
EVOLVED WITH THE DEVELOPMENT OF THE RESEARCH METHODOLOGY.

Type of evaluation

- // ”

This document intends to proceed in the evaluation of the creative process of the event
‘Reposoirs 2001°, We wish to identify whether the process established by the artist at
Moulins in 2001, in order to implement the above project, has also benefited others apart
from the artist herself. We would like to locate the value of this particular creative process
(Vernacular/no-©) within its internal dynamic and its possible lasting effects, rather than by
its immediate result in order to improve future involvement of the practitioner with other
communities.

Definition of the project as per Matarasso’s terms and indicators

‘Reposoirs 2001° (‘Altars of repose 2001°) From May to September 2001

Aims:

Objective:

Inputs:

“Reposoirs 2001” is the fourth site of the project. ‘Vernacular’ that has already been
located in three places: Banff, Glasgow in Scotland and Kitzbiihel in Austria,

In the context of Vernacular/no-© and of Nationals Heritage Days the 14-15-16 September
2001 ‘Reposoirs 2001’ is a discursive interaction intending to establish a dialogue with the
community of 500 inhabitant in Moulins (35, Brittany, France) on the implications of the
oral heritage on their daily life.

On the notion that our cultural heritage is invented daily, “Reposoirs 2001” is a creative
awareness event inviting the local population in interacting differently with their local
knowledge and proposing a different perspective of the relationship between the daily life
and aspect of the local culture/heritage. The work intended to reveal the heritage that you
‘can ear’ but ‘can not see’, connected with the social transformations of the village.

In order to realise the above the objective was to develop a social, historical and geographic
knowledge of the village over a four months period (May-August 2001). The information
gathered, provided by the local residents, would serve to implement in three different
locations of the village, three interventions that proposed a reading of the local heritage from
the information provided to the artist. The presentation of this heritage through the three
‘Altars of repose’ intended to create interaction and engage locals’ residents into a
discussion on the subject.

The event was realised in the context of an artist’s development' grant that provided the
artist with an opportunity for a research-based residency. The stakeholders consisted of:
DRAC, Bretagne (Direction Regionale des Affaires Culturelles, Art Funder): granted the
project 10.000 Frs.

The Festival de Théiatre de Monbouan (national and international artists and volunteer
sector): an annual event lead by a theatre based charity offering a technical support,
marketing and the opportunity to contribute to the event.

Le Conseil Municipal (local authority): offering a technical support and contributing to
provide the ground work information.

Local associations (voluntary sector and business): contributing to provide the ground work
information.

Les Portes de Bretagne (Tourism for local authority): offering administrative technical
support and local contacts.

Le Bon Accueil, SEPA (Art organisation): Site Experimental de Pratiques Artistiques:
technical support

' Aide Individuelle 2 1a Creation Artistic, DRAC Bretagne, France.
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Outputs:

Indicators:

The project was lead by the artist self-motivation. It was implemented with different phases
of negotiations allowing the project to be cancelled, would the inhabitants reject the idea. At
any stage in the four-month period the project could have been stop by the community or the
Maire. The further the enquiry entered in contact with the community, the more interest the
residents became. There was no initial demand, or even need, the consultation process
allowed communication and persuasion on the value of the project. The seduction/conviction
strategy was for the artist to use a common language and to make oneself accessible by other
and belonging to the place (e.g. by volunteering in setting up chairs and accessories for the
representation of a local theatre play.). In the situation when the artist is not present, the
seduction will evolve around the objects or artefacts (e.g. The ‘Dire-Dire’) manufactured for
this purposed. Over the four months, regular meetings were organised in private homes,
local bars or taking part in local cultural, sport events. The venture was hoping to raise
aspects of the issue (relation between local heritage and daily activities) and to propose them
differently than the usual work on heritage realised by the local authorities. Once nearly
structured the project was suggested to the community.

The project took place in two parts. In order to create awareness on the artist practice and to
introduce ‘Reposoirs 2001’ to the residents, in June 2001 the artist contributed to the visual
programme of the local festival, ‘Sites en Citation’, in the Festival de Théatre de Monbouan
in the park of the Chéteau de Monbouan. The intervention, the ‘Dire-Dire’, consisted of a
sphere made in copper, with an engraved text relating to the theatre plays (Le Chant du Dire-
Dire by Daniel Danis) and to the tradition of the alembic for the cider distillation with the
copper alembic. The object was casually circulated in the different areas of the festival and
between the festival visitors. A local distiller and his alembic were also invited to produce
alcohol from cider (eau de vie) during a day of the festival. This action enable discussions on
the local distillation heritage and open the procedure towards ‘Reposoirs 2001°.

‘Reposoir 2001’ took place in the heart of the village, at its entrance and exit. With the local
authority Road and Transportation Department help, the words ‘SUR ROCHE’ of the old
name ‘Moulins sur Roche’ was re-installed. The panels were in a form of an ephemeral
waming triangular sign (indicating stones on the road and generally used for road works)
with a flashing light. :

Along the main street, on disused or transformed, front shop windows were used as matrices
for violet posters presenting nine phone numbers and the sentence ‘A votre service’. The
numbers are known locally and belong to local services and businesses.

And finally, in order to create a gathering place were locals and visitors could meet up and
ask questions regarding the two ‘altars’ previously described, a third intervention was
installed in a functioning stalling. Benches, tables, food and drinks welcome the visitors to
watch amateur video’s projections of local volley matches, theatre play, Christmas party that
took place in the village.

These three events intended to stimulate interest using ‘local tools and languages’ and gather
the visitor in the farm where the projection took place, the central point of the event.

Initially started as a research-based, self-motivated project, no indicators were agreed
between the stakeholders involved. The outdoors location of the project and the artist single
handling the project made the monitoring and gathering of information method very
difficult, as they were not integrated into the project structure. Only qualitative information
in the form of diary event and recollection were collected. An artist friend and my mother
took photographs. In future project, the feedback recording process will be included in the
design of the structure of the event (i.e. a video camera install, planned-recorded
conversation with a willing visitor, etc.). In this particular case, the evaluation trough the
post-event interviews can actually produce the missing data that could create the project
description. As each individual has their own understanding of the reason for the presence of
the objects on the site and therefore contributes to the dialogue, there is no one work per
project but a multitude depending on the number of individuals involved
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Outcomes:

The research, a result of three previous projects in the context of Vernacular/no-©, is a great
success from the artist point of view. The potential and the structure of such discursive
practice have proven viable in the context of a site specific outdoors project. The artist
identified 3 keys indications of the impact of the practice: footfall over the three days, the
amount of discussion taken home with the visitors, and the on-going interest of local as well
as non-local over the four months and still now during the interviews.

Although not a traditional art form and realised in a very rural environment, the concept was
fully supported by the visitors (300 over the three-day’s event) in a village of 500
inhabitants,

As well as a good footfall, the discursive responses indicated that the project was stimulating
interest over the four-month period. The discussions, transaction, between people in the
main ‘Altar’, consisted of stories, viewpoints, opinions, and memories, and were raised
mainly by the posters on the shop fronts and the projection in the stalling. Manufactured
objects (e.g. the ‘Dire-Dire’) were integrated in the conversation process and the videos
projections of local events enabled to raise issues. The artwork itself was immaterial and
exists in the moment of the transaction, ‘particle’ of time that the visitors exchanged on the
locations of ‘Reposoirs 2001’ and took home with them to shared with others.

Although the community was aware of the artist presence in the village, and has contributed
to the creation of the project, it was clear that they did not expect such outcomes.
Nevertheless once the project was in place they formulated expectation that the project
should reveal the dynamic image of the village to officials and the press.

Impact on the artist practice:

Conclusion:

Following the previous three events of Vernacular (Banff, Austria, Glasgow)
where objects were more present as a visual rather than a tool to facilitate an
interaction, ‘Reposoirs 2001’ challenged the used of objects and became an
accessory lowards discussions and dialogues that they could produce. The
interaction as a production in a non-art environment has proven feasible. The
interactions between the space and the audience were essential and enhance the
particularities of each location to open new ways for local residents to apprehend
their heritage
Although strongly immaterial, the event raised interest but it was clear that this non-
materiality could be improved with a better communication and mediation structure in
favour of a better quality of discussion and exchange. Five needs for changes are identified:
*  simplifying the message
¢ giving more opportunities for the inabitants to engaged in the process by articulating
the project objectives from the start
¢ the presence of the artist at the event
*  a continuing communication before, during and after the event (a constant monitoring)
and finally
*  identifying an external mediator to the project in order to communicate the project in
local words and expressions.
These five additions should also lead the stakeholders to a different contribution. So far, not
being in a situation of customer or clients, often they are quite satisfying to extent their
interest to sending the monies and receiving a breakdown of the expenses. This continual
communication will inform and involve them a step further. It could also be an opportunity
for them to spot other potential in relation to their activities and therefore lead to a more pro-
active involvement.

Ahhouéh the initiative started five months before the Heritage Days (14-15-16 September),
between the artist and the local cultural and sportive organisations, it was essential that the
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initiative could be repeated or that future events could be implemented by the local
organisations themselves. The relationships established with the community, as well as the
external elements installed in order to trigger the transaction were essential in the quality of
discursive process. No sign has yet proven that the experience might be repeated or inspired
anew event,

10 months after the event, the artist contacted the participants in order to contribute to the
evaluation of the project. Two casual interviews will be undertake in July and September
2002, between Nadia Kerloch (Tourism, Les Portes de Bretagne) and the artist, and a group
interview between Monsieur Le Maire (Pierre Melot), a visitor and inhabitant (Monsieur
Marie) and Odile (Marketing, The Festival de Théatre de Monbouan).

These evaluations will provide further data from the contributors/visitors on whether the
project was perceived, inspirational, repeated or/and understood. They will be instructive in
being informed on the discussions that took place in the village after the event finished and
whether they would envisage such project to be re-enacted.

Identity of the evaluator

Nadia Kerloch, Director, Les Porte de Bretagne (Tourism), organisational partners.

Date of the interview

Tuesday 23" of July - From 16:30 to 17:30

L’Lranscript of the interview

Stéfanie Bourne
Je recherche & savoir ce que vous avez retenu et compris du projet, d’un point de vue general, et ce que vous avez
pergu, personnellement. J’ai pris des photos des effets que je recherchais. Mais je me doute que le projet a été
pergu différement aussi bien par les gens de la commune que par vous-méme et par les artistes qui sont venu me
voir. Je souhaite avoir un point de vue de ce que le projet vous a apporté, qui doit étre différent de ce que je
recherchais 4 faire avec les habitants de la commune. En fait les choses peuvent-étre pergues differemment, si I’on
est un contributeur actif ou passif. Vous étiez plus de I’avant du projet. Est-ce le projet vous a apporté quelque
chose ou rien, professionellement et personnellement?

Nadia Kerloch
C’est un peu loin. Une interview plus proche du jour de I'innauguration aurait été plus efficace pour vous dire ce
que j’en avais rescentie sur le moment, Je me souviens de I’événenemt. J’essaie de me remémorer...sous le porche,
les habitants qui étaient 1a. Je ne suis pas directement concernée car nous n’avions pas eu le méme genre de
contacte que vous avez pu avoir dans la mise en place du projet, avec les habitants. Mais je me souviens les voir
regarder les images, que vous aviez récupérez des films des activités sportives, les voir regarder... J'ai cette image
13, une ambiance un peu conviviale, les voir se reconnaitre sur les films, cela ressemblait & des choses que I'on

peut voir en famille. C’est ¢a I'image que j’en ai.

Je me souviens aussi de I’arrivée dans la commune avec les panneaux,dont le mot était changé et les vitrines...qui
faisaient s’interroger sur ce qui ce passait dans le village, Ca j’ai trouvé ¢a original, au moins au se posait la
question. Je ne suis pas siir d’avoir compris, J'avais dfi vous poser la question en arrivant car ¢a je n’étais pas au
courant, je ne pense pas avoir compris le message tout de suite: Les magasins fermés, attiraient Pattention, sur les
commerces qui fermaient dans les communes rurales.

SB:

Un patrimoine fermé,et une activité contemporaine assez ouverte.

NK:

Ce dont je me souviens...Le cadre de I’innauguration était un petit peu original par rapport 4 ce que I’on peut
connaitre comme lieu d’innauguration. 1l y avait autre chose que je n’arrive pas 4...Un fauteuil...oui je me
souviens, non mais c’est loin.. ¢’est difficile. Si on regardait les images...Ca fait combien de temps

SB:
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10 mois, un an.

NK:

Vous vous étes dans votre truc mais quand on est extérieur. Ca fait Beaucoup...Sur la place de 1’église...Les
panneaux c’était originals. Il y en avaient pas mal parce que je me souviens bien quand on passait il y en avaient
pas mal...Comment dire, c’est difficile d’exprimer ce que I’on rescent, quand méme. On regevait bien le message,
quand on traversait la commune. On voyait que quelque chose se passait avec la couleur des posters. C’est ¢a
aussi qui était important.

SB: )

Avez-voiis eu des retombées?

NK:

Non, mais ici on ne les a pas forcément, méme si il y en a eu.

(retour au reportage photos)Les draps...Je match de volley...Les re-transmissions sur les draps était originale. Le
cadre... :
SB:

Le cadre était superbe!

NK:

Voila le fauteuil....L’ Alembic...

SB:

L’Alambic Virtuel, qui est passé de mains en mains, qui avait bien fonctionné afin d’encourager la discution entre
les gens. Mais peut-étre que le message lié 3 I’alambic était trop compliqué, le théitre, Le Chateau de Monbouan,
la tradition de ’eau de vie. Je ne pense pas que tout le message ait ét€ compris...

NK:

Oui, Oui...Moi non plus, je n’ai pas tout compris. On pourra revenir sur ce qui m’intéressait sur votre démarche,
méme si je I’admets, je n’ai pas tout compris.

SB:

Les gens pouvaient s’assoir autour des tables..

NK:

Ah oui en fait ¢a, c’était pendant trois jours

SB:

L'idée était, pendant les trois jours, de poser différement la question de la relation entre le patrimoine et le
quotidien d’une autre maniére que d’ouvrir des portes des batiments. .

NK:

C’est la couleur des posters qui aussi attirait 1*attention. Ca pettait sur les vitrines...

SB:

En fait, ¢’était un détail important, alors que ¢a ne se voit pas pour autant. La couleur violet était choisie pour sa
relation avec la religion catholique. Ces espaces étant des reposoirs.

NK:

Ah! (regardant les panneaux d’entrée du village) L’entrée...La vous aviez mis P’ancien nom, eh, ¢’est ca?

SB:

Oui, *‘Moulins sur Roche’ avant qu'il y ait 1a route de construite.

NK:

1ls ont du prendre ¢a pour un panneau de 1a DDE...

SB:

C’etait en fait Je jeu, mais peut-€tre trop subtile...

NK:

un peu petit...peut-étre

L’espace...La stabulation...On a fini le reportage photos!

Ce qui m’avait intéressée dans la démarche. Moi je suis originaire de la ville, mais je ne suis pas trés branchée art
contemporain. J'ai fait des études trés matérialistes, science-éco. Je ne suis pas sensibilisée i 1’art, ma famille non
plus, pas particulitrement, mais je suis curieuse. Ce qui me paraissait intéressant par expérience
professionsionnelle en ayant travaillée essentiellement en lerritoirs ruraux, ce que je trouve intéressant dans la
démarche était de présenter votre projet dans un territoire rural. Quand on est en ville et que I’on 2 envie, on peut
aller voir une expo. Mais 2 Ia campagne, c’est plus difficile. Votre démarche de pouvoir permettre et de rendre
accessible aux gens de territoires ruraux, tout ce qui est art et culture. Au départ, c’est ¢a qui me semblait
intéressant dans votre démarche méme si ce n’était pas un dossier a priori touristique.
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La démarche aprés que vous avez suivi lorsque vous avez voulu faire pergevoir un message, je n’ai pas tout
compris. Le communiqué de press m’a aidé un peu mieux 2 saisir le sujet, mais ¢’est vrai que je n’ai pas été
impliquée je pense de la méme fagon que les gens du bourg de Moulins, avec qui vous avez travaillé directement.
C’est vrai que dés que je me suis rendue 3 I'innauguration, c’étaient des gens que je ne connaissais pas, avec qui je
n’avais pas forcément partagé quelque chose, donc je n’avais certainement pas les mémes impressions qu’eux.

SB: :

Pensez-vous qu’il pouvait y avoir differents messages dans le projet? Vous avez dit que le message n’était pas
simple, en plus le contexte choisi par I’artiste n’était pas ce dont les gens attendaient d’un artiste. Pensez-vous
qu’il y-avait trop d’information? Est-ce que I’événement se voyait comme un événement culturel ou était-ce trop
lié 3 un public restraint, qui a contribué a son contenu? Vous sentiez-vous exclu?

NK:

Pas forcément... Mais si, par rapport 2 la réaction qu’a eue mon président. Il n’a rien compris! Il s’est interrogé et
on n’a pas vraiment eu le temps de tout lui expliquer. Je me souviens vous étes venu lui expliqué mais je ne suis
pas siir, méme si ¢’est quelqu’un de trés éduqué, chargé de la culture de la ville de Vitré. Je ne lui en ai pas reparlé
aprés, je n’en ai pas eu P'occasion ensuite. A sa réaction, il a été surpris. Je lui est expliqué dans quel cadre on
avait été amené & travailler ensemble mais je n’ai pas eu le temps de lui expliquer davantage, et puis moi avec ma
perception des choses, ¢’etait aussi difficile a transcrire. Donc par manque de temps et quand on maitrise bien un
sujet on en parle bien quand on ne le maitrise pas on n’est pas toujours convainquant. Ca lui a posé des questions
forcément, le cadre, les gens etc car on en avait parlé tout de suite aprés. Contrairement & moi qui avais eu des
contactes avec vous, lui en avaient eu aucun. 11 avait vaguement entendu parlé du sujet et il a eté surpris mais il
n’a pas compris.

SB:

Ceci est un gros probléme que je dois résoudre. Le project devrait fonctionner sans moi. Méme si il était adressé
aux moulinois, je ne pense pas que tout a été pergu. Si vous, vous n’avez pas tout compris ¢’est comprehensible
car.,

NK:

Je suis exterieur au projet.

SB:

Voila, Mais en méme temps le projet n'est pas du tout accessible, et ceci est trop li€ & ma practice. Si ce genre de
pratique devrait étre intégré dans votre domain, quel aspect dans sa structure devrait changer?

NK:

Ce genre de projet, ce que j’ai compris, s’adresse surtout 3 la population de Moulins, et ne peut donc pas étre
comprise dans le cadre du tourism.

SB:

Trop local

NK:

Pas trop local mais vue la complexité du sujet, je vois difficilement comment on pourrait le rentre accesssible au
touristes qui sont 1 essentiellement pour se détendre, méme si... & mon avis c’est un vrai probléme entre les
attendes du touriste et ce qu’il vient rechercher, il y a souvent un grand écard. Méme si les gens disent vouloir se
cultiver en vacances, les choses doivent étre trés accessibles. Ou alors c¢’est vraiment un public trés restraint et 12
¢’est quand méme difficile..

SB:

LA, le projet était 1ié au patrimoine local...

NK:

Le patrimoine local et orale sont difficiles & faire pergevoir. Par contre La manifestation de Monbouan, dans
laquelle vous vous étiez intégrée dans la présentation d’oeuvres d’artistes. Ca oui. Mais pas sur ce que vous avez
fait sur Moulins. Cela me parait difficile. La différence entre ce que les touristes disent vouloir venir rechercher et
ce qu’ils recherchent est une chose beaucoup plus basic. Une randonnée et puis en fait, ce qu'ils pergoivent en
randonnée, c’est une petite promenade. Au niveau du tourisme national on s’apercoit quand on travail sur la
randonnée, qu’ il y a de vrai randonneurs 25km dans la journée, mais les touristes de base c¢'est la ballade de 3-4
kilometres du dimanche. L3, ¢a me parait difficile mais en méme temps je ne suis pas spécialiste du tourisme
culturel, Mais votre projet me parait difficile, méme en expliquant beaucoup, dans I’état actuel des choses.

SB:

Vous pensez que les gens on besoin de comprendre pour étre séduit dans ce genre de projet, sinon ils n’en trouve
pas d'intérét... -

NK:
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L3, il y avait interrogation.., ne serait-ce que les panneaux & Moulins... Si par rapport & ce que j’ai vu, si on voulait
attirer 1’attention des gens comme on peut le faire dans une structure de tourisme pour les évéments, sur la

fermeture des commerces. Ce que vous avez fait, pourrait étre renouvelé, méme par rapport au public touristique.

Ce dire que I'on va attirer I'attention des gens sur la fermeture des commerces dans les petits bourgs. Ca, je pense
que c’est quelque chose qui pourrait étre renouvelé méme 2 la limite proposer & une commune dans un autre cadre,
qui s’inquitte de la fermeture des petits commerces et s’interroger comment faire en sorte que les gens fassent
quelque chose.

SB:

Comment Terriez-vous passer ce questionnement au stade superieur?

NK:

Donner a reponse apres, ¢’est peut-étre ca qui 3 manqué!

SB:

Le suivi?

NK: :
Ot le suivi, parce que 13, comme vous le disiez tout a I'heure, les gens qui on traversé, il y en a peut-étre qui I'on
vu, mais il y a tellement de choses aujourd’hui que le lendemain ils ne s’en rappellent plus. Mais une image ou
une information dans le bulletin local, ils auraient revu ¢a et fait le lien. Pas un an apres! 11 faut contacter des gens
qui on fait ce genre de choses. Si c’est Je lendemain ou huit jours aprés qu’il faut faire passer quelque chose dans
la press pour leur expliquer ce que ¢’était.

SB:

Une mediation aprs projet?

NK:

Oui je pense que ¢a. C’est quelque chose...connaisez-vous la revue Village? Tout ce qui est tourisme en espace
rural. Il est distribué nationalement et fait par une journaliste. Les articles sont particuliérement sur le tourisme,
mais il y a un petit peu sur tout, le commerce..., c’est une opération qui me rappéle votre travail. Dans cette revue,
il y a plein d’annonces, des reportages, des communes qui recherchent 3 reprendre le demier commerce du village,
appel 4 la population de familles pour venir s’implenter pour attirer I’attention sur la fermeture des commerce.
Ceci est plus accessible que les panneaus qui étaient sur le bord de la route car effectivement, ¢a je pense que
¢"était difficile 3 comprendre. Les trois jours d’animation que vous avez fait sur Moulins, moi qui était extérieur 3
Moulins, je ne voit pas comment le public touristic pouvait accéder 4 ce genre de chose. Sous une autre forme...Le
cadre en lui méme m’a paru intéressant. Une manifestation qui se voudrait, sur I’art ou autre chose, & proximité
d’une stabulation... ¢a interroge! Ca, le public touristique peut étre preneur. C’est une exposition autre que celle
par example du chéteau de Monbouan, un cadre plus prestigieux donc 13 ol I’on s’attend & trouver des oeuvres
d’art. Le public touristique peut etre réceptif, de trouver des oeuvres d’art qui se rapportent 4 une commune rurale,
ou un rapport avec une ruralité,

SB:

On a eu des gens 2 venir 2 la suite d’avoir lu le mot ‘reposoir’ dans le journal. IIs se sont dit: ‘Moulins a une
nouvelle croix?’ et sont venus la chercher. Mais ne pouvait pas la trouver chez monsieur Leray! Donc ils sont

venus par rapport & leur connaissance local du mot ‘reposoirs’.

Vous avez parler de differentes lectures, niveaux de comprehension de chacun des lieux proposés. Pensez-vous

que les lieux n’étaient pas liés entre eux?

NK: :
C’est difficile & dire car je ne me souviens pas. C'est vraiment trop loin. Je ne me souviens pas si avant de venir 2

I'inauguration, que vous m’aviez parlez des panneaux qui étaient mis 2 I’entrée et ce qui allait étre fait dans le
bourg. Alors, je n’arrive pas 2 savoir si immediatement je les est associés ou pas.

SB:

Y avait-il un manque de lien visuel entre les trois espaces? Manque de lien entre eu?

NK:

Sur la compréhension, oui surement. On ne les lit pas, méme moi apres, j’ai encore une difficultée 2 les lier.
Pessaie de me rappeler si je les avais lier immediatement aprés mais je n’arrive pas & me souvenir. Mais, c’est vrai
qu’en étant un peu extérieur, on ne voit pas le lien.. I s’agit du patrimoine rurale de la Commune de Moulin, aprés
quand on arrive...en méme temps, on se dit, quand on voit des choses comme ¢a sur une commune, dans un méme
ton, on se doute que ¢a doit étre 1ié. Mais comment?

SB:

On revient au suivit
NK:

Oui
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SB:

Le fait que la discussion était suivie par moi-méme et pas par quelqu’un d’autre peut-étre de plus local. Qu’en
pensez-vous? Un atout ou un handicap pour le projet?

NK: : .

Ca peut peut-étre étre un intermediaire, Je pense que c¢’est indispensable que vous soyez 14 pour expliquer le
travail qui 2 €té fait. Par contre, ce qui aurait pu étre intéressant, c’est qu'il y est les deux. Qu® une personne locale
sache expliquer ce que vous avez voulu faire passer. Malgré tout, vous &tes dans votre domain et malgré toute
votre bonne volonté, votre language est parfois un peu compliqué. C’est un sujet difficile on le c’est. Deja, c’est
bien de voir le nombre de personnes qui s’était déplacée, malgre ce que je dis, vous avez su faire passer le
message et faire intéresser les gens et les faire adhérer a la démarche, qui je crois est déja une bonne chose. Mais
pour les gens extérieur au projet comme moi ou monsieur Lechevillé qui est venu, vous auriez pu donner du
complément d’information avec une personne locale qui aurait expliquée votre démache. C’est vrai, ¢a aurait pu
étre intéressant.

SB: .
Donné une autre dimension. En fait il est clair que le projet ne se suffit pas & lui méme, qu’il a besoin d’un grand
travail de médiation en paralléle.

NK:

En tous les cas, vous m’avez reconsciliée avec le milieu culturel!

Summary

1. A comment was made on the fact that the interview was taken to far away from the event, She could remember
the facts (the space -original compared to usual event opening space-, people’s attitude -
convivial, like a family reunion-, objects -armchair, the ‘Dire-Dire) but could not really
remember what she felt on the spare of the moment. We looked at a photo database of
archives to trigger her memory.

2, The objects involved (in particular the large number of very strong colour posters on disused shop windows)
made one wonder and question the closing down of local shops in rural communities. With
the large numbers of posters, one could see that something was happening in the village.
Although, she did not made the relation between the colour of the poster with the
Catholicism and the ‘Altar’. The objects call her out but she did not understand the
message. (She acknowledge that she was not from the village and did not recognised the
phone numbers)

3. The message that the project tried to give out was too difficult and complicated to understand. But again she

acknowledges that she was not from the area and did not know anyone at the opening (this
comment surprised me as she works for the local tourism office and obviously does not
have contact with the local population). It was clear that the visitor were local farmers and
villagers.
She initially did not felt excluded, as we previously discussed the project and knew a bit
about it. But following her president’s reactions, she then felt also excluded from the
context and subject when she tried to explain to him. They both felt that although they
were stimulated and solicited, the lack of time to explain everything made them totally
excluded from the event. But again, they acknowledged being totally external to the
village activities. ,

4. The subject did not interest her in particular, as she was coming from a tourism point of view and she is also not
interested in the art. But her professional experience, by having worked essentially in rural
territory, was attracted by my reasoning in allowing and making art and culture accessible
to people in rural community; to present a the project to a rural community and not as it is
usually done to an urban one.

5. We wondered if this kind of practice could be attached to a tourism project. If so, what changes would need to
be made? Mrs Kerloch affirmed that this kind of project could not be applied to tourism as
it is strongly related to the local population and can not be understood in a tourism context.
Not that it is too vernacular but it would need to be much more explain in order to make it
accessible to tourists. The whole process would be very difficult. It is the eternal problem
between the tourist expectations and what they actually do on holidays. Its is much more
basic’ (a hike is often a small walk!). Such project would be produced for a restricted
audience. Nevertheless the work produced in the context of the festival de Monbouan-
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sculpture in the park- could be valid but not the work done in Moulins, in its actual format
anyway. Saying that, She mentioned that she is not involved in cultural tourism,

6. The actual state of the project, that questions a public, could be move further by providing an answer! By doing
a follow up, a communication before, during and after the project (a mediation after
project, e.g. in a magazine such as ‘Villages’). This would allow people who saw the
project but did not pay much attention to it (there is too many things happening nowadays
to pay attention to everything) and revisit it and giving them the opportunity to realised:
‘this is what it is all about!!" The information should be provided the next day to the event

" or 8 days later but not a year later!

7. As a viewer external to the village, it seems that there was a lack of visual links between the 3 spaces (the three
‘Altars’, ‘Reposoirs’). It was difficult to see the link, but in the same time the similar
nature of the interventions reveals that they must be linked! But how? (We are coming
back to the follow up)

8. We finally discussed the possibility that someone else but the artist could undertake the follow up. She felt
necessary the presence of the artist on site but it would be very useful to have another local
mediator that could explain the project with his/her own words. Having different angles of
explanation would provide the project with an extra dimension. She observes that the
project was already a success in communication, as it managed to interest, to adhere to and

to gather a large number of people.

Identity of the evaluators

Pierre Melot, Maire de Moulins (organisational partners)

Monsieur Marie. (visitor and inhabitant)

Odile, Art Monbouan’s management (organisational partners and visitor)
Richard Tondou, Bar owner, (visitor and inhabitants)

Date of the interview

Thursday 26™ of September — From 18:30 to 20:00

LTranscript of the interview : ‘I

Pierre Melot:

On ne voit pas trop la finalité de V’affaire.

M. Marie:

Ce qu’il faudrait, si en fait il doit y avoir échange, pour savoir ce que les gens souhaitent pourquoi pas, mais dans

ce cas 13, il faudrait qu’il y ait plus d’échange. L’accroche n’a pas été suffisament prise pour que les gens
viennent. Mais si I'objectif était justement de faire échanger les gens sur sur Je patrimoine et comment ils vivent 2
Moulins. Ca n’a pas forcément bien fonctionné, car il n'y a pas eu suffisamnet de monde. Enfin moi au moment

ol je suis passé, il n'y avait pas assez de monde pour échanger. Moi les gens avec qui je suis venu, j*avais déja
échangé la dessus.

PM:

Les gens qui se sont déplacés c'était plus pour la curiosité.

Stefanie Bourne:

Nous avons eu 300 personnes sur le weekend, mais peut-étre pour la curiosité. L’idée était de mettre en place une
structure qui renverrait A la production d’autre chose, qui en fait, en tant qu’une personne venant de I’extérieur
présenterai ce qu’est la structure dans laquelle vous vivez et renvoyer cet échange. La discussion que j’avais en
avec Madame Kerloch montrait qu'il y avait des questionnements de poser. J’ai essayé de mettre en forme trois
¢éléments dans ces questionnements: le nom de Moulins, la situation des magasins vides en utilisant les numéros de
téléphone et le commerce en tant que tel qui a évolue et I’espace agricole et associatif. J’ai essayé de re-transcrire
cela dans ces espaces tout en espérant qu’il y aura du dialogue et me renvoye des commentaires critiquant la
vision que j’avais de Moulins. Ouvrir de nouvelles idées dans la fagon dont cet espace vivait..

J’ai bien vu cela n’a pas du tout fonctionné; Un autre aspect auquel je me demandais est-ce qu’en fait le projet a

€16 vu plus comme une exposition, alors que dans ma téte c’était plus un sketch. ..

PM:

Oui ca a ét€ vu comme une expo.
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MM:

Moi ga je le voit bien rentré dans un cadre des journées du patrimoines, sauf que les journées du patrimoine
aujourd’hui on ’entant comme le patrimoine architectural etc...alors que le patrimoine est peut-étre beaucoup plus
large mais ....c’est aussi dans les personnes, la fagon dont il vivent etc. L’associer aux journées du patrimoine:
pourquoi pas, parce que 1’on sait A quelle est la journée du patrimoine, on sait A quoi ¢a tient. Ca peut-&tre une
fagon d’élargir et de rebondir sur la journée du patrimoine qui est architectural et permettre de 1I’élargir. Mais tout

SB:
Et pourquoi ¢a ne rebondissait pas? Car en fait je ’avais fait dans le cadre des journées du Patrimoine, une fagon
de parler du patrimoine...
MM:

¢’était Ia journée du Patrimoine?
SB:
Oui,
MM:
Ah bien, tu vois je ne savais pas.
SB:
Je devais étre le seul &vénement 3 avoir lieu d’ailleur a cause des problémes liés au 11 septembre. Dans le cadre
des journées du patrimoines, proposer un patrimoine autre qu’architectural. En fait le message n’est pas du tout
passé; ou alors je n’ai pas touché les bons éléments sur la commune liés au patrimoine ou, mon interprétation, la
fagon dont je I’ai présenté était trop...
PM:
«trop intellectuel.
SB:
D’accord,... trop théorisé.
...pas facile & comprendre pour les personnes moyennes, moi je me considére dans les moyens.
SB:
En fait, je reprends des éléments qui existent déja, que je ne transforment pas, mais je les change de contexte. Les
numéros par exemple, je ne les ai pas inventé, ce que jai changé, c’est le contexte dans lequel ils sont
habituellement, au lieu des pages jaunes c*était un poster sur la fenétre d’un ancien magasin La projection se
retrouve sur les télévisions. Je ne vois pas ce que vous n’avez pas compris. Est-ce la raison pour laquelle je
montrais ces choses 1a. Est-ce cela que vous n’avez pas compris?
MM:
Ca je n’ai pas compris. Je n’ai pas le souvenir en particuliérement de cela, mais je ne I’ai pas compris.
PM:
Le fait que ce soit dans les Journées du patrimoine et que ce soit isolé par ce qu’a cause des autre événements
n’ont pas eus lieu, je ne sais pas si cela aurait changé les choses. Les journées du patrimoine ne sont pas tellement
sur le secteur ici, c’est plutét Brocéliande, des choses comme ¢a. Je pense au festival de Monbouan qui amene des
gens d’une culture differente, peut-étre dans ce cadre 13, il y aurait eu des gens qui auraient été 2 méme de
comprendre, peut-etre beacoup plus ce que vous présentez.
SB:
Ca c’est étrange car j’avais commencé le project avec Monbouan avec le ‘Dire Dire’ dans le cadre du festival et
en fait la boule se liée & un patrimoine qui est rural, tout ce qui est eau de vie et les gens qui venaient de Rennes ou
de Paris n'avaient aucune réaction avec le sujet. Donc en fait, n’on pas n’ont plus compris le projet. Il y a que
quelque personnes qui étaient de Moulins qui omnt compris et en fait les autres...j’aurais du inverser les projets en
fait. Reposoirs a débuté avec la boule en cuivre dans le cadre du festival et 12 ot il y avait le bouilleur, n’en
revenait pas qu’il y avait peu de personnes a connaitre ce qu’il faisait, les gens leur posaient des questions bizarre
ou les ignoraient,
Odile:
Je crois que le point de I'eau de vie aurait été plu fort effectivement si tu ’avais mis sur le bourg parce que 12 c’est
vrai que ca créé des discussions sur ce patrimoine, sur ce que cela représente, la fabrication d’eau de vie....donc ¢a
amenerai des échanges..
SB:
Je ne sais pas si vous aviez vu dans le cadre du festival de Monbouan il y avait un petit text qui s'appelait, le ‘dire-
dire” et javais fais un alembic virtuel, une boule en cuivre qui disait, ‘roulez, tournez ce cuivre, pour sentir les
effets du chaos de la gnole faite’ qui était en fait en relation avec une piéce de theatre qui parlait d’une boule de
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feu. Et donc cette boule circulait dans le festival et le Dimache nous avions un bouilleur de cru qui est venu faire
de I’eau de vie, Un questionnement du patrimoine en relation avec ’eau de vie le théitre. Essayé de stimuler afin
d’amener une conversation sur le sujet.

PM: :

Mais les gens qui y sont allés, c’étaient des gens du secteur qui connaissaient déja la chose. Mais c’est sur, les
gens de la ville ou de I'exterieur ne connaissent pas du tout ca, ne se sont pas senti interessés par ca, C'est vrai que
les gens qui ne connaissent pas, ca ne les interessent pas. Les gens qui savaient de quoi il en etaient avaient envi
d’en savoir un petit peu plus. C’est toujours la méme chose ...c’est vrai lorsqu’on accroche pas & quelque chose et
bien on-n'y va pas. Si il y a la moindre chose qui nous accroche et bien on essai d’en savoir un petit peu plus.
C’est pour ca que bon I'exposition, le patrimoine et tout ca... ¢a aurait eu plus d'impact avec un public un peu plus
averti, Alors que de le faire comme ca de fagon isolé dans un bourg, en dehors de tout autre manifestation, les
gens avertis n’étaient pas 1.

SB:

Mais en méme temps, ce que j’essaie de faire c’est de faire des projets qui s’addressent au lieu dans lequels ils
sont fais. A Acigné par contre, ce que j’essaie de faire c’est que le projet utilise des connaissances locales et
s’addresse aux gens du bourg. Donc en fait I’idée est d’ouvrir I’art contemnporain et les barriéres de la pratique
plastique dans un milieu qui n’en n’a peut-étre pas I’habitute et essayer de....

MM:

Mais le fossé entre le coté art plastique je dirait qui un petit peu evolué et ce qui ne le connaissent pas; le fossé est
peut-étre trop important pour pouvoir les intéresser.

SB:

Méme en utilisant des objects des connaissances qui sont liées 2 leur vie...

MM:

L’alembic dont tu parlais tout a I’heure il était présenté & Monbouan. Je ne pense pas que les gens qui sont
intéressés par ’alembic sont 4 Monbouan, ou ne vont pas chercher la bas

SB:

Mais...

MM:

Mais il y as un probléme de culture, ¢’est 2 dire que 1'écart est trop important

MPM:

C’est la méme chose pour le festival en lui méme ou pour les associations de théitre ol il y a plein de gens qui
n’accrochent pas

MM:

On fait la méme chose en fait fondamentalement parlant, sauf que 1’on n’est pas au méme niveau i la fols dans
Ja compréhension, comme dans la participation. Voila, c’est tout. Maintenant 1’écart plus il sera important et
plus il sera difficile de convier. C’est aussi simple que ¢a. Et ¢’est peut-étre pour ¢a qu’il n’y a pas eu beaucoup de
monde.

PM:

Je pense qu’il y a 4 ans le festival de Monbouan a commencer et que la population local était beaucoup moins
importante qu’il doit en avoir maintenant

Odile: :

Je n’était pas 13 au début mais c’est pas forcément ce qui est dit. Il faut savoir qu’il y a 4 ans il y avait beaucoup
beaucoup de monde et c’etait plus des gens de la au départ, et aprés en evoluant il y a eu plein de gens de
I'exterieur qui sont venu. En plus et peut-étre méme qui ont fait fuir des gens locaux. Ca j’en suis moins sur qu’il
y avait moins de gens du coin avant...

MM:

Les gens viendront que si ils ont un interet 3 ¢a. C’est tout, c’est pas plus compliqué que ca...alors Iinteret
c’est...

Odile:

L'intéret ¢’était le chateau. Le dimanche c’était beaucoup plus les gens du coin qui venaient voir le chiteau pour
le chateau en lui méme et en méme temps parfois ils venaient voir des spectacles. Mais en fait le chiteau ¢a
provoque un peu ¢a finalement. Parce que les gens retrouvaient un ...il y en a beaucoup qui étaient liés a histoire
du chiteau dans Ia region, donc retrouvaient en allant un dimanche, alors que les portes étaient ouvertes,
retrouvaient toute une histoire de leur village,

PM: -

Parce qu'ils ont connu ¢a dans les générations précédentes. Maigre ¢a, ¢a a permis a des gens d’aller voir quelques
pieces qui peut-étre... cette annee sont venus parce que ils en savaient peut-étre un petit peu plus,
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SB:

En fait le projet des posters comme la projection n’a pas posés de questionnements, ...n’a pas attiré dans le
gquestionnement sur le patrimoine de Moulins.

PM: .

Non je ne pense pas car ¢a n’a pas accroché, les gens n’ont pas compris le pourquoi de la chose.

MM:

Je pense que pour attirer ’attention de gens vers ce genre de choses il faut une carrotte. Mais une carotte qui ne
soit peut-Etre pas en phase avec I’événement proprement dit que 1'on veut créer mais il faut la carotte. On va
reprendre 1’exemple de Monbouan, le fait que ¢a soit sur la place de I’église etc.. le fait qu'il y ait la féte de la
musique qui soit plus ou moin intégrée a ¢a, sur la place du village, etc .. ¢a a un peu amener les gens vers
Monbouan. La féte de la musique 12 a jouée car c’étaient quelque chose de beaucoup plus populaire. Et ce genre
de chose, faire ‘evoluer’ guillements les gens ouvert A I’art plastique etc, etc...ne se fera que si on leur donne les
marches 3 monter. C’est aussi simple. Et les marches et bien c'est la carottes, je ne sais pas c’est effectivement le
cOté pop est indispensable pour rendre la chose populaire. Bon peut étre que ¢a peut-étre pas forgément ... je ne
connais pas la solution.,

$B:

Il'y avait aspect seduction qui n’était pas du tout pris en compte a I'époque c’est quelque chose maintenant que

je revois reconsidere...

MM:

Avant de sortir avec une fille faut la sedvire...

SB:

Mais ¢’est marrant parce qu'une fille ne cherche jamais a séduire...

MM:

Non, bien sure que non.....On est d’accord la dessus...c’est évident

SB:

Je me suis rendue compte que c’était clair qu’il fallait que je change car je n’étais pas du tout préoccupée par des
aspects esthétiques mais en méme temps il y en a besoin. Et 12 sur Acigné le projet que je fais, il y a un peu plus
de préoccupation esthétique et aussi plus de suivi. C’est a dire le correspondant local de Ouest France m’a suivi
tout le long de la résidence avec des textes reguliés liés 2 la résidence, qui expliquaient pourquoi j’étais 2 droite, 2
gauche et c’est elle qui expliquait utilisant ses propre mots. Elle avaient une interpretation qui n’était pas toujour
exacte mais la communication passait et il ya eu interet constant, en fait. Comme je me baladais, enregistrais a
droite a gauche dans la rue, les gens savais pourquoi je venais enregistrer et ca a aidé, je pense, 2 la progrssin de la
method de travail, Ce que je fais est plus 1ié & une méthode d’une comphéhension d’un lieu qu’a un produit fini et
un essai d’échange en fait...

C’est pareille quand j’avais circulé sur le bourg, je n’avais pas fais ¢a longtemps, deux ou trois semaines vous
n’avez pas eu connaissance de... vous m’aviez dis que j'arrivais un peu a la derniére minutes. Mais moi en fais je
pensais qu’en étant sur le bourg, les bruits allaient circulés mais en fait vous n’avez pas eu d’écho de ma présence,
ma résidence sur le bourg. C’est seulement quand je vous ai contacté pour les invitations que..... )

PM:

....comment ca c’est passé en fait le fait d"aller voir les gens auparavant sur Moulins.

SB: .

C’était en fait d’essayé de rentrer dans leur quotidien, c’étais 1a premiére fois que je le faisais de cette fagon sans
étre présenté, ou faisant part d’une structure officielles et j’avais un peu choisi le bourg car il y avait une certaine
histoire liées & Monbouan etc..Et ca ¢’est trés bien passé mais je n’avais pas en fait de base. Je rencontrais un peu
tout le monde autour des activitées locales: un week-end de théatre, J’ai renconté les gens deux ou trois fois mais
ce n’étais pas naturelle en fait la fagon dont ca se passait.

MM:

Je veux dire au tout début on se demandais tous qui t’étais...

SB:

Voila, c’est bien ce que j’ai rescentie

MM:

On s'était parlé plusieur fois mais en fait personne ne savait qui t’étais... oui, oui je luj est bien parlé...

PM:

On ne savait pas pourquoi..

MM: -
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Oui, Oui, on ne savait pas qui tu étais méme sans alié¢ au pourquoi, on ne savait pas qui tu étais, pourquoi tu
parlais & autant de gens. A la limite on te parlais parce que tout le monde il est beau, tout le monde il est
gentil...mais en fait ¢’est que casiment sur la fin que I’on appris qu’il y avait un projet.

SB: .

En fait je n’ai pas mis en place le projet au début...

Tu as plus posé des questions que de présenter le projet.

SB:

La fagon-dont j'essaie de développer cette méthode il n’y a pas de projet clef en main. C’est une méthode qui
s’applique au lieu done le project se développe par rapport au lieu.

Odile:

Tu es en recherche quoi..

SB:

Voila, chaque projet est une recherche. Mais ce qui est important je pense c’est que je me présente dés le début,
que je soit liée & une institution dés le début que ce soit la Mairie, 1’école, que ce soit...En fait ce que j’avais fait a
Moulins c’est de ... la fagon la plus dure en fait. Pourtant je m’expliquais souvent mais en fait je n’ai pas du le dire
assez souvent..

PM:

C’est & dire que le projet au départ n’avait pas commencé la dessus n’ont plus puisqu’en fait au départ c’était

par rapport au cidre.

SB:

Voila A V’origine ¢'était 1i€ au cidre et par rapport au chateau..

PM:

Ca a évolué quoi

SB:

C’était par rapport au chéteau, au parc mais en fait je n’ai jamais pu travailler dans le cadre d’exposition en tant
que telle. Je n’ai pas de produit fini ce sont des projets qui évolus par rapport au site. Donc par rapport 3 la vie, &
P'activité des gens sur un site donc j’ai du mal a arriver sur un lieu et proposer un projet sans avoir un vécu sur le
lieu etc. Donc j’avais commencé un peu une bourse pour faire une résidence puis en fait je me suis rendu compte
que I'expo dans le cadre de Monbouan n’allait pas rentrer dans mes cordes du tout. Et c’est 12 ou je me suis rendu
compte que Moulins en lui méme a énomément 4 apporter & un plasticien.

PM:

Oui tout & fait comme tous les bourg...

SB:

Certains en ont plus que moins...Et donc ¢’est pour ¢a qu’a la fin j’avais décidé de faire un petit truc dans le cadre
de Monbouan qui durait le temps du festival et aprés passer plus de temps pour développer un projet sur la
commune, Et ¢a j’aurais plus du le formuler au début..

MM:

Enfin sans faire trop participer les gens...peut-étre plus d’avantage impliquer les gens de facon A ce qu’ils
comprennent et que justement Pinformation passe derri¢re. Que les gens intégrent d’avantage le fond du

projet plutdt que d’étre complétement extérieur..
SB:

Dans la discussion plus que dans 1’événement final...

Odile:

MM:

Méme peut-etre dans la participation 3 une oeuvre ou..je ne sais pas...

SB:

Javais essayé d’organiser des réunions chez avec J.C. Barbedet avec des gens du théatre les Combet mais ¢’était
une période ol tout le monde étaient occupé..

C’est pas les mieux du bourg, tu es mal tombé...
Rires

PM:

On ne va pas les critiquer car ils ne sont pas 3.,
MM: -

Justement j’en profite..

PM:
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On ne leur dira pas...

SB:
En fait aussi & ’époque j’articulais moins bien mes intentions de ma méthode de prise de connaissance des lieux

tout en intégrant la population & communiquer sur la fagon dont ils vivent I’espace puis retransmettre ces idées.
Quelqu’un m’a comparé au travail du statisticien ce qui est un peu vrai: J'interroge, je prends ces données, je les
filtre et je les redonnent d'un point de vue plastique. Je pense que cette image est assez claire. Mais ces données je
ne les ai pas inventée. Ce sont les mémes mais présentées differenment qui j’espére vont relancer Ia conversation
et 2 ca ne s’est pas passé..,

PM: P

Les gens qui sont venus sont vraiment venu en temps que spectateurs de facon passive, alors que si ils avaient
été plus impliqués ils auraient participés. Il eu fallu qu’il y eu un public beaucoup plus actif et pour qu'il soit actif
¢’est sur qu’il faut démarrer dés le départ.

SB:

Peut-&tre aussi qu’en divisant le projet, les posters une fois, le project mais dans un quotidien. Qu’est ce que vous
en pensez, afin d’éviter I'événement, I’exposition...mais intégrer ces éléments dans le quotidien de chacun,

MM:

Je ne sais pas si il y aurait eu plus d’intéret. Pour communiquer sur ’événement final pourquof pas. Les gens
ne sont pas habitués a ¢a.

SB:
Il n’y a pas qu’en campagne. C’est une pratique qui n’est pas évidente et les gens généralement associe P’artiste 4

la production et quand on s’interroge sur une méthode, c’est & dire d’ouvrir les portes d’une pratique plastique en
tant que méthode plutot que produit, ce n’est pas évident. L’idee est d’inviter les gens & contribuer au travail

PM:

Oui, oui, je suis d’accord mais c’est une chose qui n’a pas été pergue comme ¢a.

Odile:

Monsieur Placier était passé ou pas..

SB:

Non il était parti en vacance ce weekend 13...En plus je ne vous ai pas donné 1’envie de recommencer, en fait.

PM:

Ah non, non, I'envie ¢a n’a rien & voir avec ¢a.

SB:

Si un artiste revenait vous voir pour travailler avec vous qu’elles sont les démarches que vous demandenez ala
suite de ce projet?

MM:
Je pense qu'il y a une chose importante c’est d’impliquer les gens. Ca ne fonctionne pas si les gens ne sont pas

impliqués d’une fagon ou d’une autre. L’explication apreselle peut étre large, il y a plusieurs fagon de la faire

PM:

Ca commence innevitablement par une explication, une rénion d’explication de fagon & motiver quelque uns de
voir si il y en a qui accrochent,

MM:
Ne serait-ce qu’en parler 3 toutes les associations du bourg, en parler aux commerces, une réunion informelle sur

’ensemble des gens qui encadrent I"activité du bourg. Il faut effectivement concerner les gens.

Odile:

Effectivement si il y avait eu une rencontre préalable...

SB:

Je n’ai pas réalisé que ca ne sétait pas passé.

PM:

Je pense que ¢a aurait d’avantage accroché. De toute fagon la vie d’un bourg ¢a tourne autour des associations, des
commerces. A partir du moment oli on 3 touché tous les aspects des differentes associations, aprés effectivement
SB:

J'avais cru le faire mais peut-éire pas de fagon suffisament claire. J’avais été voir les commerces mais un par un.

Je n"avais pas regroupé tout le monde dans le cas d’un projet qui allait se réaliser, pas dans un cadre structuré.
Odile:

Un des patrimoines trés fort de Moulins, je trouve c'est le voliey.

SB:

Paurais du plus diviser et exploner chaque information de fagon beaucoup plus profonde. Et aussi avoir du suivi
et expliquer les raisons du projet sur le bulletin municipal une semaine aprés.
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PM:

Aprés mais avant aussi. Pour que les gens se disent tiens ‘il va se passer quelque chose’. Parce qu’aprés
I'événement est fini, c’est passé

SB: . .

Donc en fait I'effet surprise ne fonctionne pas?

Odile: )

11 semble que se soit un manque d’information.

SB:

Madame Kerloch m’avait fait part que si il y avait eu quelqu’un de local a pouvoir expliquer le travail ¢a lui aurait
donner une dimension totalement différente.

PM:

Peut-étre se mettre a la porté des gens.

Est-ce que le projet 2 une suite? Qu’est ce qu’il en ait?

SB:

Oui il a eu une suite car j’ai été invité i entreprendre une thése. Depuis un an et demi j’essaie d’articuler cette
pratique et j’ai un projet avec Rennes Métropole en ce moment dans le cadre de I’événement ‘A vos arts!’ sur 7
communes, 7 résidences. Je propose une méthode afin d’intégrer une commune dans une méthode artistique. Pour
la commune c’était un peu nouveau donc on se rencontrait presque tous les deux jours, afin d’essayer de
comprendre le dévelopment. En fait maintenant j’explique chaque étape du procédé, non seulement avec les gens
avec qui je travaille mais aussi des journaux locaux. L’aide de la correspondante de Ouest France a éi¢ immense
car elle a interprété la démarche.

Nous avons décidé d’un sujet ensemble et ¢’est peut-étre ce qui manquait 3 Moulins.

MM:

Je ne sais pas je n’y ai pas réfléchi mais il est certain qu’en appliquant les gens avant, il y avrait certainement eu
des idées, bonnes ou mauvaises mais il y aurait eu des idées.

SB:

Alors que 1, 1a fagon dont ¢a c’est passé...

MM:
..ga a été ton appréciation personnelle sur Moulins et il aurait fallu que ce soit une appréciation générale

puisqu’en fait c'est justement fait pour que les gens se questionnent. Il aurait fallu que les gens s’impliquent
dedans pour donner quelque part dans leur fagon de vivre et dans leur point de vu et puissent échanger ce point de
vu car ils auraient été quelque part concerné...

PM:

11 fallait trouver un intéret quelque part

MM:

Trouver un support d’échange, un moyen d’échange...

SB:
Alors que j'ai cru faire ¢a en utilisant des données qui étaient propre 4 votre quotidien que moi je voyais. Matches

de volley pour les associations sportives, huméros de telephones pour les commerces.....alors que ce n’ai pas peut-
étre votre quotidien. J'ai plutot interpreté votre quotidien...

MM:
Si de toute facon c'est notre quotidien, mais c’est aussi un quotidien exceptionnel, Disons si on prend le support

sport, c’est quelque chose qui est trés annodin au quotidien, ¢’est tous les samedi, ¢’est trés répétitif mais de temps
en temps d’un seul coup il y a un événement. Maintenent justement pour impliquer les gens dans  Qu’est qui
représente justement ce travail au quotidien, contenu d’un événement exceptionnel qui n'a lieu qu’un seul jour.

Cet événement exceptionnel d’un seul jour existe pourquoi parce qu’il y a plein de quotidien avant et puis
voila tu vas commencer a concerner les gens. Parce que d’abord tu vas ‘flatter’ les gens qui donnent de leur
quotidien pour arriver & ce qui'il y ait cet événement exceptionnel et autant tu vas ammener les gens 3 comprendre
pourquoi et vis et versa. Et peut-étre on va se rendre compte de ce que c’est qu'un patrimoine de commune.
Parce qu’il y a effectivement beaucoup de gens a donner de leur quotidien.

SB:

Voila, ¢c’est exactement le contexte et la reflexion que je recherche,

MM: "
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Mais ¢a en arrivant comme ¢a, c’est trés difficiel 2 apprécier. Pour t’aider & apprécier les choses sur la commune il
faut effectivement demander aux gens, peut-étre ce que sont les événements du patrimoine, du cote relationel des
personnes. I faut effectivement demander aux gens qu’est ce qui est I’exceptionnel.

SB: .

Mais en méme temps temps c’est trés dur de s’intégrer et de poser ces questionnements,

MM: )

C’est une des premicres fois que tu faisais ¢a dans une commune...

SB:

Sans structure oui.

Odile:

...que tu ne connaissais pas.

SB:

Le fait que je ne connaissais pas la commune ¢’est mieux en fait. J’ai un regard plus direct, neutre. Dans les autres
communes ol j’ai été, j’étais invitée. Un aspect que j’ai sous estimé en fait. Les structures avec qui je travaillais
de part leur existence dans leur commune ont realisé un travail que je ne réalisait pas. Mais on peut recommencer
si vous voulez

MM:

Mais nous, nous sommes ouvert a plein de choses.

SB:

Monsieur le Maire est-ce que vous me donnez une deuxiéme chance?

PM:

Moi, oui pourquoi pas,

MM:

Justement Moulins est une commune qui est relativement ouverte par les personnes qui la compose. Franchement
moi j'arrive de I’exterieur ausi, cela fait que S ans que je suis sur Moulins et je trouve assez exceptionnel ce qui se
passe sur Moulins, et de I’énergie des gens. Il y a surement quelque chose 2 faire.

PM:

Pour refaire quelque chose, c’est sur qu’il faut motiver les gens et I’expliquer avant, pour voir si ca accroche. Si il
y aurait des gens que ca interessent. Pourquoi pas, de fagon & ce que ce débat soit un peu la locomotive.

Odile:

Comment est-ce que tu I'as ressenti?

SB:

Sur le coup j’étais trés contente car j’avais réussi 2 articuler quelque chose que je croyais étre impossible du coté
plastique. C’est & dire créer un événement qui n’est pas de valeur physique mais que tout soit lié par rapport 3 la
vie des gens. Mais en méme temps je ne Iai pas vraiment fait puisque personne ¢’est retrouvé dans ce que j’ai fait.
Richard:

J'ai compris nous étions des rats de laboratoires

Odile:

En méme temps moi j’ai le souvenir de la video qui passait et les gens y prétait beaucoup d’attention. Je ne suis
pas d’accord quand on dit nous on est la on n’est pas prevenu... Finalement c’est un peu ce que disait Richard
¢’étaient des rats de laboratoeire. Le projet fonctionnait mais eux n’étaient pas conscient qu’ils contribuaient au
projet...ils étaient naturels et n’étaient pas pro-actifs. Tu vois ce que je veux dire.

SB:

Donc retour au probléme de communication.

Odile:

En fait le probléme est lié au manque de travail préalable. Le fait qu’il n’y a pas eu suffisament de rencontre
avant.

MM:

Mais tout est comme ¢a ce n’est pas forcément lié a toi. Ce que 1’on reprochait & Monbouan c’est trop élitiste et
pas suffisement populaire et parce que les gens en général et qu’il ne faut forcément se croire superieur aux gens
SB:

Non du tout, ce n’est méme pas une volonté...

MM:

1 faut étre parmi les gens, c’est 14 qu’est la plus grande richesse en generale parce que c’est la qu’on est surpris
quelques fois. Mais on n’ai pas surpris par les gens qui se donnent un genre parce que de toute maniére ils donnent
déja I'air. Donc c’est normale qui soit comme ¢a ils se donnent P'air qu’ils n’ont pas mais en général dans la masse
il y a beaucoup de gens qui font pas mine. Mais qui sont surprenant de qui tu vas apprendre quelque chose mais il
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ne faut surtout pas négliger ces choses la. Et ce que Pon reprochait 3 Monbouan c’était un peu de négliger la

masse, le c4té populaire.

SB:
Alors qu’en fait moi j"ai besoin de ce c61é populaire dans ma pratique. J’ai toujours évolué un projet 3 partir des

gens du lieu, de I'endroit du projet. Je m’inspire énormement du lieu mais j’ai I'impression que je ne donne pas en
échange suffisment.

MM:

Non moi je ne le prendrais pas comme ¢a. Tu ne leur perimets pas de suffisament donner. Tu ne permets pas
aux gens qui donnent des choses. Mais ¢a rejoinds toujours Monbouan: impliquer les gens.

SB:

Pourtant...,

MM:
Les gens fondamentalement parlant en moyenne adorent donner. On trouve beaucoup de jouissance tous les uns

les autres 4 faire du bien, encore faut-il qu’ils en aient I'occasion. Quand on donne on a V’impression qu’on le fait
pour les autres et en fait on le fait d’abord pour soit méme.

SB:

Je pensais avoir trouvé les moyens d’approche tous le monde et en fait ¢a ne s’est pas passé.

Richard:

Tu as commencé 4 parlé du patrimoine de la pomme. Puis tu regardé au patrimoine que je connais...

MM:

Au patrimoine des gens. A partir du moment ol tu veux vendre le patrimoine des gens, il faut les intégrer.

Richard:
Mais il n’appartient pas & tout le monde...Méme si tu veux faire participer les gens tu retrouveras toujhours les

méme gens...

Je ne vais pas 2 une exposition si je ne me sens pas concerné. Moi, je vais reprendre la reflexion de mes enfants
quand on est allé voir & la stabu, les enfants ont passé une heure 2 regarder les vaches. Ils étaient contents. Qu’est-
ce qu’on peut en retenir, le lieu était a-typique, moi je n’avais pas envie de m’asseoir dans cet endroit car j'en
connais la valeur et I'utilisation. Ca aurait été dans une salle ou j’aurais pu m’asseoir confortablement, peut-étre
que je serai resté regarder les vidéos qu’on avait déji vu avant. Mais développer la notion de patrimoine derriere
c'est poussé.

SB:
En méme temps les vaches contribuaient aussi au travail. Plus la relation entre les projection et la présence des

vaches qui n’a pas été comprise. Le patrimoine est plus un vue dans le temps que lié au quotidien.

Summary

1. The conversation started with a strong comment of their total lack of understanding of the project (they didn’t
understand who I was? Why I was doing the projet? And whom I was doing it for?)
Although, I introduced myself to individual people, I was criticised for not having
organised a group meeting in order to inform at the beginnning and during the project.
Project can’t work without implicating people in the process.

The subject of the project evolved. Initially started with the Theater festival and its organisationnal structure based
on the influence of cider in the area (connected with the catle). All discussions and
presentation have then been done. But not beeing inspired by the outdoors Sculpture Park,
1 moved the project to the village based on the influence of heritage in the daily basis. This
change of location from the catle to the village should have been formelly explained and
was totally forgotten.

2. All participants agreed that such a projet could be integrated and enlarged the notion of heritage as a new
version of heritage days but did not realised that this what I tried to do.

3. The visual presentation of the project was considered too intellectual and not enough accessible for mass
culture.

4. They also found the project useless as didn’t think that the village has a valuable heritage. They then connected
heritage with initiated audience when I was trying to address a non-initiated public and
therefore the wrong public. In both cases they found that the ‘Dire-Dire’ (project as a part
of the festival) should have addressed the villagers and that the project in the village, the
festival visitors coming from towns (Rennes and Paris).
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5. They indicated that the difference between contemporary art and popular culture is too big in order to interest a
popular culture. They were very strong on the argument that people will come if there is
something to interest them.

6. Identification of a need, ‘a pop carrot’ in order to interest peoples. Not necessarely integrated into the project. It
could take place before or in parallele to the project (i.e. a popular event: music day) in
order to give them the means to progressively access to contemporary art.

7. The ‘altars’ in ‘Reposoirs’ could be used as small events as a part of a daily routine that would communicate
and lead into the final event. This was suggested, as people are not used to this kind of
practice.

8. Due to the lack of people’s active contribution, they feel that what | gathered was passive contributions. I’ve
therefore provided personnel interpretation of heritage and did not give people the
opportunity to express themselves on their implication.

9. When | asked if they would give me a second chance, they replied that yes, but in the conditions that it would
be a initiale meeting in order to identify whether people wish for such an event to happen
and that we would identify a common interest to all. For example, questionning the role of
daily life in special event. ldentifying the caracteristics of a quotidian that allow
constructing exceptional event. No exceptionnal event if no routine. The routine creates
the communal spirit.

10. Finally Odile gave her viewpoint as an outsider to the village. She felt that the project worked as when she
came to visit the ‘Altars’, there were debate and conversations in which she could not
contribute as they were based on local knowledge. She also found that the audience was
passive and not active as | was hoping to realise. This passivity was due to the exhibition
format of the project and the lack of communication that was leading people to contribute
unconsciously to the project idea.

Date of conclusion of all evaluations

These discussions and evaluations will be on-going until the end of the Ph.D. as | would hope to submit
another project to the Maine in order to revisite walked ground and continue to improve the method.

Le Dire-Dire
Chateau de Monbouan,
juin 2001
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‘Transition” Report project |

THIS REPORT WAS WRITTEN AT THE TIME OF THE PROJECT. THE METHOD OF REPORTING HAS
EVOLVED WITH THE DEVELOPMENT OF THE RESEARCH METHODOLOGY.

Type of evaluation

e

This document intends to proceed in the monitoring and the evaluation of the creative
process of the residency ‘Transition’ and event ‘Carte Blanche’: de Calais & Saint Louis.
We wish to identify and clarify the creative process established by the artist at Acigné in the
context of ‘A vos Arts’ the Biennale de la Jeune Création Plastique, in September 2002. We
would like to locate the value of this particular creative process (Vernacular/no-©) within its
internal dynamic and its possible lasting effects, rather than by its immediate result in order
to improve future involvement of the practitioner with other communities.

Definition of the project as per Matarasso's terms and indicators

Vernacular/no-©

Vernacular/no-© is a single handled artist practice. The word ‘vernacular’ indicates
‘language’, ‘communication’, and the non-object, at a local level.

In a selected social context, the process intends to create events ‘within’ and not ‘with’ or ‘for’
a community. The work explores the relationship —conflicting or not- between the daily life
and a subject, an area, etc, connected with the human activity of each of these selected
locations. The artistic product articulates and negotiates the social and cultural differences
guided by the contributions of the community and the artist (outsider to the community,
catalyst), without evidently resulting to a product approved by all.

These notions represent the core structure of this practice in that they constitute the
groundwork and the basis for the development of each individual project. The dialogue
initiates and develops each artwork in response to the places. The final product belongs to the
non-material, such as human relationship. Nevertheless the project are not a celcbration of the
immaterial or the conceptual, but rather a work ‘in progress’. It is lead by the audience
implication, producing and promising future modes social exchanges and an interdisciplinary
system between artistic and non-artistic environment.

The project Vemacular/no-© investigates the potential of ‘practice as service’, a practice
relating to the tertiary sector, through the evaluation and analysis of projects initiated by the
researcher; in order to gain an understanding of the benefits and limitations of ‘practice as

service' to practitioners.

‘Transition’ From July to October 2002

Alms:

The residency ‘Transitlon , in which the artist becomes a ‘statistician of contemporary

cultural activities'” will take place in the commune of Acigné, in the agglomeration of ’

communes of Rennes Métropole.

The residency that we could qualify of an ‘operation of infiltration’ to local events recognizes
the value of culture in the community’s daily life. The project intends to articulate each stage
of ‘infiltration® in order to clarify the notion of practice as a ‘provision’.

! Chris Fremantle's, Director of the Scottish Sculpture Workshop, definition of the artist activity in
Vernacular/no-©, during an interview in May 2002. The artist is described as gathering the social data,
filtering them, translating them into her own methodology and projecting them, without modification,
back into the community using common medium/objects.
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Objective;

Inpugs;

This residency proposes, in a very close partnership with the cultural committee of the
commune of Acigné, to move away from the binary and polarized object and artistic artifact
production in favor of an interdisciplinary creation based on an experience and an engagement
at the daily life level. The activity will aim to redefine the concept of cultural product,
production and consumption, influenced by the existing data of the commune current and

future society of services.

During this one-month initiative (spread between July to October 2002), the artist will develop
a relationship in a consultation process with a section of the community of Acigné that will
become a responsible partner in the final product. The intensity of these meetings and
contributions will determine the content and the nature of the event ‘Transition’,

Dutputs:

The event is realised in the context of the Biennale de la Jeune Creation Plastique of Rennes
Métrople that provided the artist with an opportunity for a one-month research-based
residency from July to October 2002. The stakeholders consist of:

Rennes Metropole (Local Authority, Communauté de Commune) Local Authority Funder
DRAC, Bretagne (Direction Regionale des Affaires Culturelles) Art Funder

Le Conseil Municipal (local authority): offering a technical support and contributing to
provide the ground work information.

Local associations (voluntary sector) and businesses: contributing to provide the ground
work information.

Ouest France (Press: regional newspaper) + local Bulletin.

40mcube (Art organisation) technical support.

Intentions & Expectations: Method of development and indicators.

The artist expects to contribute to an existing debate at the heart of the Consuitative Cultural
Committee that is to visual existing daily links between sport and cultural activities in the
Commune. The final event will be an environmental intervention in the Commune. Some of
the members of the local Photographic Club will be in charge of documenting the different
stages of the events.

January 2002: Promotion of the Residencies projects July, August and September:
Supporting the artistic creation

April 2002: Artists selection.

July 2002: Start of the residency ‘Transition’. Method of realisation of the artwork: first
phase: one week and meetings with the Community Council.

September 2002: Method of realisation of the artwork: second phase: three weeks with
organised meetings, days spent in the street (the street becoming a studio) and sound
recording interventions at local events.

19 October 2002: Exchange exercise through the event ‘Carte Blanche’; de Calais & Saint
Louis and outcomes of the residencies.

27 November 2002: The outcomes and reactions of the intervention will be raised and
gathered in a debate in a context of a ‘return/debate soirée’ on the 27 November 2002
organised by the Community Council, inviting stakeholders, Councils representatives of
others communes and officials of Rennes Métropole.

January 2002:

Residencies July, August and September: Supporting the artistic creation

The objectives of the commission ‘Animation Culture’ of the Agglomeration of Rennes are
‘to Reveal and favour the young contemporary visual art creation within the Community
d’Agglomeration to a public that are usually used to see finish product, to be a witness of a
creative process. To install a dynamic of deplacement and network in which the audience
would be able to live a visual art experience, witnessing a diversity and richness of the
young contemporary production. To locate contemporary art in unusual space that the
inhabitants of the communes of the Agglomeration will discover or re-discover’.
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Rennes Métropole intends to initiate a politic of support to the artistic creation by fucilitating
the creative work, the meeting of artist whose practice is articulated with and around a public
and their presence in the metropolitan territory next to potential new interlocutors,

April 2002:

Atrtists selection:

The competition was open to young artists of 20 to 35 years of age, inviting all types of
visual art practices (sculpture, video, photo, installation, performance,..). Rennes Métropole
selected 7 artists out of 175 applications who are being given a grant toward a residency in a
‘rurban’? community in order to provide them with the ‘*financial means to dedicate
themselves to their artistic practice’. Seven Communes will be welcoming the artists:
Acigné, Betton, Chartres de Bretagne, Montgermont, Saint-Gregoire, Thorigné-Fouillard et
Vern sur Seiche with the objectives: ‘To privilege the originality, the innovation, the
creativity and the experimentation.

July 2002:

Method of realisation of the artwork:

Four meetings took place between the artist, the Cultural Consultative Committee and

representatives of the Conseil Municipal but the method of realisation of the artwork can
only be known once all contributors and their role have been identified.
September 2002:

Method of realisation of the artwork:
Further and regular meetings took place between the Cultural Consultative Committee and

the artist. Both parties identified an area of common interest: the demonstration in the
commune’s quotidian of the relation between sport and culture activities,
The subject been relatively open we agreed that [ would contribute to the debate by
identifying details, hidden by routine, in the population daily activities and in the *rurban’
infrastructure of Acigné. I then visited sport and cultural activities and events taking place
over the three weeks residency and attempted to identify ‘invisible signs® of their existence
in everybody's routine.
The local correspondent of the regional newspaper, Ouest France, helped me by producing
article with my picture every week and translating in a journalistic language my every move
in the commune. As a result I rarely had to explain or justified myself of my presence in
events. Most of the population knew my face and the word of mouth covered the rest.
Eventually this instigation led me to identify two different towns living in parallel with each
other: a rural culture not taking part in sport or cultural events and another more urban
leading sport and cultural charitable events. This distinction appears both in people’s routine
and in a physical division between in the old town and its expansion four times its size.
Having point out this peculiarity, I suggested to the Community Council to organised an
event that would be an opportunity to reveal the different elements we can barely see on a
daily basis but also an opportunity to speak out: ‘A Carte Blanche® (a white carte). It
emerges that the community Council had worked at an urban level in making this distinction
disappearing and was surprised to see the result of my outcomes.
19 October 2002:
Method of realisation of the artwork:
The project was accepted on the basis of a 12 hours event, inviting local residents in re-
discover, by foot or on sustainable wheels, their relationship with the heart of the village,
through their Saturday routines: going to buy the bread, cigarettes, going for a coffee, or
slmply the Saturday moming cycling runners passing through as usual.
The main regional road was closed of traffic from 7:00am to 7:00 p.m. from the top of
the old village to the bottom of the church.
¢ A group of 10 men from the retired Club came to help me at 6am in order to paint road
and half of the pavements of chalk, whiting and milk.
¢ Two mirrors (2.50mx1.50m) on wheels were installed at the top of the street.
¢ Four speakers were installed around the outside of the church transmitting the sound

recorded during the residency.

8town been both rural and urban
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¢ The street was tidied, re-opened at 7:00pm and cleaned up by 9pm by road machinery.
Outcomes and their Impact on the artist practice:

The ‘return/debate soirée’ on the 27 November 2002 still to happen.
Conclusion:

Guy Jouhier Bernard Corlay
Maire d Acigné et la commission Culture

sont heureux de vous inviter

a lasoirée de restitution de I'événement
« Carte Blanche »,

réalisée par Stéfanie Bourne dans le cadre de I'opération
«A vos Arts 2002 »,

n LE MERCREDI 27 NOVEMBRE A 20 h 30

s - Salle Annie Brown - La Passerelle

t

ACIGNE, La Passerelle, Salle Annie Brown, France
Wednesday 27 November 2002, 20:30 - 23:30

25 Guests out of 50 invitations.

Feedback and debate on the event

‘Carte Blanche: de Calais a Saint Louis’

Bernard Corlay, Ajoint au Maire a la Culture et Animation::

0:15:15

Before starting the evening, | would first of all like to thanks Stefanie’s availability in order to be with us tonight,
as | know that she has others commitments elsewhere. A shared wish, from herself and from us, was to meet again
after her residency in Acigne as many of us ask questions on her project, her method, how she came about to do
this work. Her wish was also to receive feedback and to be asking questions. | was hoping we would meet again.
We managed to fix this date, in a very short time, which was not very easy. | thank you Stefanie. 1would also like
to thank you for your availability during the project and your clear-sightedness. We as elected members are deep
into our own projects. | think you brought us a different way of looking onto the town and its different functions,
its existing social links on which we don’t really pay enough attention. Acigne is evolving, particularly within it
heart, and centre. You knew how to point out, bring forwards strong and structuring moments of the town, which
touched the elected members to the point of engaging a new debate within the community council, that will
certainly continue. The local councillors have consideration towards the town that relate to surfaces, buildings,
perspectives but we too often forget the social dimension of an environment. You brought a new vision of the
town’s organisation. So | would like to thank you for all this, for your work. We have been very touched and on
the top of everything we had a fantastic experience. | think you met a lot of people in town, you have been
welcomed, | think. Progressively, your project constructs itself, which is what you are about to show us. The
inhabitants were listening and were available. From the council side, we have taken the time, which is not all the
time easy, to understand your work and your demand, your project.

I thank all collaborators and contributors. | particularly think of the Retired Club who made a great finale. It’s the
inter-generation, many people were surprised to see you Saturday morning broom in the hands. This gives also, |
think, to the project a very warm image and show very strongly Acigne’s diversity in population.

Finally, we’ll have a drink. Stefanie has a video to show us in order to initiate the debate.
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1 would like to thank Jacques Domeau to make us welcome within his exhibition. ‘Rencontre numero un’
welcomes Stefanie tonight which is also an encounter.

0:19:02
A 12 minutes video’s presentation, with regular comments

BC:
Introduetion to the group of Marie-Joélle Brisseau, representing Rennes Métropole
Description of the projects two phases: the residency and the event in the context of the Biennial A vos Arts!

Monsieur Huchet (president of the Retired Club mentioned that following the event the club changed is name to
the Friendship club) indicates to the audience that the work started at 7:30 in the fog on Saturday momning.
Audience:

Have the inhabitant been inform of the event?

BC:
A letter was send and Stefanie went to see them individually including shopkeepers.

0:32:09
BC:
It seems that this shop has never work so well than in this particular day. (Talking about a butcher)

SB:

Stefanie describes her working method, her approach to the place and its involvement with a local mediation,
0:45:30

BC: (answer to Stefanie’s comment regarding some unhappy comments during the event)

I think that may be people question on the ‘Why?, but saying that people manifested there
unhappiness...We had very little of them. In general we have very very little negative feedback. We
had two unhappy feedbacks from shopkeepers who were not at all concerned by the area. Who were
saying that customers would not come to buy their bread in their shop. But that all. We also had a
shopkeeper at the bottom of the road, who moan a little bit but it did not go further.

If I can start the debate on town planning. It's an area, which is for a few years already the subject of a
consultation, The town created a development plan in its town centre in order to restructuce its centre, to restore it
and see how to develop the site and the space. Two or three main roads structure Acigné. The one you indicated,
an historic main road, and another 1’Avenue Barbedet on which we already have worked on. We structured it,
restore the road and gave it a direction. The next project will certainly be around this rond (Rue de Calais)
connecting the high with the low town, as we often say it, which is the ombilical cord between two times, two
generations. We will certainly work on it as it is part of the project perimeter, from the group of houses on the
street to the side of the Vilaine (river), coming back up to the Mairie.

SB: .
Description of the sound project around the church, made to lead people to rediscover this hidden space.
0:49:49

BC:
. In this project, we have different elements: the restoration of the space that obviously involve displacing some

network, space. It also involve as try to signale Stefanic “to discover places where we are not use io go", The
church surrounding close a pleasing space overlooking the river and Noyal. We are not used to go to this area,

To encourage us to think on the space layout, to the use and application of materials, walk ways. This road
contribute also to a traffic road consultation...

Alain Reine: Adjoint au Maire Vie Sportive-Transports-Déplacements:
Reflexion is being carried out, or start to take place as we recently commission a traffic road feasibility in order to

measure cars flux within the town. It’s a large debate that has started a long while ago which is ‘do we have to
construct this road a one way road’ and since the experience, new reflexion have appear, which would more likely
1o go towards a zone 30, without pavement, where cars and pedestrians would coabit.
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SB:

I note that you have called the project “Experience”, It's good because it’s exactly what it was.

AR:

Yes, the elected members would have never dared close the road for a whole day and even less to paint it in white.
But it was an interesting experience. Actually it made people thinking, raised questions. Of course it won't be the
only element to be consider in the new traffic road development but the first question to ask is “is it necessary to
modify the actual function of the road?” this is the first question to ask ourself. Then after, if yes, * What
direction to take?” " Should we choose for a one ways?"’What place leave to the cars?” We realised that the cars
take a lot 'of place in the streets you mentioned, St Louis, around the Church, in front of the bakery, even in front
of the War Memorial. We even saw, when it’s hot in the summer, some car going under the shadow of the
Memorial, Unfortunately, the car is queen and take too much space. We have to try to limit its use a little bit.

SB:
Actually I had to negociate for the closing of the road, originally I included the pizzeria in the project ...

AR:

It our role to do the effort in a daily basis, to go to buy our bread by foot. Using our cars every day its our
responsibility, to be taken over by the car. We have to make efforts to leave it on the car park and we often
realised that we are rarely more than 50 or 100 metre from the place. On the top of everything, walking is good for

you. -
SB:

You will see on the photos, we took photos of people coming back from their shopping by foot. Its something 1
rarely saw before.

AR:

When we are in our car we tend not to speak to each other, but on foot we do.

SB:

It has been a lot of exchange during the day. It was actually the objective of the project, leading people to talk for
or against the project and the plan for the street. Debates stated on site. For example, a man asked ‘who is the
responsible ?°, two or three people stopped bringing aspect of the project who they though were
good, and a fifteen minutes debate started. As an elected member, would you reconsider work with an artist in that
way, on a month project in planning development?

0:54:51

AR

Why not...0:55:17 but we would need to define the project. It's an unusual practice...

An elected member:

It’s difficult to answer without knowing the project in advance...0:55:59

SB:

What is this project brough for you as an elected member in relation to the urban space?

AC:0:56:21

We have not been surprise that you choose the Rue de Calais as a structured and strong element as it’s a road that
is part of our debate. We are working on its status and I think that your experience will do that we are going to ask
gquestions in a different manner, for example making it more accessible to pedestrian than the way it is today.
Today its parking arrangement is very difficult. We also have to consider to maintain a commercial activity.
Audience: (unclear voice) 0:57:19

Discussion on car parks in the area.

AR:

When the Rue Barbedet was closed, when the bus had to drive through Rue de Calais, the parking car was
forbidden.

Audience:
It was the same situation with the street painted in white. We had to parked slightly before or slightly after, It was

not very disturbing. And in this case slowing down the traffic.

0:57:53
We also have been told by Monsieur Brugalet that it was one of his best day.
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Subject: Votre travail sur Acigné_!
To: stefaniebourne@yahoo.com
From: "BOUDET Stéphane TPC-SRD" <stephane.boudet@francetelecom.com> | This is

Spam | Add to Address Book
Date: Wed, 23 Oct 2002 10:03:19 -H)ZDO

Bonjour,

../ . e
Jespére que vous allez bien et que votre "séjour" dans la commune d'Acigné s'est passé comme vous le souhaitiez.
Malheureusement je n'ai pas eu l'occasion de vous rencontrez lors de votre "vernissage”, je suis passé le matin
rapidement & vélo et le soir comme vous avez pu le constater !

Pouvez-vous m'indiquer le sentiment des gens au sujet de votre travail?
Me concernant, j'ai trouvé cela étonnant, et je ne m'attendais pas a cela, I'effet de surprise a été total ! Par contre la
blancheur améne inévitablement une certaine froideur, une certaine distance mais cette couleur donne aussi un

aspect de pureté, de propreté qui remet en valeur cette rue.

Votre commentaire sur les rues de I'hyper centre refléte effectivement une réalité certaine, 4 savoir qu'elles sont un
peu tristes de part leur "structure”, de part leur activité, mais également enraison du trafic automobile. Aussi
lorsque I'école privée (rue St. Georges) s'est trouvée draper en début d'année scolaire, j'ai trouvé que cela donnait
un air médiéval, que cela donnait du relicf aux fagades ! Avez-vous vu cela?

Et maintenant quels sont vos projets & venir ?

Au plaisir de vous lire (vous pouvez répondre sur cette adresse mail),
Cordialement

Stéphane BOUDET

(1) comment avez-vous trouvé le ler café citoyen ?

E-mail 6 November 2002
Bonjour Stéphanie,

T'ai lu avec intérét votre message et je vous remercie pour votre réponse.

Effectivement I'idée d'une carte blanche ouverte aux suggestions est bonne, et au premier abord je ne l'avais pas vu
sous cet angle !

Les retombées du projet peuvent étre multiples, mais chercher i redynamiser et  moderniser un peu I'image de la
tue de Calais est un axe qu'il faut & mon avis initialiser et/ou au minimum entretenir.

Je vous remercie pour votre invitation, c'est trés sympathique de votre part, et je pense pouvoir assister & votre
petite soirée le 26 novembre prochain.
Indiquez-moi confirmation de la date ainsi que de plus amples détails.

En tout état de cause jlespere que votre séjour sur la commune d'Acigné vous aura été agréuble et vous aura permis
d'avoir des retombées positives pour la suite de vos missions.
Que prévoyez-vous pour la suite ?

Au plaisir de vous lire !
Cordialement,
Stéphane

Bonjour,
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Les explications fournies au sujet de votre travail m'apportent effectivement plus de renseignements. J'ai bien noté
que l'objet de votre travail est de "souligner les impacts du sport sur la culture et vis et versa, de la culture sur le

sport”,

Je pense qu'il est difficile d'avancer que la culture a plus d'impact sur le sport ou inversement sans étude préalable.
Nous pouvons peut &tre avancer des arguments 2 partir d'exemples, je ne sais pas ce que vous en pensez ?

Quant & Acigné, peut-on avancer que cette ville posséde la culture d'un sport en particulier, comme on dit que
certaines villes possédent la culture football (si on considere que le football est une culture !) ?

Je pense qu'il est préférable d'en parler ensemble afin de connaitre exactement votre point de vue.

En ce qui conceme I'athlétisme, il n'y a pas énormément de jargons associés, dans ce sport qui est resté trés

rationnel dans son évolution :
ténacité, dépassement de sois méme, performance, rigueur, coordination...Ce sport posséde & mon sens une

culture universitaire du fait de ses pratiquants (...).

Les couloirs sont les couloirs, la ligne d'arrivée est restée la ligne d'arrivée. En ce qui concerne la ligne de saut (en
longueur) celle-ci se matérialise par la planche. En ce qui concere les courses de relais on parle de zone de
passage de témoin pour la prise du témoin (biton) entre deux athletes,

Les coureurs de 110M. haies sont souvent appelés "hurdler” A juste titre contrairement aux autres courses qui ont
gardé leur nom frangais.

En ce qui conceme les objets, 1a liste est minimale ! [l y a éventuellement les pointes” qui correspondent aux
chaussures des athlétes. Pouvez-vous m'indiquer ce que vous recherchez lorsque vous dites "hors contexte" ?

Je reste "en état de veille" afin de trouver d'autres expressions ou jargons !

En ce qui concerne mon indication sur "manifestations sportives ayant un rapport avec la culture d'une région,
d'une ville", il s'agit plus en fait de manifestations "festives" et Ia je pense plus particulierement aux jeux de palets,

de boules, et autres...

Pour ce qui est de manifestations sportives, mon interprétation s'entendait dans le sens ol par exemple 1a Hollande
posséde une culture vélo, I'ltalie et le Brésil une culture football, les USA une culture basket-ball, etc...

Peut-on penser par exemple gue la ville de Plouay (Morbihan) posséde une culture vélo ? En effet cette ville
accueille chaque année des milliers de spectateurs pour son épreuve.,

Le mieux est peut-tre que l'on en discute ensemble de vive voix et que vous me présentiez plus en avant votre
travail afin de ne pas trop se disperser.

Pour cela je pourrai bien sfir vous rencontrer samedi matin 4 I'occasion du forum d'Acigné, simplement je n'aurai
pas beaucoup de temps (je participe  un triathlon l'aprés midi méme) et je serai avec mes deux enfants. Si vous le
souhaitez nous pouvons nous rencontrer avant ou aprés selon vos disponibilités, Pour cela je vous laisse mon
numéro de téléphone portable 06 82 86 97 75.

Je reste bien sfir & votre disposition pour tout renseignement,

A bientét., Cordialement,

Stéphane BOUDET
Mon adresse : 1S, rue de la pommeraie 3 Acigné.
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2. SUMMARY
The last forty years of experience in seeking for new territories and working outside the institution,

have given artists opportunities and experiences to integrate the creative potential into new forms of
interactions in the public space (artist as ethnographer, as mediators, process based practices, etc) The present
lack of visibility of these artworks in the public space is the main concemn of these non-objects based
practices. This paper will present one attempt, Vernacular, a visual art practice articulating, within its own
creative framework, its mode of visibility which process is based on a procedural protocol in the social
context. The creative process is developed with local partnership and is divided into five chronological phases
including raising common issues, agreeing on communication and monitoring, establishing dialogue,
disseminating the dialogue and learning from the experience by ‘taking respective feedback home’. The
relational and discursive' qualities of this framework makes this practice relevant to the social inclusion issue
structure
Vernacular is the current research tool within a doctoral research to test the position on how process based
practices, in the public realm, may change the traditional relationship between artwork, audience and artist,
existing in a dependency mode with each in order to make the artwork visible

The inclusive nature of this particular creative process can contribute to opening up new thinking
and perspectives on the relationship between the artist and the social context. In this evolving context, artists
have developed two ‘professionals’ ways in engaging in social realm: as a skill sharer, in term of teaching a
‘savoir faire’ to the social context or as an author, in term of producing meanings. This being help, in recent
years and through generalisation on the notion of public art projects, by the Department of Culture (DCMS)
decision in the United Kingdom, in July 1999° to produce a major new policy on using culture as a means to
combat social exclusion. Although both artistic engagements are related to some form of inclusion in the
social realm, the nature of the relationship, the responsibilities of these two roles, the objectives and impact of
the art are totally different. How far can the artist contribute to a social inclusion? Social inclusion is part of a

! Discursive aesthetic : Discursive aesthetic consists of obtaining artwork by reason and argument, from
discourse, rather than intuition. (E.g. artist gathering information from dialogue and conversation in order to
built an ‘image’ of a site instead of building this ‘image’ without external contact, from personal intuitions
only)

Relational aesthetic : Aesthetic theory consisting of judging artworks on the basis of the inter- human
relations that they represent, produce or prompt (Bourriaud, 1997-98). (E.g. a set installed in a gallery by an
artist in order to invite visitors to act upon, cooking reading, consulting the internet, having a coffee, efc...
encouraging the visitor to initiate a relation with another)

2 ‘Following the government’s Comprehensive Spending Review, DCMS will be réaching new funding
agreements governing its grants to its sponsored bodies. These will set out clearly what outcome we expect
public investment to deliver and some of these outcomes will relate to social inclusion’ (Smith, 1999)
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large mechanism integral to all economic sectors, cultural, economic, and historical, identities and diversities.
What is the artist contribution in this openly diverse democratic mechanism, seeking for problem/solution-

finder’? (section 1)

In integrating new forms of interaction in the public space, artists have raised new issues in regards
to their relationship with the audience and change their position as author. Working in direct contact with the
social context, the artist concerned by this practice has to improvise and apply new working techniques. The
preoccupation of the art critic, the ‘savoir faire’, the binding of a body of work into history and critical
reflection, connected to the practice itself have as much priority as the artist skills in negotiation, diplomacy
and responsiveness towards the socio economic structure of the location. Informed by Allan Kaprow art
___experience critical analysis, or Frangois Matarasso’s analytic tool for communities engaging in art projects,
Vernacular’s protocol articulates different phases of the creative process in which the audience is transformed
into participants and contributors. Is this relational, convivial and discursive process act to facilitate an
inclusive social process?

This new visual art interaction in the public sphere transformed the modern understanding of the
artist role. The visual art practice has to face a multitude of partnerships, negotiations and administrative tasks
in a project divided into chronological phases and actions. The evolving relationship with this context has
raised issue to which I wasn’t sensitive when working in a studio practice for public art project or % for art.
The notion of sharing expectation, of mutual learning, of setting a structure to raise feedback, the anticipation
from all side are as much responsibilities and tools that construct the project. However this current working
situation in the public space is in need of a form of language in order to be articulated and be made
understood as part of the creative process rather than to be used as a way to transformed an art practice into a
functional asset. Is this new position of the author distort the notion of inclusive process and entertain the art
in the wrong type of relationship with the public realm? How can this structure of experience, that informs
itself and others, be visualised as a creative process rather than an end to social inclusion (section 2.).

This situation is in need of a language that doesn’t solely respond to the practice need in its
visibility but also allows cross-disciplinary exchange between partnership in a much wider context: a sharable
language that would serve each discipline in their cross-disciplinary practice. In the descriptions of two
process based practices in the public realm, Building Underwood and Vernacular, consulting communities,
establishing partnership, raising a project from sharing ideas, have become part of the traditional studio based
process. These contributions in the creative process are greatly value by artists, even when they sometimes
lead the public opinion to place this art on the edge between management and creativity. Although structured
with compulsory rules and set timescales of negotiation, the art experience is defined by the cross-disciplinary
and creative improvisation of this relational and discursive protocol. The inclusion of the social context in the
creative protocol constitutes, at the same time, a tool and the outcome of the practice. It is the art and the
process itself, driven by artistic and aesthetic beliefs. This protocol, identified in Vernacular, is a type of|
personalised recipe, that changed and improved from one project to the other.

It is now a reliable skill that has become my main tool, influence my relationship with the notion of]|
audience and therefore the way my art practice is communicated. The inclusive process of the protocol is
hoped to be a sort of Janguage in which participants can use and contribute to. However their contribution can
be involved in the process as an end product -Vernacular- or in gathering information that will lead to the
manufacture of objects - Building Underwood-. In Vernacular, the process attempts to raise a sharable
language with the various partners involved that will constitute the ‘artwork’. In Building Underwood , the
process will installed relationships that will produced ‘live moments’, which themselves will produced
‘artwork’ to be shown in galleries. In both situation, the articulation of this discursive method, the creative
protocol, is the artist’s ‘signature’. The content of each project varies by addressing the historical, social, and
physical particularity of each new context, but the language remains the same. We are looking at an authored
‘exchange’, a communicative process, leading to a multi-authored end product rather than an authored end
product. These multi-authored end product are produced by participants that contributed to the process or by
the artists themselves in the case of Building Underwood (section 3).

This inclusive disseminating process in the public sphere, sustains in parallel the art practice and
establish its necessary cross-disciplinary language with the social context. The paradox then arises, for artist,
between respecting partners’ expectations in the social context, and sustaining an aesthetic approach, when

3 Silver, S. (spring 2002), p67. Le. The town artist employed as a catalyst, the artist as a teacher in a
workshop, or in public art as a creator/manufacturer.
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responding to a commission. In the public realm, the artist enters an economic world of production and
demand, faces the lack of specialist knowledge of art and a generalised understanding of the artist’s role and
method on object’s based production. Practice in art could be like a manic weather vane, between partners|
wishes and seeking not to lose one’s own wind of poetry. It is like keeping afloat the ‘unnecessary’ artistic
obsessions against the necessity of a real world. It is rarely possible to work in a bubble within a social
context and to remain as artist totally ignorant of our possible responsibilities and consequences of our
actions. In moving our working context out of the studio, we also influence our position of author. How can
we communicate this new role in the creative process? Is it the perfect manifestation of Barthe and Foucault’s
concept of the ‘death of the author’ of a visual art production and in the public realm? Or is the author to
remains there to challenge expectations in the willing partnership? At what point does the artist become
interchangeable with the government policy as equally domineering and dictatorial ?

P

FULL PAPER
This paper addresses the analysis of a type of visual art practice in socially based process, Vernacular, an

authored protocol, that is defined by the process of its interaction in the social context; that challenges the
notion of authorship in visual art and its dissemination in the public realm.
Based on two visual art practices (Vernacular and Building Underwood based in the French Pyrenees), 1

would like to argue

*  Artists manage an inclusive creative method, a new form of interaction in the public sphere (section 1)

*  This inclusive protocol is articulated at different levels and raises new issues in terms of authorship,
(section 2.)

¢ This authored protocol changes the traditional relationship between artwork, audience and artist by its
cross-disciplinary nature and by raising its own sharable language in relation to the wider world.(section

3)

SECTION 1 : VERNACULAR, AN INCLUSIVE EXPERIENCE

Since 1990, my visual art practice has gradually involved communities and public at large in the creative
process and the production of artworks. It developed into a hybrid status between technical challenge,
administration/negotiation and reflection, inspired from both a studio practice (having been trained as a
printmaker and an environmental artist) and an administration practice (having worked as a fundraiser and
public art co-ordinator for five years for the Bristol base engineer Charity, Sustrans). This multidisciplinary
practice has very much developed through intuition and the mixed experience of practising as artist and
administrator. It always has been totally impossible for me to make artwork without the involvement of local
inhabitants in which the artwork took place or having a consultative approach with the social context.
Although my practice’s development and implement projects fully based on social exchange, I would
however not define my role as a facilitator in the social inclusive process -based of my practice, It is also time
to accept, regardless of uninformed comment that says otherwise®, that the creative process is to be
considered as an artistic ‘product’ and more emphasis should be given on its aesthetic value. I would like to

articulate the role of the inclusive elements in Vernacular.

Vernacular (2000-2003) operates within a socio economic structure, involving social inclusion at the basis of|
its creativity. It is a visual art practice which tools - manufacturing and communication- and *product’ are all
within the framework of its process. Their no end ‘product’ to the practice but a process as ‘product’ that
could lead to a multitudes of productions by a multitudes of authors.

This process is structured by a protocol that will be itself informed by the social context concern in the
project. The creative process is the protocol developed with a defined local partnership at the start of the
project. The protocol is shared with local organisation in order to bring within the project the large majority
of the social context. The numbers of players is set at the start but doesn’t necessarily exclude the
involvement of new ‘actors’ during the process, select by any members of the partnership. This protocol is
divided into five chronological phases in which evolve and is discussed the selected issue. These phases will
be raised as the project evolved in time and include: raising common issues, agreeing on communication and
monitoring, establishing dialogue between the selected or invited ‘actors’, disseminating the dialogue and

4 Belfiore, E. (2002), pp.100-101
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learning from the experience by ‘taking respective feedback home’ - each partners will be taking his/her own
interpretation in regards to his/her own agenda.

The objective of this protocol intends to progress through a mutually decided issue using dialogue and visual
artefacts during the time allocated to the project. (i.e. Banff, Scotland 1999: connections between local and
national heritage - Moulins, France 2001: relationship between local heritage and contemporary daily
activities — Acigné, France 2002: impact of sport and culture on a daily life, etc). A dialogue can be
interrupted if requested by any side of the partnership. Although this method has lead to successful discursive
projects, there is no guarantee that it will be appropriate for all social context.

In the project “Transition’, the dialogue installed consisted of a community consultation on the relationship
between sport and culture with the village daily life. The residency was structured with the possibility for an

__event during or after the running of its time but with no obligation. The process developed, with the

community council first and then to the Mayor’s demand with the villagers in a public event. The discursive
process focussed on the relationship between the actors of the social context and the creative potential of the
practice. The proposal for the event “Carte Blanche: de Calais & Saint Louis”, as part of the project
‘Transition’ was supported by the Cultural Office and after a couple of meetings finally accepted by the
Community Council. The event took place on Saturday the 19 October 2001 from 7:00am to 7:30pm in one of|
a main regional road, cut off from national traffic for the day. Over 12 hours, the event invited local residents
to re-discover through their Saturday’s routines, by foot or cycling, their relationship with the heart of the
village: going to buy the bread, cigarettes, going for a coffee, or simply the Saturday morning cyclists and
runners passing through as usual.

While the discussions led to raising a practical issue on the up-grading of a national road crossing the heart of]
the 6000 inhabitants village, the ultimate objective of the method was to introduce meanings and aesthetic
statement on the issue, without providing a practical solution. The ‘product’ of this project is the shared
protocol between all actors and their evolving relationship around the dialectic, the different perspective
proposed, the new meanings of the road and spontaneous live public debates on the road’s potential. Public
responses to the project led the planning department to re-consider their initial project. Although the artist’s
intention weren’t to respond to community expectation on necessities connected to the site, the quality of the|
process, or the artwork, relies on this relationship.

Due to the lack of aesthetic visualisation of such process, in traditionally known art mediums such as{

sculpture, painting or installation, it is often read as ‘non-productive’ by the context if it doesn’t respond in
some form to local expectation. It is therefore important to evaluate such experience and isolate the role play
by each player in the partnership. We agreed that the experience would be completed by a feedback-soirée
and discussion between the community council, the inhabitants and the artist. The soirée took place on
Wednesday the 27 of November at 20:30, The evening revealed the real identity and reality of the artwork.
Here is a summarised feedback® by the Deputy Mayor 'The council representatives were interested by
Stefanies sociologic approach of the working structure of the city and her involvement in understanding and
bringing forward facts and living habits of the village's daily life. Her intervention allowed them to have a

s’Acigné, France, October 2002, raised an artist residency, ‘Transition’, proposed in the context of an
international competition to take part to the Biennial of Young Creation organised by Rennes Métropole, a
government organisation gathering the administration of different districts around Rennes. I was assigned to
Acigné,

¢ Extract from the catalogue: ‘En ce qui concerne I’expérience de la résidence d'artiste ‘Transition’, nous avons été
intéressés par I’approche sociologique faite par Stéfanie sur le fonctionnement de notre cité et par son investissement pour
comprendre et mettre en avant des faits, des habitudes de vie, notre fonctionnement au quotidien qui fait notre quotidien,
Son travail a permis aussi de porter un autre regard sur notre organisation en terme d'urbanisme, de conception de notre
environnement de vie. L'exemple de 1a rue de Calais démontre bien "importance de cet axe structurant qui a €t mis en
valeur par I'installation ‘Carte Blanche: de Calais @ St Louis’, En effet, cette rue représente pour nous un axe majeur dans
le développement et dans la restructuration du centre bourg car il est le cordon ombilical entre deux époques de
développement de la ville. Il fait partie intégrante de notre réflexion sur ce secteur et le travail réalisé par Stéfanie, sans
savoir an préalable sur quoi il allait porter, a mis le doigt sur son organisation, son fonctionnement.

Son intervention, en détournant le fonctionnement habituel du liew, nous a permis d'avoir une vision de |’espace que nous
n’aurions sans doute pas eue lors d'une étude confiée & un cabinet d'architectes. Je veux dire par-13, que ce nouveau regard
sur les lieux de vie, sur leur fonctionnement, leur organisation peut nous aider dans notre réflexion d’aménagement. C’est
une nouvelle approche qui & mon sens peut complémenter une réflexion de réorganisation ou de construction des centres
villes. Trop souvent, les aménageurs oublient la dimension sociale dans les solutions et les organisations proposées sont
peut ére la cause de malaises urbains. Comment donner ou redonner une dme A un futur lieu de vie 7 Cette nouvelle
approche, ce nouveau regard sont une réponse et permettent de mieux prendre en compte les espaces sociaux dans les
projets.’

Bernard Corlay, Adjoint Culture-Animations, AOUT 2003
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different look onto their conception of their living space. The example of the project of ‘Carte Blanche’ well
demonstrated the importance of this street in the planning of the village centre as it is a umbilical link|
between two periods of the village. It is part of our plans in the area and Stefanie, without being aware of our|
project, has point out its organisation and function.(...)’

Although at crucial moment of the partnership, the inclusive protocol is orchestrated and directed by the
artist, the project was appraised for its consultative process and its community integration. The directive role
played by the artist is at any time hidden in the partnership. It has as much executive qualities in its own area
than any of the others partners. The creative protocol proposed an equal and different type of artistic
partnership to the members of the community council and a new means of integrating and consulting the
community in its social needs and creative potential in urban planning. How did a public art object-based

..——practice lead to a ‘dematerialised” protocol? What did the forced negotiation in the public realm reveal to the

art practice?

SECTION 2: A STRUCTURE OF EXPERIENCE THAT INFORMS ITSELF AND OTHERS

1t is essential, that the relationship in the partnership should be formal and in place at the start of the project in
order for everyone to have a common understanding of the objective, to communicate at ease and to develop
the issue at its full potential throughout the process. As the artist is the only one taking part in all phases of]
the process, the partners contributing in a sporadic manner depending on the necessities of the engaged
dialogue, it is essential that the monitoring and on-going process are clearly articulated and shared. The
phases aren’t to be added like administration tasks into the artist role but are part of the overall creative
process. The artistic product is created by the on-going consultation and agreements between the all partners.

The intuitive evolution of Vernacular’s creative process towards a structured relationship with its
participants, lead to its association to a ‘protocol’. In the practice, the process isn't only its art ‘product’, it’s
also its tool in the discursive experience. The process, through the framework of the protocol, raise the
necessary information and communicate them at the same time, by its ‘record of agreements’ through its
whole process, by its ‘formal recurrent procedure’ installed between the local partners and the artist and
finally by its *visual record of data or observations on the particular experiment or proceeding’ undertaken by
the project (Cotllins 1999). Inspired from a simple management and administrative procedure, and added into
a ‘studio’ practice, Vernacular became an artistically formed protocol. It merges partnership procedure and
creative process, resulting in administrative contingencies. The artist orchestrates the protocol hoping to take
his participants into an area of work they wouldn’t have thought of.

In this ‘professional’ context, Vernacular's creativity gains ‘the logic of rules and regulations in an aesthetic
that consists of agreeing on a structure of a discussion, that becomes the form of the ‘artwork’, and
negotiating, deciding its content in a partnership process'. Inspired by the experience of happenings in Allan
Kaprow’s stages of the art experience® and Frangois Matarasso’s structure of evaluation for communities
involved in the art, Vernacular was defined in 2001 into five stages. The analysis of previous art experience
in Vernacular's projects, allowed me to articulate these stages and further define the nature of such
interaction in the public realm. The experience of the creative protocol is chronological and as follow: 1.
Commeon issues: Identify common issues and objectives between the aims of the partners & the artists, 2.
Communication: Agreeing on modes of communication and monitoring methods for the duration of the
project, 3. Dialogue: Establishing convivial dialogues for the time agreed, including a public event if|
required, 4. Dissemination: Reporting back, publication and public meeting if appropriate, 5. Learning
(‘Taking respective feedback home’): Reflective period comparing partners’ aims from artistic aims. The
tools of the protocol used in Vernacular are not different to any diplomatic or negotiating tools. The method
allows artist and future participants to get to know each other and progress in mutual interested issue,

In a project like “Transition’, over the period of a month, regular meetings with the council representatives,
single or group meetings were planned ahead to decide on the subject of the dialogue (the relationship
between art and sport in the village daily life). Once the issue was agreed, we identified the best way in
communicating with each other without interrupting everyone’s agenda (minutes of meetings were circulated
and e-mails heavily used and copied!). The success, of the first three weeks, of the evolving dialogue between
councillors and the project, and the development of the word of mouth, the Mayor asked for the dialogue, the
exchange on the issue to be made public with the inhabitants ( different ideas of an event was suggested in
different formats to be finally accepted as ‘Carte Blanche: de Calais A St Louis). The dissemination of the

7 Ardenne, P. (2002), p190
8 Kaprow, A. (1971)
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project issue (the relationship between art and sport in Acigné’s daily life) was also helped by the regional
newspaper, Ouest France. As part of the original partnership, the regional newspaper representative was
invited to contribute to the debate without communicating the content of the work in-progress. We agreed that
she would inform the community of the reasons of my whereabouts and presence in the village without
providing an answer of the outcome of the project. The relationship with the press coverage, built up over the
month period, wasn’t to justify the artist presence but rather to invite the community’s to question this

presence.

Previous to this latest project and its articulated protocol, I wasn't aware of the importance of
sharing, in the context of the partnership, the last two phases of this method -Dissemination
and Learning-. The issue isn’t completed when made public but is just starting to reach its

___—full potential. A project isn’t completed when varnish is applied onto the layers of painting for

the ‘vernissage’ (the ‘varnishing’ translated as art preview). The meaning of the work is just
starting by the multitudes of interpretations that comes its way. A discursive project only
takes its full proportion in the moment of the dialogue dissemination in the qualities of its
impact, in the sharing of the multitudes of expectations, in the amount of feedback taken
home and in the learning that each participant can have at his individual level. However, in
one side the practice have to be aware and share practical expectations with the context in
order to articulate itself and exist in the process of the partnership in the local social realm.
And in another side although moving its production from object to process, it aims remain in
meaning and aesthetic discourse, with the need for magic and anticipation (i.e. press
coverage in Acigné), to be recognised as an artistic contribution in its own right. This
situation is in need of a common language to be clarified and the artist role understood.

The authorship of this process lies with the artist’s ability in evolving a set situation, by
directing the protocol between the partners’ expectations and the artistic ‘necessities’ and to
define forms and content of such project. Is claiming authorship on the creativity of such
protocol in the public realm resume to an appropriation of the social context by the artist? Is,
in the context of the public realm, defining the artistic protocol as an inclusive process
contribute to distort and entertain the wrong type of relationship between the social living

and visual art?

Section 3: HAS THE AUTHOR TO REMAIN EXTERNAL TO THE INCLUSIVE PROCESS?

In attempting to re-create the experimental studio practice in the public realm, the visual art project
Building Underwood (1999-2002) uses inclusive processes as a way to raise the concept of ‘Cultural
Apparatus’, instead of the term ‘*project’. Co-ordinated by three artists, in the French Pyrenees, Building
Underwood is defined by its intrinsic relationship with the local, and imported, social context for the time
of the project. The process intends to raise the story Building Underwood by gathering participants in a
natural setting, aiming to build, from scratch, buildings, circulatory systems, community tasks, all structures
necessary to create a living environment®. The process in itself isn’t the project and doesn’t address an
audience. It is a ‘live workshop’, seeking partners as actors in the story building, not as public. Building
Underwood, in the social context of the wood, is the work in-progress of a large number of artefacts that
will be produced afterwards. Everyone enter the summer camp, help in creating this living environment in
full knowledge that they contribute to generate situations, facts, events, etc, to the construction of numerous
artworks. Artworks they might never get to know. It is only in its phase of dissemination, of exhibition, that
the process of the experience in the wood is presented in it full potential, as the product Building
Underwood. However participants have no means to interfere or influence the end resuit, No one know
really the full length of artworks produced as a result of these summers. Not even the artists themselves
whom are awaiting and suggest for someone ‘to identify and interview individuals who have worked in
relation to Building Underwood, a way to identify the scale of the work'.” The artists have set up a
structure which themselves don’t control its development. In installing the situation, the authors are
becoming ‘witnesses of the new relationship between the participants, characters of the artwork, and the

9 Simona Denicolai, Ivo provost and David Evrard, in Building Underwood ( 1999-2002) like ‘the metaphor of
the earthworm, swallowing, digesting and throw out its context to evolve in its environment.” This metaphor
resume their position as artists in an environment.(02/01/03, artist manifesto, statement for their collaboration
in the project Come and get It, Champtoceaux, France 2003-2004)

' David Evrard for Building Underwood on Responses to questionnaire, September 2003.
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futures artwork’. Building Underwood’s final productions are latent in the traditional forms of
dissemination, installation and photos, and result of a process. It’s the interpretation of a multiplicity of
professions, individual, facts, places and mediums. However the social context, installed and inspiration of
these productions, is ephemeral as no one is now living there but camp there. Memory of a select summer

time.

Although practical negotiations, methods of diplomacy and responsiveness to the site are applied in both
projects, the inclusive objective of the two practices isn’t about achieving finality through these protocols
and participations. Building Underwood artists don’t insist for the production of artefact after the events.
The inclusive process doesn’t lead to a finality but aims to articulate alternative ways of communicating the
creative process within the social context. In the first instance, in Vernacular, the process, at the same time
tool and product, allows to establish partnerships and articulate the artistic project. It is used as a protocol to
communicate and create at the same time. In a second instance, in Building Underwood, the process provide
the information with participants and professional expertise, fundamental to the creation of the artistic
product in the gallery context. It is not about using the other as an instrument but rather creating in-vivo,
and in partnership, a mutual exchange between art and other professions. Nonetheless, the inclusive and
multiplicity nature of this process bring confusion in the existence and position of the production of an
author. The position of the author, in regard to the inclusive process, makes the difference between the
above two practices. In Vernacular the work of the author is done directly within the relationship build with
the participants, instead of afterwards in a gallery context. The creative process involved in Vernacular is in
direct contact with the social context and doesn’t deny or isolate the participants from the ultimate artistic
objective: producing meanings from the experience and not just visualising the experience. In Building
Underwood the artistic ‘production’ will take place afterward in the context of the gallery as a visualisation

of the experience.

The organisation Banlieues d’Europe!! works against the division and prejudices of activities from both
sectors in the public realm, against the huddling of the art in gallery. They raise awareness of a new model
of interactions between social and cultural players. Inclusion relies on the individuals interaction (both
artistic or non-artistic) to contribute to the process within their means and wishes. The process is about
respect and establishment of honest relationship between these individuals; where expectations and
intentions of all players are clearly identified and express along the whole creative process. Whether
inclusive or not, the process is led by aesthetic which intentions are to define forms and content. The artistic
outcome exists in the protocol and uniqueness of the exchange. Why denying the presence of the author?
Do we still need to alienate a manufactured end product and to deny the magic benefits to all partners
involved in these authored processes?

CONCLUSION

Involving the public in the creative process of a visual art practice has a different meaning to getting
involved as an artist in education, architecture or cultural activities. In the first although inclusive with the
social context in its process, a socially involved practice is concerned by raising meanings with aesthetic
and poetry; is composed and exists of local partnerships; and is defined by the cross-disciplinary nature of
this aesthetic.

Contrasting, in the second, the artist or individual engagement responds to sharing skills and ‘savoir faire’,
the manifestation of a ‘trade’. In this definition the artist is forced to detach himself from his/her practice
and to respond as an educator, a designer, a social worker or a civil servant, responding to a demand for the

duration of a project.

" <Art against exclusion’, Association Banlieues d’Europe: BP 101 F-67069 Strasbourg cedex,
banlieues.deurope@wanadoo.fr
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The nature of these new forms of interactions in the public realm, the nature of the artwork transformed
from object to process, and the variety of people involved in the creative process challenge the notion of
authorship, and consequently also challenges the current institutional mode of dissemination that makes a
work of art (based on the authored object). Is a work exist as ‘art’ if not the work of one person? Is it the
result of an economic consortivm? The above two different approaches, skills sharer or meanings secker, of
socially involved practices are often merged in the functional world of the public realm, due to the lack of
sharable language and tool to understand the process-based practice, a ‘non-object’ based and ‘non-
functional’ art. As a result of this language deficiency, artist’s role is then resumed to a sharer, an educator,
in the economic context of urban, educative, engineering (etc) or social team rather than an art practitioner.
Detached from these existing roles, the yet unexplored potential, of the process based art practice in the
public realm, can open up new perspectives in the relationship between the social context and the art.

____Unfortunately, it is rarely considered as an alternative involvement with the arts, often ignored as

insufficiently understood and therefore imposed by artists themselves. Providing community self-esteem
and encouraging personal development by gaining artistic skills is often in favour to a cross-disciplinary
partnership that takes more risks, greater challenge, and needs more time and energy from all sides of the

partnership.
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Denis Glelen : Avant d'aborder ensemble certains points précis de
votre projet, jaimerais tout d’abord connaitre I'esprit dans lequel vous
l'ave/ théoriquement abordé, afin de mieux saisir peut-étre (es motifs
ou tes nécessités constituant les fondations de *Building
UndttrwocuT...

David Evrard ; A la base, Hs'agit d'une idée un peu abstraite qui est du
se confronter 9 un lieu qui serait dégagé d'existences socialisées trop
déterminées, de se confronter a la nature d’'un paysage isolé qui n'est,
a priori, que "traversé*, qui est peut-étre déja un souvenir. Intervenir
dans ce type d’endroit, signifie se confronter a la notion générique
d’'appareil culturel. En travaillant ce site comme un décor, comme un
plaieau, cela renvoie a toute l'artificialité du regard porté sur un tel
environnement. Deés le départ nous savions que c¢a allait étre une
expérience de vie et c'est un des moteurs principaux de ce projet.
Simona Denlcotal ; Oui, nous avons chacun travaillé sur des contextes
spécifiques, et dans nuire pratique, nous ne voulons pas considérer de
hiérarchies entre des espaces urbains de grande échelte, un espace
domestique a une échelle privée ou institutionnelle ou un site naturel.
Chacun ont leurs spécificités qui fonctionnent en regard de leur
contexte.

tvo Provoost : On a commencé a travailler ensemble autour de ce
lerrain, parce qu'il y avait du travail ay faire, tout simplement. Nous ne
sommes pas Invités par une Institution. L'ldée est d’installer dans ce
lieu vierge un systéme de fonctionnement, d’'établir ries liens entra
I'ambiguité d'une fonction qu'on met en place sur te terrain, laréalité de
la vie que nous avons sur place, le village et le contexte qu’'on connaft
moins bien. Cela pose la question de savoir si on doit travailler de
maniére différente, avec d'autres méthodes, d'autres résultats
esthétiques.

»

Zérodeux #18 (Winter 20()1), p.20-23
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Denis Glelen ; Concretement, quelles ont été vos méthodes pour
parvenir a vos fins esthétiqgues dans ce contexte asse* particulier de
‘Vie quotidienne” ?

David Evrard i Le quotidien dans B U, c'cst le cadre. Nous avons forcé
un cadre, nous avons placé ries limites de lecture a ce terrain, Celui qui
connait lu générique de B U arrive sur le terrain avec une lecture assei
contraignante de sa présence. A partir de la, nous renforgons ce rapport
a renviionnemeril currmie dégut, qui est a la fuis espace historique et
espace mental. On y prépare la nourriture, on se lave, on s'‘amuse, et
luul ca se mélange a l'intérieur d'un périmetre théorique. te projet
consiste a créer un décor et ce décor conditionne ia vie sur place. C'est
une notion assex complexe, qui permet d'intégrer une économie
spécifique 5 ce travail. Quand on volt quelqu'un dans un film qui boit
une lusse de café, on ne se puse pas spécialement la question de son
existence naturelle, mais plutét celte de son réle et de sa partie en
regard du reste de la fiction.

Ivo Provaosti Nous sommes autant producteurs, acteurs, scénaristes et
observateurs de tout ¢a, et ce n'esf pas trés intéressantde se demander
qu’est-ce qui est ou pas artistique a ce moment-la- Nous avons prévus
un événement Upenwood pour cet été, il y mira pat la suite toute une
série de “produits dérivés” (documentaires, expositions, textes) issus
de cette expérience, mais cela ne signifiera pas une cloture de B-ti.
Simona Denlcolai ; On se questionne autant sur notre propre rdle que
sur celui ries invites ou ries réalisations. | a vie sur place est un décor
pour le documentais sur B/U, les invités sont des personnages de ce
documentaire. (In veut forcer cette idée pour y Installer des moments
de fictions, des lectures, etc... I'idée de décor est aussi dans ta
pratique, j'avais appelé ¢a du débroussaillage esthétique. Il y a des
endroits plus construits que d’autres. Certains besoins ont déterminés
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aussi la form*. disons, plus plastique ri* f* qu'on réalise sur le terrain.
On était Juste nous trots au départ, oit était installé sur la prairie. On
sentait, le besoin, par rapport a la topologte du terrain, de
débroussailler ce niveau, qu» est devenu le niveau ¢eére. C'est la plate
tnrm* principal* ot) s* rniniss« JVnsembl* des participants, Ensuit* on
acreusé cotte rampe qui a relié ta prairie avec te niveau zéro. C'est un
acces direct, une coupe dans le paysage. Puis, avec tes gens qui sont
passés, un chemin s'est tracé vers la 8oul*ane, la plage a été nettoyée
et elle est devenue une zone pour se laver, t'est la salle de bain. En
mettant en valeur ces cunes, un obtenait des indications sur ce qui allait
en advenir,

David Evrard : Toutes ces expériences ont mené aussi a penser que les
constructions plus architectures quiseront réalisées vont renforcer cet
aspect immatériel.

lvo Provonst ; On a pensé a louer des modéles qui s'intégreraient
professionnellement au quotidien du terrain. Juste qu'ils soient la,
qu'ils circulent lls ne seraient pas la pour leur Intérét par rapport au
projet. Ca serait I’Introduction d'une fiction ot les modéles deviennent
le décor dps vérifahles spectateurs et inversement.

David Evrard : Denis, dans quel esprit es tu arrivé la-bas, qu'est e« que
tu as vécu et imaginé lorsque tu étais sur place ?iu avals des Intentions
particulieres ?Quels sont tes souvenirs ?

Denis Gielen : Je suis arrivé en touriste mais eri sachant que I«
conservais d'un certain point de vue ma fonction de critique d'art
compte tenu du contexte que vous venez de décrire. Malgré le plaisir
de la détente sur un site Idyllique, (e savais parfaitement bien que Je
jouais aussi un role de figurant dans une fiction qui se déroulait sous
mes yeux. C'est pourquoi je dois avouer que ma "détente" tournait

Depuis plus de 1 ans, Simon» Dénient», David Fvrxrd et Ivo Prnvoast
développent sur un terrain naturel situé a Caudlés de Fenoullledes
dans les Pyrénées Oiientales en France, un projet de mitiu uibmusiiiu
qui prend en rompre les enjeux géographiques *1 culturels de U
Iésion. Baptisé “ Building Underwood". du nom d'une machine a écrire
aujourd’hui disparue, te bavai! de collaboration a nécessité I'aide
technique et conceptuelle de différents participants invités de maniére
Informelle a se joindre durant fété aux trois artistes. la mise au point
d'une logistique, U construction de structures architecturales et
circulatoires, le développement d'un systeme de communication
(conférence, exposition, publication.,.) sont autant du modes
d'organisation de la vie sur place qui donnent lorme au projet.

Avant de s'engager pour un troisieme été, les protagonistes ont choisis
du faire I» pulnl sur leur piufut en s'adjoignant deux de leurs invités,
Ann« Grandhenry, cnmadienn«, et Denis Gielen, critique d’art.

parfois i la paranoia lorsqu'un caméscope (mimait ou qu« I'on prenait
dus photos du vacances. Je ne suis pus si poui les autres invités t'élail
pareil, mais J'al eu quelques fols I'lmpression d'étre "pris en otage* et
de contribuer malgré mol a la fabrication d'une Imagerie artistique
dont Je ne connaissais pas véritablement la tin. En réalité, mon
sentiment sur place était un mi* fle ces 2 extrémes. Je n'étals pas
complétement “touriste”, et heureusement pas entierement parano...

Simona Denleolal : A quoi ces 2 paies t'ont-Hs amené ?

Denis Glelen : Sl Je devais retourner I'été prochain 1 Caudlés, Je crois
que j'assumerais plus volontiers mon réle de critique d'art en vacance,
le veux dire par lé qu'il existe une autre maniére de faire de la critique |
une fagcon plus "risquée" parce que beaucoup plus exposée a
I'ensemble des composants de I'existence. Lorsqu'on discute en
société au coin do feu du l'art, on n'est paradoxalement moins a l'abti
qu'entre les colonnes serrées d'un Journal ou d'une revue spécialisée.
C'est curieux, mais je crois que le fait d'élru dans un espace public de
type primitif comme ce terrain S Caudlés, exige une volonté de
convaincre plus grande. Cour les artistes, c'est peut-&tre la méme
chose, En tous cas. c'est une situation qui Induit des rapports parfois
surprenants. Le fait d'assister a un projet artistique en l'an 200D a
quelques kilometres de la grotte de Nlaux est un exemple assetr
frappant, me sernble-I-Il, d'une vislun critiqua totalement différente de
celle que I'on peut développer dans son bureau en ville. Ce type de
voyage dans le lemps «si une véritable expérience de I'espace qui n'a
rien a voir avec le fait de passerd'/tcf Press a un (lvre de leroy Gouran
dans U méme Journée. Il s'agit Ici de faire fonctionner ses sens. C'est
on rapport t la critique beaucoup plus Intuitif et sensible...
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Simona Dcnlcolai : Par rapport aux autres personnes qui sont verrues
rte I'extérieur, nomment as-tu ressenti leur réle parrapport au lien’

Denis Glelen : La situation était totalement absurde. Par une sorte de
déformation professionnelle. )« m» placais souvent en observateur. Or,
comme il était souvent question pourvous de réaliservous-mémes des
observations, la situation touchait parfois au circuit fermé. Dans des
conditions plus urbaines ou la dislance est plus grande entre les
différents opérateurs du circuit artistique, telle dialectique souvent
comigue est moins apparente. Us relations sont moins évidentes, el
sont peut-étre pour cela moins amusantes. |e crois d'ailleurs que cette
confrontation a la réalité parfois absurde de nos réles respertlfs. est la
seule maniére pour nous de trouver des portes de secours pour cesser
de tourner en rnnd. A mon avis, it faudrait prolonger davantage
I'expérience. Ce seraitintéressant, et un peu utopique. Je rester la-bas
trois ans complets, I/nus sériée peut-étre plus critiques, et mol plus
artiste...

Ivo Provoost : Toi, Anne, comment est ce que tu comprends (on rulti
dans B-U?

Anne Granhenry i Je ne peux pus parler d’évolution, je suis plutét dans
le Iciel maintenant, je ne m'attends pas a un milieu, un début, une fin.
l'observe ce qui se passe. Je n'ai pas d'attentes particuliéres.

David Evrard : Tu as pris quand méme un raie assea déterminant dans
le proiet.

Anne Granhenry : : Oui, enfin, pflif,,. C'estplus essayer devoir comment
un confort peut se construire dans urr cadre comme celui:

a,

Denis Gielen ;le trouve qu'elle répond a cette question comme nous on
répond acette question ; Il n'y a pas de début et pas de fin.

David Evrard i On a vite nnmmé¢ le lieu ot on allait se laver la salle de
halos, qui fait JSaGm’, la cuisine également, Les lentes sont des
chambres, c’est grand luxe, 1lres aéré, plein de soleil, pas de voisins, une
vole de circulation 1 proximité. Ce qui est paraduxal, lorsqu’on parlait
de I'histoire de re prnlet, sans début nilin, qui se finira par une rupluie
plutét que par une déture. c'est qu'il renvoie [ustement J un
phénomeéne d’anticipation, en letnre d'esthétique. Et on ne peur faire
qu’avec la raillasse, les serpents, les blaireaux, les renards,...

Simona Denlcotal : La gréle, le soleil qui lape trop fort.

AG rOu le fait d'éltu dans un groupe que tu ne géres pas, ol tu ne sais
pas quidébarque, tu ne peux pas anticiper la dessus. Tu peux avoir tous
les réves du monde en débarquant Ia, te contexte est tellement fort que
ca écrase la moindre chose que lu pouvais avoir dans ta téte avarrl. ful-
rn K cause du climat.

DG iJetrouve cette idée d'une difficulté liee aux conditions de création
assez Intéressante, rar U me semble que nous manifestons une
tendance toute humaine 5 nous protéger des mouvements aléatoires
de l'existence pour nous réserver des espaces de pensée et de
rétlexinn qui puissent procéder a la survie de certaines émotions, le
pense que l'art exige un type d'espace qui ne soit pas entierement
mélé alavie quotidienne. Ce n'est pas pour rien que les artistes de la
préhistoire s'enfoncaient parfois trés profondément dan; le noir des
grottes pour peindre. Je crois qu'U leur fallait se mettre al'écart de la
société pour permettre a leur* perceptions de survivre sous forme de
percepts esthétiques. Quand tu vis dans un« communauté, primitive ou
moderne, il esf nécessaire de procéder bla répartition des taches, et a

(Y

la construction d'espaces spécifiques, Pour ne pas sombrer dans le
chaos, Il faul Installer un endroit pour le feu, un autre pour stocker la
nourriture, un autre encore pour dormir : dé méme qu'il y a aussi un
temps pourtout, I'art n’échappe pas 5 cette organisation. Il lui faut un
liau bien a lui. Il me semble que ce projet pose ta question des limites
de I'art et de la vie en des termes simplement pratiques ; car si la
confrontation ata nature suppose bel et bien fclune esthétique totale,
elle nous renvoie également a notre Incapacité a recycler
immédiatement sur le terrain nos émotions. Le (leu d'exposition, que
ce soit la grotte ou le Frac, esl toujours Isolé de lI'univers quotidien. Ce
sont obligatoirement des lieux semi-publics,

Simona Denlcolal r Il ne faul pas oublier le site en soi qui sera
accessible a un moment donné. Les différentes années du projet nous
ontdonné le recul suffisant pour transformer tes objets que nous avons
pu récolter.

Ivo Provoost : A I» conférence nous cherchions une adhésion avec le
contexle Immédiat, social.

Denis Glelen : *Building Undtrwaod" véhicule artificiellement tes
conditions d'une proto-société. C'est une situation qui exige a mon
avis la distinction des perceptions et de leur recyclage. )o voudrais
savoir comment vous envisage* celte opération a mon avis
Inévitable, qui consiste & produire J partird’expériences de vie des
“produits dérivés" destinés a ces espaces semi-publics de I'art dont
|'al parlé. L'exemple lype étant Ici I'exposition que David a réalisée
au Palais des Beaux-Arts a Bruxelles...

David Evrard :Je pense que ce projet pose différentes questions dont
udle de la collectivitt ou de l'ulople. Les questions liées a Iu
collertivilé, on y est confronté trontalemenl, dans le quotidien du
terrain. Mais nous transportons la-bas différents archétypes de notre
imaginaire collectif de cartes postales nu d'idéologies, (‘histoire des
hippies, le sud de la France, un en a parlé.. Ce sont des références,
peut-&tre des sources d'inspirations esthétiques, ou historiques,
comme le rapport au paysage. De Kate MOSS a nos copines on d des
images de femmes a poils, plus ou moins poilues, des paysages plus
ou moins torturés. |l est plus intéressantde parleren termes d’'usages
et de commentaires, | 'exposition que j'ai faite au Palais des Beaux-
ans de Bruxelles fonctionnait effectivement comme un commentaire,
un programme. C'était une exposition avec un sujet. Je crois qu'un des
enjeux Importants actuellement dans mon travail est le sujet, ou, plus
précisément, le scénario de I'exposition. Chaque élément est une
partie d'un “texte” qui le dépasse. Ce rapport a I'écriture esl
également trés présent dans B-li.

Denis Gielen : Peut-on dire que “Building Underwood" fonctionne
comme un atelier ?

ivo Provoost : la dimension atelier sur le site n'est pas formalisée.
C'est simplement un cadre de vie. Cela reste trés ouvert.

Simona Dénicolai : Nous Inviterons par la suite I'ensemble des
participants
spra pas une suite mais une partie essentielle de I'ensemble de cp

aréaliser quelque chose au moins dans I'édition, qui ne

projet ou nous allons travailler h partir des éléments récoltés sur
place, imagos, textes, interventions. Nous allons tenter de
reconstituer {"ensemble de notre expérience et de celle de tous les
participant:«», y compris les gens de Caudiés, sous un format édité,
disons. Le projet continue dvec les produits dérivés.
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Denis Cielen : C'est dans cette situation justement ou l'on sc sent
pris en otage. En tant que personne invitée 9 figurer dans votre
fiction, |‘al I'impression d'étre dépossédé de mon Image, je sens tris
bien que vous décontexlujlisex les photos que vous prenne pour en
faire des archives qui racontent une autre histoire. De ce point de
vue. la photo de groupe prise par Dcttlc Flynn avec unvlel appareil et
développée dans une chambre noire de fortune est remarquable. Tout
en étant authentique, c'est une véritable fausse archive. On dirait
une photographie de colons africains dans les années M>. Devant
cette Image, une histoire parfaitement fausse est prite a prendre la
parole. Il ne manque plus qu'une légende, et voilé David qui devient
un grand explorateur du 19*...

David Evrard : Laquestion par rapport 9 laphoto c'est : quelest le lieu
de I'histoire ? Ce n'est pas de se demander si cette histoire a eu lieu
ou pas ; une histoire a lieu au moment or) tu es devant la
photographie, et c'est ¢a le lieu de I'histoire, qui est raconté et
transformé.

Denis Qielen : Donc vous jouei la-dessus clairement.

David Evrard ; Dés que tu mets un cadre et te premier cadre est celui
du terrain, cela suppose- un moment de I'histoire qui «si déja une
Invention, une fiction, c’est le méme rapport qu'au cadre dans le
cinéma, dans U photographie, ou clans le texte.

Ilvo Provoost : On sait dans quels cadres on intervient, on sait que
dans ces cadres-la on crée de la mythologie, qu'on va répondre a
certaines figures.

Denis Glelen : Le statut des gens qui sont 19a 9voir avec ¢a aussi, a
partir du moment ou sur le site de B-U Il y a des éditeurs, des
artistes, des critiques et des gens de CaudIés. elles sont étiquetées,
elles ont un statut, et ca fait partie de voire jeu.

No Provoost : Oui, tout ¢a sera manipulé et prendra forme apres,
romhhm...

Denis Glelen : Aujourd'hui, les archives occupent une place plus
importante que le Iéel dont cites proviennent. Nous assistons a une
sorte de post-production infernale. Si a I'époque, les artistes de
fluxus ne se souciaient pas directement de leurs archivages, te n'est
plus le cas aujourd'hui, les artistes superposent de plus en plus
fréequemment l'espace-temps de l'expérience directe et I'espace-
temps de moins en moins différé de I'archive. Dans votre cas, cette
dimension est poussée trés loin...

David Evrard : Je crois que c¢a a voir avec le fait de S'approprier les
moyens de raconter son histoire, I'histoire en regle générale.
S'approprier tes termes de I'écriture. C'est ¢a qui est Intéressant la-
dedans. Possible que certains artistes de l'art conceptuel uu fluxus
faisaient tes choses de maniére plus immédiatement joulssive, mais
nous, on voit le décalage, on volt la récupération par certaines
personnes d'archives nu de pieces qui finalement ne servent que leur
individualité au leur “nom". Mais ¢a n'a rien avoir avec noire maniére
d'employer les archives, nous voulons construire quelque chose. CI Il
ne s'agit pas do renforcer les structures du pouvoir tomme elles
existent déja en essayanl juste de lirer sa part du SJteau.

Simona Detrlcolai : Dans le cas qui nous occupe Ici, les archives seul
de la matiere, fe n'esl pas fait pour étre ressorti tel quel, Cela
fonctionne comme une banque de données.

Ivo Provonxt : le moteur c'est I'observation, une sorte rie science

primitive. Pareil de mettre un rat et un chien ensemble, regarder, et se
rendre soudainement compte qu'un gigantesque chien esten train de
te renifler le cul. )e veux dire, on est partie prenante, voila te que ca
fait. C'est le vtai voyeurisme, pas du hlg brother, on réfléchit & notre
propre attitude.

Denis Glelen : Alors, quel est le résultat de vos observations
d'anthropologues ?

Ivo Provoost r C'est 9 voir sur place, c'est pas de I'nbservallun
scientifigue du comportement, le terrain est un plateau qui supporte
CCSactivités et qui en garde ries traces pat son aménagement. On met
en place le cadre d'une expérience. Nos outils sont des outils
d'artistes : pelles, pioches...Hahaha... ce sont des Indices, liés 9 des
lormes.

Denis Glelen : Vous en étes ou?
David Evrard : On continue. m
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David évrard
UNDERWOOQOD

cons,s” a investir un ferrain su fieu dit "Le Corde del« Aragous™

Boil tur  degré zéro du intridileti du Parisi), un bordure de "La
~uteane", affluent de I'Aude situé sur le commune de Caudiés de
1,...,n? uillof,°” viliago principalement vinicole enloure de montagnes, dans
D'ir ryr*né5s*Orlftnia, fiK»ftn Franca BUILDING est uno proposition initiée
p Evrard, qui s'est ensuite associé a Simnna Doninola! et Ivo
J w w * gérer les différentes rdalisoUons sur le site. UNDERWOUD
>xtitre du projet, liltéralemart! “rouk te bols*, ce nom est tifo d'une

mwquo aujourd'hui disparue de machine a écrire.

dévNE Bn -N76, ~aiasé «in I'état depuis, le terrain sur lequel so
n.2e”pPe” l'intervention occupe une superficie d approximativement J00Q
7] *R] constitué d'une grande prairie juste a coté de lu toute
ij NVo*T«nlal« 117, quiw termina par un dénivelé d'au mnin« tn metres
uu  allnviére. pris dans une végétation-abondante. Dans'es dénivelé.
el * rivierft*coupé« par une caseario en arc de C 6 7 métros,
Y>> iUOe rg’ho  XVIIome. qui servait autrefois de scierie et de moulin

ton * mur ialt te métrés de haut sur 27 métros de long. Le
r. t#t dune séparé en plusieurs zones : La pralrla, qui sert de
du J<Ntaad Zéro. Que nous avons défriché cet été, principal lieu

B*autour duquel s'est aménagé  quotidien A Cé niveau, on a

6s au dessus de la ruine qui est composée de trois étages, le rez au

veau da la riviere gui comprend différentes cavités, I'étage interniédifone,

parcouru d'une galerie souterraine >qui permettait autrefois de faire circuler

stnrv™ /N re tOurner *ts machines - ut I'étagtf supérieur qui serval! a

, ftOriiin et était habité par les meuniers Ce moulin a clé on fonction
Ju*qu au début du «tede.

de lon9a I'ensemble de la pralria, au-desaiM rie la cascade A partir
moutijo4 k°r90il <ucotd  ,aru,n* W t entierement aménagées pour le

Zérodeux #\ 1 (Winter 1999), p.24-27
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UNDERWOOD

David Evrard
Catalogue, Production et Documentation
2000, Société des Exposition du Palais des Beaux Arts de Bruxelles
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Catalogue, Production et Documentation
2000, Société des Exposition du Palais des Beaux Arts de Bruxelles
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I have extracted from their own project descriptions my features and points of
evaluation that link to the notion of ‘provision’, which I felt relevant to their
process and partnership. I subsequently identified four phases in their artwork
that relates to the previous phases recognized in Vernacular’s artworks. The
partnership wished that all mentions of the project ‘Building/Underwood’ were
in chronological order', which I have done within the four phases of protocol.
The project is fully described and visuals are presented in Appendix 8.

STAGE 1. Situation: identification of the content of the discursive artwork
Nature of the artwork ‘Building/Underwood’ and objectives between

partners

The essence of this ‘cultural enterprise® lays in the “convivial’
partnerships and ‘relationship’, which was installed towards
implementing an economic, cultural, social, administrative living space.
The idea is to create (not restore) an infrastructure, an ‘ecological’
context for the duration of the event, without it being ‘public sculpture’.
It is an on-going improved living environment that will be explored
through the ‘relationships’ set up with few local inhabitants and visitors
(mainly artistic profession) through the summer. A project constructed
on the opposition of nature/culture, secular/ordinary by writing its
development as it goes along and by living the place (metaphor of the
typewriter). They received financial and logistic support from artistic
institutions but the project would not have existed without their network
of artistic peers and the support of local inhabitants.

September 1997: First encounter at one of David Evrard group exhibitions in
Barcelona. The partnership is Simona Denicolai and Ivo Proovost, and David
Evrard who created installation or sculptural actions that are determined and
made live by the people of specific contexts in which the artworks are produced.

June 1998: Simona Denicolai and Ivo Proovost invited David Evrard to Nantes
to work on a project called “1998”.

August 1998: They met in Brussels and ‘Building/Underwood’ was born out
of ‘convivial’ discussion criticising contemporary culture and its institutions.
They look for a site isolated from contemporary art institutions (even if later on
they realised that they created their own institution through
‘Building/Underwood’). B/U is a proposition initiated by Evrard whose aim,

! e-mail conversation with Anne Langlois, co-Director of the artistic organisation 40mcube,

2002 Appendix 17
2 David Evrard, interview with Anne Langlois, co-Director of the artistic organisation 40mcube,

2002, Appendix 17

258

poomiapun) Suipping,

6 XIAdNHAIdddV



with the partnership Denicolai/Proovost, was to manage the production on site.
They looked for a neutral location, isolated from regional or national
contemporary art institutions, involving no ‘reputation * or ‘representation’. No
indication of ‘financial’ positioning of the artwork was ever mentioned.

August 1998: visited Marc Hotermans, a Belgian collector specialising in Le
Corbusier and Modern Design (1830-1970) the owner of a piece of land “La
Borde dels Aragous”, with a river and vines in the French Pyrenees.

The partnership discussed the idea of ‘inhabiting’ his site, in an experimental
~and event based approach. They exchanged images and history of the land, the
way the owner lived in the land in the 70’s and they tasted the wine of Caudiés
de Fenouillédes produced on Hotermans’ land by local farmers, in exchange of
an annual three hectolitres of wine. The owner welcomed the project concept.
The ‘ecological’ context was found. The task remained to involve the ‘civic’
context. They continued to formulate and raise mutual ‘expectations’ between

the three of them.

October 1998: David Evrard and Anne Grandhenry made the first visit to the
site with the owner’s son, where only one side of an old water mill ruin could be
visible (approx 12m high by 27m long), the river, the waterfall, and the prairie.
The rest was wild (left for 20 years) and was making the reading of the totality
of the land impossible. These technical elements were to provide the nature of
the ‘transaction’ and its ‘seducing’ and “attracting’ aspects for its participants.
David described it with the metaphor of a mythic wildness, timeless, violent due
to the contracting climate of the area contrasting with the riverside and a vivid

greenery.’

March 1999: Simona Denicolai and Ivo Proovost visited the site and the
partnership started raising ‘evidence’ of the existence of
‘Building/Underwood’ by the production of the first texts and drawings. They
searched for information on the organisation and local history of Caudi¢s and its

region.

June 1999: Start of ‘Building/Underwood’. The partnership paid a visit to the
local Maire and council and received their support. Convivial invitations
proposing to ‘inhabit the site’ were sent out to their artistic network and to local
inhabitants to join the event. The condition of this cross-disciplinary partnership
was that individual (artists and curators) invited was to develop their own
project. ‘No attentiveness’ to each other was in place. ‘Authorship’ determined
the type of work and structure of the community where people apprehended the
space in their own ways. For example, Anne Grandhenry organised and
prepared communal meals by collecting monies, by shopping and by cooking for

3 E-mail discussion (02/03) with Anne Langlois, co-Director of the artistic organisation 40mcube,
‘DE[S]JREGLEMENTS, PROTOCOLES EN SITUATION, Collection Métiers de I'Exposition,
Presse Universitaires de Rennes, 2002. Appendix 12C
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the whole community; or a lecture was presented by Enzo Riguez in an
amphitheatre in one of the communal areas. Again with Alexis, an Irish curator
in the textile and tapestries museum in Dublin, she created a dress made in
vegetation gathered on the site for Enzo Riguez’s lectures. Dettie Flynn,
photographer, or Guillaume Jagot realised photographic projects in situ.

Every one in the site contributed to the nature of the ‘transaction’, part of the
‘tool set’, as actor in this process and also invited audience. The space existed
by the way guests and visitors organised their own politico-cultural negotiations,

__events and geography.

Summer 2002/04: ‘Building/Underwood’ creative process was still in
progress, through a multitudes of dissemination and exhibitions, through word
of mouth, by all the artists who came and produced works in respond or as a
consequence of their stay. In the summers of 2002, 2003 and 2004, people still
individually visited the site and camped without the original artists partnership

presence.

In opposition with Vernacular, ‘Building/Underwood’s setting was a tool to
engage visitors in the production of artwork and not specifically to engage with
each other in this creative process. They re-created a form of artistic institution,
a space for visibility and critical exchange. I am still to be convinced of the need
of placing the work in this romantic lost land, and whether this ephemeral
community could have been the same in an urban wasteland as, although not
formally said, the persons invited were selected as part of the artists network.
Following the need of the three artists, Denicolai, Proovost and Evrard,
‘Building/Underwood’s setting is a sort of studio, a space for relational and
discursive creative process that develop towards the production of artworks.
Visitors used the site as a source of inspiration without really taking part in

shared intentions.

STAGE 2. Operation: agreeing on the mode of communication within the
partnership and monitoring progress, using protocol in the
‘habitat’ and on the ‘set’

For three years (1999, 2000 and 2001), every summer, the artwork
‘Building/Underwood’ evolved in a natural environment at Caudies
de Fenouillédes in the Pyrénées Orientales, France. It was along
term intervention on the site “La Borde dels Aragous”, with a series
of interactions and transactions with visitors and local inhabitants.
The site was at the same time natural and architectural. It was a stage
set to ‘attract’ participants and raise ‘evidence’ of the artistic
‘transaction’. The creative process consisted of an on-going
procedure, with no finality, aiming to organise a wild wood into a
liveable and communal space (historic and mental), literally building
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underwood. The project questioned the institutional way of working
and its modes of diffusion.

Summer 1999/2000/01:
The project was structured on the idea of confronting individuals with a place

free of social signification and infrastructure by using the universal cultural
mechanism that is art to implement a life style on the site. The experience was
intended to work by restructuring existing and natural elements (like in a theatre
" set, with all the artificiality that comes with it) that make a living environment
with structure and rules for a newly formed community.

As part of this fictional element, artists and their guests were assisted by their
‘professional competence’, the ‘technical’ issue of this transaction. In the
opposite of mass media programs (i.e. Big Brother, Survivor and other ‘real life
series’) the actors/artists were in control of their story lines in this community by
preserving their ‘authorship’ over their production, material or immaterial. The
concept was not just about creating or studying links between individual in an
enclosed social environment but to set up a micro-urban living setting. The art
production was the on-going process of a life experience including a social
logistic, the construction of architectural and human circulation areas, the
development of a communicative system, and other modes necessary for the

‘interaction of a living community’,

The partnership Building/Underwood did not prepare formalised protocols with
the participants in order to achieve their objectives. There was neither the need
to address avoiding making ‘assumption’ as the protagonists are not evolving
toward a mutual production. Their presence on site informed B/U’s process but
led to individual productions. It was a group of friends or groups of artists using
the same artistic apparatus, with common wishes of making this project. The
partnership Denicolai/Proovost/Evrard had an initial formal communication
(phone and internet), as they did not live in the same town. The relationships
with the guests and locals started organically with mailing, a poster (at the end
of August) and convivial open invitations to inhabit the site. The relationship of
Denicolai/Proovost/Evrard to the project has evolved ‘from creators to
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privileged witnesses’*. The communication structure was very organic. People
involved were simultaneously producers, actors, scriptwriters and observers,
thinking their positions throughout their actions and decisions within the

growing structure of the artwork.

However, as indicated by Anne Langlois, the protocol, in terms of relationship
between people, dialogue, negotiation or rule, was very much integrated into
B/U. They initiated the description of their artwork by a protocol of the request
to respect the artwork’s chronological order, and had already decided its future

" diffusion®.

Yet, they created a set of protocols that addressed the implementation of the
relationship on site and became ‘tools’ for the discursive ‘transaction’.

A ‘habitat’ protocol consisted in the time spent on the site and the organisation
of the land:

» Establishing all the activities, between individuals and the site, within the
same conceptual thinking, emotional and practical mode. (Food, walks,
land clearing, construction, meeting local representatives and inhabitants,
etc.) An area in the wood was cleaned up to become the meeting place
(named °‘level 0°). A ramp was subsequently made to link the field and
‘level 0°.

* The creative process and protocols in practical aspect of life on site such
as sharing toilets, kitchen, bathroom, tools and the general space of the
site. The beach was cleaned up and became the washing zone (‘the

bathroom?’).

4 ‘La collaboration avec d’autre personnes n’est pas un parti pris ni une recette, C'est une
possibilité qui se concrétise autour d’une envie commune, d"une proximité d’idées 2 un instant
donné. C’est I’introduction d’un processus de travail complexe ou 1’on se remet constamment en
question et par lequel toute décision est le résultat d’un dialogue continu a I’intérieur d’un réseau
d’idées. C’est une possibilité de s’éloigner de I’identité ‘romantique’ et individuelle de I’artiste,
de faire abstraction et de se placer a I'intérieur d’une société fluide.” Simona Denicolai, “Attention,
ceci n’est pas une version définitive”, p12, ERBAN Post-Diplome 1998-1999. ‘Partnership with
other persons is neither a decision nor a recipe. It is the possibility formalised around a common
wish, connected ideas given in a moment. It is the introduction of a complex working process
where is constantly questioned, and all decision is the result of dialogue, continue within a
network of ideas. It is a possibility to move away from the romantic and individual identity of the

artist, to disregard and to place one self within a fluid society.’
* The Building Underwood trio are aiming to disseminate the project through story telling in a

form

of a book (a “best seller’), video (the Golden Palm in Cannes) and an exhibition (at the Getty in
Los Angeles and at the Guggenheim in Bilbao). Private projections in cocktail party are also in the
programme for Japanese and German banks. E-mail discussion (02/03) with Anne Langlois for
‘DE[S]JREGLEMENTS, PROTOCOLES EN SITUATION, Collection Métiers de I’Exposition,

Presse Universitaires de Rennes, 2002.
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More than just building ‘houses’, this protocol led to another in terms of using
this habitat as a story set. The ‘staged’ protocol consisted of the time spent on
the site, the life recording around the built environment:
* Recording all events (meal, a barbecue, sun bathing, two people arguing,
a love scene, a discussion, and all activities connecting one or several
persons on site), in any medium possible as ‘evidence’,
* Agreeing on the way people would interact and behave in accordance
with the idea of Building/Underwood and its physical practicalities.

""" Evrard names Building/Underwood as fiction - a life setting and activities
organised by three artists intentions where the relationships are forged by the
intention to create artwork, with a scenario and documented process in a real set
built, However, it is clear that real life situations occurred and participants begun
to interact socially. Yet, at no time Denicolai, Proovost and Evrard meant to
organise a utopian hard and lasting construction. In the process of building a
place to inhabit, assembling an evolving story, leaving visitors free to produce or
just to witness, the protocol was initiated to set the story conceptually and
physically. Although in a very organic and add hoc manner, the dissemination
(‘habitat protocol’) and communication/relationship between participants
(‘staged protocol’) were thought through in the same manner as in Vernacular.
Objects and environment (‘ecological context’) involved are modelled for social
values and for actual functions. Both practices’ protocols evolved in time during

the evolution of the artwork on site,

The communication reflects the partnership intention where each visitor was
free to act —except for the living protocols and rules — and came to produce his
or her own work. In living and evolving in the site, visitors interacted in the
partnership intentions and ‘Building/Underwood’s creative process. The
visitors were aware of entering a creating process where they were tools to the
development of Denicolai, Proovost and Evrard’s own work.

STAGE 3. Execution: Dissemination within the partners (participants) and
in the art world

The three artists, Simona Denicolai, David Evrard and Ivo
Provoost ran this self-initiated project. Individuals were
invited informally to contribute in relation to their respective
skills to the creation of the ‘micro-urbanism’ (e.g. the creation
of a small urban community) and to create their own work.
There was no start and no finish. In any case the experience
could not come to an end but to a breaking off.

June 1999: An introduction and presentation of the project was given to the

Mayor gaining his full support. The physical work started on the site of “La
Borde dels Aragous”, by clearing out an area for the main activities that would
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subsequently be called ‘le niveau zero’ — a communal area, where all goods
were stored, was shared between participants. The best of the existing structures
of the land became a space for the daily life, meals, meetings and relaxation.
They constructed of a first shelter (5.00x3.00x2.50m high) in pvc piping and
protective plastic covers. The main objective of these constructions was to
inhabit the site while constructing a new community context. The work was
built with limited ‘professional competences’ in terms of construction and was

not meant to last as permanent building.

" End July 1999: ‘Evidence’ of the evolution of the artwork was shared during
an aperitif aiming to ‘attractively’ present the project to the villagers of Caudies
and visits were organised to the site. This was the first meeting and
‘attentiveness’ toward local people that would later play an important role in

their communication network.

1999/2000/01: In the ‘Le niveau 1°, La Prairie was a shared access to the site
including access for cars. It was a communal and democratic area including
personalised parcels of land where the tents were placed preserving a level of

intimacy for every one.

The sole moment where the need for shared physical, as well as intellectual
work, was requested from each participant (being at the ‘disposal of each
other’) was for the construction of B/U living space. The need for a communal
construction called for a joint effort (e.g. an infrastructure in order for the
community to eat, sleep, communicate, eat, etc). This process established links
and ambiguity in the realities of the site between initiating fictional social
functions and the basic needs for a village life. The process in building the
camp had no copyright. It is a set, life in situ for a documentary that can be
‘repeated’ every summer by any visitor. There is no rule attached to its
infrastructure. It is an ‘ecological’ platform that is being transformed by human

activities.

This experience took place during the summer (15-30 August), which was an
essential part of its ‘relational’ success, in term of process and social construct.
The countryside and the good weather is a positive asset for the ‘civic’ construct
of the project. This was also holiday period, the atmosphere was therefore be a
‘summer camp’ bringing with it the good atmosphere, suntan, camaraderie and
swimming suits, beautiful girls and boys. The whole experience set in a winter
period would surely take on a totally different character.

Finally, the experience and its interpretation were running at different level of
interpretation between the participants. The ‘technical’ execution of B/U
creative process reached mutual expectations of communal spirit in practical
terms — as they all had to live together - but not in intellectual or aesthetic terms.
Initiated by Evrard the exploration of the limits between art and life did not
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transpire in the work of others. This intention remains in the development of
Denicolai, Evrard and Provoost’s future works.

The presence of artists on site was communicated to the locals but not as an
artwork; as well as the transactions, negotiations and process of living in the site
were neither presented as an art experience to the same participative locals. Only
invited visitors, through the invitation, assumed that they were entering a

creative process®.

" The experience ‘Building/Underwood’ is now closed, although some artists are
still returning to the site for holiday periods. This artistic production will be
visible by the multitude of outputs (appendix 19) in galleries, presented by

artists who took part in the process.

STAGE 4. Feedback: No structure in place

The ‘social building’ in the wood was disseminated under different forms
since 1999 and is still now but often unknown by the artists’ partnership.

Winter 1999-2000: The partnership visited the site and registered in Caudi¢s de
Fenouilleédes as a charitable ‘Association” bearing the name of
‘Building/Underwood’, whose presidency is held by Rachid Lagab, a Caudies
inhabitant. The artwork is now under a charitable status. No further development

has taken place since.

June 2000: The second summer event was established by ‘repeating’ the camp
as in the previous summer.

June 2001: The third and last summer event took place. The space will not be
hosting the project’s original form again. Local inhabitants are now using the
constructed and shaped environment by swimming in the waterfalls, illegal
smoking in the tower, making a barbecue at the belvedere. Some of the summer
participants are thinking of stopping by, should the opportunity arise. However
it is not a public sculpture or a tourist site with particular signage. The site is
back to the wildness and the work ‘Building/Underwood’ not visible anymore

in its initial location.

August 2001: An event, ‘Open wood’, was organised (24-26 August 2001) that
produced ‘artefacts’ connected to the project - documentaries, exhibition, text.
The project participants, like the invited artist Dettic Flynn, constructed archives
of the site. Dettie produced a fictional group photo with an old camera and
developed it in a homemade dark room. The end result is an ‘authentic false

® Discussion with Dettie Flynn, summer 2004 )
7 Law set up in 1920 in France, for partnership acting under a charitable status.

265

[poomaapur) /Suipjing,

6 XIANAddAdYV



e

archive’. She created old looking photography as in the 1850’s, transporting the
group as adventurers from the 19" century!

2002: The Denicolai/Proovost/Evrard trio now concerned themselves with
organising the ‘evidence’ of the story with all its exactitude and its subjectivity.
An exhibition® by David Evrard was organised after the second summer event at
the Palais des Beaux Arts, Brussels (2000). Other exhibitions of visitors’ artists
could have been presented with works made during the summer events. The
original partnership has no means of knowing about these events, It was part of
the agreement with the participants that the event B/U had their ‘authorship’
and their only requirement was to indicate the context in which these works
were made. The creative process B/U was a source of information from which
artists can produce and exhibit at an individual level.

I sensed no interest from the partnership or the artists participating to raise
feedback from these various summers. The events have taken place, were a
source of inspiration, took place in the best condition they could and that was it.
Everyone take out his or her own learning experience without feeling the need to
share it. There is no shared publication but a multitude of works produce here
and there that are and will never get to be connected.

Summary
‘Building/Underwood’ was a gathering of artists that took place during two

summer months for three years. It was an experimental attempt to inhabit a site,
as a community by constructing its necessary structures, by exchanging, by
‘living the place’, by writing, drawing, taking photos, etc. As indicated by its
name, the artwork ‘Building/Underwood’ consists of the process in writing a
story under wood. All its outcomes are by-products or post-productions but not
B/U itself. These recurrent events invited artists or others professionals to stay
on the site with the only condition being that they accepted the philosophy of the
event: making a fictional setting intending to study the relationship between the
participants and the ephemeral community construction in this rural
environment.

This interactive project has ‘no copyright’. It is organic and the site is still open
for further development. Traces, archives or future production of artists who
contributed to the construction of this living environment are now the only
‘evidence’ of its existence. Each individual is disseminating and mediating
separately their own version of their experience with no control from the

original partnership of ‘Building-Underwood’.

The event ‘Building/Underwood’ provided a space for reflection; a matrix from
which can be constructed artworks, critical writings on art history, sociology or
anthropology. The partnership never specialised B/U to artists’ productions. The

& Appendix 19
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artistic qualities are placed in the protocol’s features, identified in B/U, which
feed into the critical argument of the relationship between art and life and
present artist works and their creative process into a new perspective.
Transforming the public display of the art into an exhibition of creative process
is ‘Building/Underwood’s artistic value. It is a new perspective in diffusing and
disseminating artists work, in particular oral and discursive production.

It was a site constructed for informal and specific protocol, in which artists lived
__an artistic experience, archived and documented their joint fiction. The project

investigates an alternative cultural infrastructure of diffusion where artists
provide to each other’s a window of visibility adequate to the relational, site
specific and discursive format of their practice. This type of artistic diffusion is
already developing as a mainstream practice but not yet institutionalised. New
works are produced and disseminated through individual actions and
exhibitions, succeeding the diffusion of discursive process created by B/U.
Through the protocol installed they created an infrastructure of diffusion and
redefined a ‘provision’ by providing to each other a space to create as well as

the relational material for producing art.

4.2.2 Testing the new vocabulary of ‘provision’ with ‘Building/Underwood’
through discussion with other artists and peers

The reflective and envisioning frameworks previously described have moved
my practice successfully from a language of objects into a language of process
as artwork. This ‘transaction in progress’ is addressed and I am able to recognise
the ‘provision’ in ‘Building/Underwood’. However it was not clear whether the
protocol as a creative process is my sole artistic interpretation or alternatively it
can also be identified by the participants as a ‘provision’. A way of testing the
reality of ‘provision’ through discussion was to ask whether the four stages
(section 3.2, 3.2.2) that constitute, what I called, my ‘protocol’ are also
recognised — or not - by other artists, participants and viewers of the projects.
Questions relevant to the four stages protocol (see section 3. 3.2.3 and appendix
12) were asked and circulated to participants in both ‘Building/Underwood’
(summary of three years project-1999-2000-2001) and in Vernacular
(‘Transition’, 2002). My questions to B/U seem to have raised aspects of their

work of which they were not conscious’.

The questionnaires addressed contributors and partners of selected projects
(Appendix 12):
* Anne Langlois (AL), co-directors of the artistic organisation 40mcube.
Anne Langlois had curated, in separate occasions Denicolai/Proovost,
Evrard and myself. During the time of my research (2002), she already

% Last e-mail sent to me from David Evrard. Appendix17
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established a written exchange (see appendix 13.c) with Evrard revealing
information on their artistic intentions, process and the impact of their
partnership onto the artwork. However, she provided a totally external
view to the event, as she never physically interacted with the site and its
development.

* Dettie Flynn (DF), artist and a B/U contributor. She provided an internal
view informed by the experience of the project. She is based in Nantes
and currently a part-time PhD research student.

* David Evrard (DE), artist and B/U initiator. He responded to my

— questions on behalf of the partnership, thus Denicolai and Proovost have

also contributed to this questionnaire.

This feedback exercise, which was at any time solicited or in agreement by the
artists’ partnership, raised the features and characteristics of a practice as
‘provision’ from participants and creators’ point of view. A questionnaire
structured on the initial four stages of experience was given to my chosen
participants included a set of five questions. The questionnaire developed
exploring the value of the ‘transaction’ between people, their mode of
communication in naming such experience and the dissemination of such
process beyond the event itself; concluding with the analysis of the potential

nature of discursive practice as ‘provision’.

STAGE 1. Situation: identification of the artwork as a working context and
of the players of this workshop by the authors
In B/U, no artwork was pre-determined. No role, no hierarchy nor professional
competences were required. Everyone invited could contribute. People would be
coming to an art event in which their varied competence would be solicited.
‘The choice for the guesses was made in a very natural way. They
are our generation of artists whom we know the best and stand for

their work."'®’ (Simona Denicolai)

Yet, Anne Langlois (AL) underline this necessity and that although discursive
practices are usually isolated from institutional spaces, the institution is still
contributing to their visibility ‘as a relay or a support structure’. It sets the
‘relationship’ between artist/curators (the art collector in B/U); it ‘finances’ and
the artwork relies on it for their ‘representation’ and diffusion. It raises
‘evidence’ for the work to exist as art as Langlois insisted on

‘All partners are important and complementary. All at their level

contribute to the visibility of the project. An outsider’s view is

important. From which the importance of the viewer (institutional),

19 1 e choix des’invites s est effectué pour nous de maniére trés naturelle. Ce sont les artistes de
notre génération que nous connaissons le mieux, les amies dont nous défendons le travail.’ Trans.
s.bourne from Simona Denicolai, *Attention, ceci n’est pas une version définitive’ — échange de
questions et réponses par écrits entre dix personnes entre le 20 mars —14 avril 1999, Erban

Post Dipldme 1998-1999. Nantes, 1999, Dettie Flynn
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they are the ones who transform this experience into an artistic one.’
n ( A.L )

Yet, Evrard argues that ‘few institutions use this prestige to value an artist work
or an artwork, but rather for the most they are using art to support the
institution'.’(DE) The context of B/U was clearly defined at the start of the
invitations as an exploration of a new institution (see DF stage 4, p47).

‘Every thing can become an institution. We can work in an
o apartment, a garage, a museum, a village, a fashion magazine, or an
' underground magazine, it is all the same .’ (DE)

‘The structure that we installed does not work as a « new gallery »
or a « new institution », but as an artistic project. Which explain the
difficulty to see the intervention produced by the guesses
independently from the general setting of 1998, in which the tension,
of « the being there at this moment » and the attached the human
tension was essential.’"* (SD)
The partnership intentions provided to the visitors are not clear. Evrard intended
to interact with his peers’ artists by installing a new living community while
each artist invited came with their own project to develop. Yet, it seemed clear
for all involved that B/U is not a new form of institution but rather an inspiring
gathering of artists in search of new works, fully aware that by their presence

contributed to an artwork.

Naming criteria for evaluation
Assumption was clearly made in terms of what the content of each individual

contribution might be, as although early meetings took placed between the
original partnership, they did not seem to envisage the project for the same
artistic needs. Also, no negotiation between the participants, with regard to the
objective and nature of the event, was ever undertaken. People were invited in
regard to a particular skill or artistic competence. Without the partnership
presence, up to 25 people could be on site at the same time.

" ¢ Tous les partenaires sont importants et complémentaires. Tous a leur niveau contribuent & la
visibilité du projet. Un regard extérieur est important. (...) D ‘ot I'importance des spectateurs

institutionnels), ce sont eux qui font que I'expérience artistique existe.” Translation s.bourne

2 <Peu d'institutionnels utilisent ce prestige pour valoriser un travail ou un artiste, au contraire
%our la plupart ils se servent de |'art pour supporter l'institution.’ Translation s.bourne

‘Tout peut devenir institution. On peut travailler dans un appartement, un garage, un musée, un

village, une revue de mode, ou une revue underground, c’est du pareil au méme.’ Trans.bourne

¥ «La structure que nous avons mise en place ne fonctionne pas comme une « nouvelle galerie » ou
« nouvelle institution », mais comme un projet artistique. D’od la difficulté de voir les interventions
des invités indépendamment du cadre général de 1998, dans lequel la tension, de « ’étre ld a ce
moment-ld » et toute la relation humaine que cela apporte é1ait indispensable.’ Trans. bourne,
Simona Denicolai, ‘Attention, ceci n’est pas une version définitive’ — échange de questions et
réponses par écrits entre dix personnes entre le 20 mars —14 avril 1999, Erban Post Dipléme

1998-1999, Nantes, 1999, Dettie Flynn
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‘At the start, three people shared responsibilities for its conception,
its implementation, its communication, and a fourth one for the
supply corps. An engineer to bring the electricity on the land, an
actor to read texts, a Frac administrator came to take the sun with
his kids. Each person who came on the land was written in the
project”.’(DE)

It was assumed that the evaluation was an individual process and that every

person present was able to assess the value of the work for him or herself. No

___evaluation were shared in an on-going manner.

‘Everyone implicated was incited to engage in a daily practice of
evaluation. As every little was pre-determined there was a continual
automatic process of taking stock in order to identify the next step.’
(DF)
No share of expectation, intention and information were planned. The
communication of the project was not to be exclusive to artists. However, by
being invited by artist, the ecological context was very much informed by

artistic code of practice and behaviour existing in the professional field.
‘All the artistes (or/and comedians, authors, critics, curators, etc)

involved in this project (as collaborators, guest, partners or
generals hangers loners) are savvy, ambitious, conscientious, urban,
sophisticated, individuals with a healthy interest in the history of
arts. A certain experience either as or working with the more
traditional (state sponsored) art institutions and with a considerable
amount of third level education behind them.” (DF)

However, the unclear nature of the work and the lack of criteria for evaluation
cause the mode of communication and dissemination ‘difficile a décrire tant tout
ce qui se passait constitue le travail, y compris ce qui se passait en dehors de
nous.'” (DE) From an external view point to the event, Anne Langlois
concludes that all were coming as author to an artwork evolving in two phases:
Action under the wood and reproduction of this action at an individual level

(AL).

Value beyond event
Although the ecological and relational context allowed for the development of

the work (AL), in terms of initial intention, the ‘evidence’ of this artistic action
was to evolve towards the construction of the artistic process
Building/Underwood. At any time, it was indicated that the local territory could
enter this process or help to sustain its creativity.

'S <4 la base, trois personnes, porteuses du projet pour ce qui est de la conception, de la mise en
place, de la communication, une quatriéme pour toute I’intendance. Un ingénieur pour apporter
Uélectricité, un comédien a lu des textes, un gestionnaire du Frac est venu bronzer avec ses enfants.
Chaque personne qui passait sur le terrain était inscrite dans le projet.’ Translation s.bourne

'8 It is difficult to describe as all that took place constitute the work, incluﬂing everything that
happen outside our own will or presence.’ Translation s.bourne
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The system of invitation reproduced, repeated the traditional artistic context and
sustained an authored process by the ‘proximity’ of its participants to the art
system. The narration, information on incidents and dialogue aspects (AL) grew
inevitably as a “cultural institution” (DF) in its traditional “art form” Creation-
Event-Traces (AL). The innovation lies in the curatorial roles played by the three
artists (Denicolai/Proovost/ Evrard) and visitors’ role, invited to produced and
feeding into traditional artists (Denicolai/Proovost, Evrard) authored based

work.

P

STAGE 2. Operation: the authors establish two protocols (‘habitat’ and
‘set’) that will guide life and work of each individual (partners) present on

site,

Value of experience / mode of dissemination
The communication implemented in the relationship is unclear. Such as the

meaning and the role played by the human and physical environment were not
shared by the participants. The partnership Denicolai/Proovost/Evrard felt that
the human presence was the context, in opposition to Langlois, who felt that the
human context relied on the physicality of the territory'’ and was more
important than individual participants
‘What did principally nourish us, was the pleasure to be together, on
site, to see things functioning, evolving. People and things that
surround us are more important than to know how this or that
correspond to such analysis or contemporary study.”*’(DE)

As the relationships in this human context were levelled in terms of hierarchy,
role, competence and skills, the process did not allow for an audience but for a
multitude of contributions. The visitor became very quickly an author in the
protocol and life in B/U and had no relationship with a traditional visit to a

gallery or performance.
‘It was not about to reach an audience. A series of people would

come by and we would hope that villagers would be enthusiastic. On
the field, we had visits sometimes, but they were very different to
what we would define as a gallery or a performance visit in which

the public would be integrated.”’ (DE)

17 ‘Le context humain — qui depend certainement du context geographique et physique — qui est

le plus determinant dans le projet.’ (AL)

18 <Ce qui nous a principalement nourri, c’est le plaisir d’étre ensemble, sur place, de voir les
choses fonctionner, évoluer. Les gens et les choses qui nous entourent sont plus importants que
de savoir comment ceci ou cela correspond a telle analyse ou étude contemporaine.” Translation

s.bourne
' “It ne s ‘agissait pas d'atteindre un public. Une série de gens passerait et I'on espérait que les

gens
du village seraient enthousiastes. Sur le terrain, il y avait parfois des visites, mais qui étaient

trés différentes de ce que I'on pourrait définir comme une visite d’exposition ou d'une
performance dans laquelle le public serait intégreé.’
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The visitors are integrated to the protocol. They are simultaneously creators of
their own work and communicators of B/U’s process. The spectators are
participants and have a role to play in the discursive form of the work. An
insider or outsider viewpoint makes the experience an artistic one. The non-
specialised and local public contribute to the visibility of the work in their own
way, the specialise one to its visibility as an artwork (AL).

__However, Anne Langlois names this transaction and interaction a double

reception of the artwork and for its visibility still name the contributors “two
different publics”: spectators and participants. She identified them as a direct
“public” who contributed and created the experience, and the distanced “public’

who is addressed through exhibition and post-production of the event.
‘As there is a double audience, the “direct” (participants and

actors), and the “distanced” ones (viewers, the one who look,
inhabitants and the ones who were informed and came to visit) and 1
think both are valid. The difficulty is the means of informing on these
experiences, knowing that there is a part of uncertainty, of
deformation due to narration, to the report, or to the transformation
into an artistic object”®.’ (AL)
In the communication of the evolution of ‘Building/Underwood’, the
conventional concept and relationship with the audience has disappeared. No
one is at disposal of anyone but each participants work on his/her own necessity
and is actors in this protocol and author of their own work. Yet, by there
presence, the participant are feeding into the partnership

Demcolal/Proovost/Evrard authored based practice.
‘From the moment where the artist does not use the audience, where

helshe really is integrated in the project as deciding identity and not
as a malleable tool, the audience is a determinant as much as the
participants and the viewers. As for the specialised public, it is also
responsible for making this work and artwork.*’ (AL)

The lack of role and positioning between artist, participant, viewers, contributors
and audience is very unclear. There is no public but never the less this
specialised non-public make the work an artwork. This lack of recognition does
not help in evaluating the real content of the artwork, or institution, or creative

process.

X <Comme il y a double public, il y a doubles réceptions, celle du “direct” (participants et acteurs),

et celle du “différé” (spectateurs, ceux qui regardent, habitants et ceux qui ont été prévenus et sont
venus) et je crois que les deux sont valables. La difficulté est la maniére de rendre compte de ces
expériences, sachant qu’il y a une part d’aléatoire, de déformation due a la narration, au
compte-rendu, ou a la transformation en un objet artistique.’ Translation s.bourne

21 4 partir du moment oii I'artiste n'instrumentalise pas le public, qu’il Vintégre réellement dans
le projet en tant qu’identité décidant et non comme outil malléable, le public est déterminant,
autant les participants que les spectateurs. Quant au public spécialisé, ¢ ‘est aussi lui qui fait qu’il

y a oeuvre d’art.” Translation s.bourne
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Naming criteria for evaluation

Every contributor is responsible for her/his own evaluation of the event as art.
There are as many evaluations as there are participants and stages in the
evolution of B/U e.g. witnesses of the life in the wood like the locals inhabitants,
participants like the local inhabitants and art people, the public during the re-

___presentation of aspect of the event). There are no common binding criteria and

the artwork is known by multiples meanings.
‘There are several evaluations of these artworks as they address

several interlocutors, several receptors: the witnesses (inhabitants
and participants), the participants (on site or having visited from the
art world), and the art public during the reproduction. Each
reception is an evaluation at a different level essentially in term of
art and social relationship.?’ (AL)

Dettie Flynn (DF), photographer and B/U participant confirmed that B/U relied
on critical network for artists to come to live in the event and contribute to the
creation of the artwork®. Yet none of this critical network is official shared,
except at a very informal and friendship level.

Value beyond event
Discursive practices do not need a creative input from the institution but need its

recognition and therefore it’s ‘reputation’ to exist in the art context. The
institutional critic is part of B/U’s ‘technical’ necessities. B/U proposes subtle
means and in terms more radical, to demonstrate what is suppose to be the
institution. The diffusion of the work needs to relate to the artistic audience and
challenge the current concept of the institution.

The means of operation chosen by B/U remains evolving in a traditional
‘representational system (civil as constitutional) and include two things: money
and state”.’ (DE).

2 ) existe plusieurs évaluations de ces oeuvres puisqu’elles touchent plusieurs interlocuteurs,
Plusieurs récepteurs : les personnes témoins (habitants et participants), les participants (sur place
ou s'étant déplacée du milieu de I'art), le public de I'art lors de la restitution. Chaque réception
est une évaluation a différent niveau essentiellement en termes d’art et de relations sociales.’
Trans.bourne

B Collaboration with other people is neither a ‘parti pris’ nor a recipe; it is a possibility
(opportunity), which happens around (because) of a common desire, of a closeness of ideas at a
given moment. It is the introduction of a working process in which one constantly question one’s
self and by which every decision is a continuous dialogue with a set of ideas. Simona Denicolai,
‘Attention, ceci n’est pas une version définitive’ — échange de questions et réponses par écrits
entre dix personnes entre le

20 mars —14 avril 1999, Erban Post Diplome 1998-1999. Nantes, 1999, Dettie Flynn

% Un systéme de représentation (civil tel que constitutionnel) et inclus deux choses: argent et
éat.’
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Such ‘representation’ of the institutional reputation is visible in the
implementation its cultural system validated by: convivial meetings, common
will, social importance of its setting, publicity (word of mouth), opening,
invitations, event/exhibition of traces, editions of interviews. B/U appears like
an artistic institution with its own professional competence: three artistic
directors, one person for supplies (meals, barbecues, etc) and multitudes of
contributors as work force to generate the content of the discursive process.

__In line with the fact that only the art system and its representation takes into
account the artistic dimension, Langlois comments that ‘The process does not
need to be read as art for local’ (AL). Thus no research on shared
communication had been done concerning the local audience. It was assumed
that the villagers would be happy of the presence of this event and would get
involved in some way (DE)
‘Local culture (community) tolerated B/U’s existence by not (or
rarely anyhow) refusing the invitations to partnership, but one could
not accuse them of sustaining creativity. The 700 residents of
Caudiés did not feel concerned. After three years of summer
cohabitation there grew a certain inevitable acceptance.’ (DF)

STAGE 3. Execution: Dissemination within the partners and in the art
world

Value of experience / mode of dissemination

Following the partnership wishes, B/U’s phases are described chronologlcal]y
The dissemination of the protocol’s process is a stage where the work expands
itself within its own territory or de-localised itself. Every features or
characteristics of the ecological environment act in its own dissemination. ‘With
other people, it would have been something different.”’ (DE) It can be
chronologically summerised as ‘elaboration/conception (AL: theory), research
(AL: funding search), setting (AL: approach of site), evolution (AL: project,
invitation, traces).... (DE)

The whole ecological context (weather, environment, people, art world etc)

contributes to the visibility of the artwork. Despite difficulty in understanding

the opposition between local and artistic dissemination, Evrard agreed that
‘Other similar experience can also work including the one led by art

critics®. (DE)

poomiapur)/Suipjing,

3 “‘Avec d’autres personnes, ¢a aurait été autre chose.’
2%

‘D’autre expérience de ce type peut trés bien marcher également y compris mené par des
critiques d’art Other similar experience can also work including the one led by art critics.’

Translated s.bourne
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Yet no work in dissemination or in passing on the learning from the experience
was done in regard to really communicating the type of artwork to the local
community and neither the nature of the transaction established with the local
community to the art world. This transaction was to informed the artistic process
but as we will see below not to become the content of artworks.

‘Double reception rather than receptivity. As, for the local audience,
I think that the experience has some importance, but the fact that it
is art is perfectly secondary. It is the art system that considers the
artistic dimension (...) saying that, if it is necessary to choose (the
dissemination) of one or the other and to place them in opposition, 1
do not think so”.’ (AL)

Yet, no strategy was clearly indicated neither in place.

Naming criteria for evaluation
It is clear from the start that the value, imposed by the partnership and the
visitors, identifies ‘Building/Underwood’ process as art, in every stage and
form of its event. Yet

‘Collectors will not buy a piece in a garage and will buy the same

piece placed in a gallery *.’(DE)

As well as in the communication stage, the naming of the work in relationship
with the institutional critic is essential for its status as art. This allows for the
work to take its ‘reputation’ and official ‘representation’ form. If the artwork
does not come to the institutional space, the institution has to come to the art
space like in B/U where invitations were sent to art critics, curators and
institutional representatives. Langlois translates the term ‘rely’ in two ways:
The art system contributes to the artwork ‘‘Compter sur = Rely”: as
an intermediary or a support structure in three ways:
e jt introduces the artist with the context,
e it brings a financial support,
* it allows a reproduction of the project allowing it to be
~ endured’.

“dépendre de = Rely”: Artworks do not need the artistic institution
to realise themselves but rather to exist within this system, as an

artwork®.’ (AL)

7 «Double réception, davantage que réceptivité. Car, pour le public local, je pense que l'expérience
& son importance, mais le fait quelle soit de I'art est parfaitement secondaire. C’est le systéme de
I'art qui prend en compte la dimension artistique (...) A savoir s’il faut choisir (la dissémination d)
{'un ou l'autre, et les mettre en opposition, je ne crois pas.” Translation s.bourne
B «Des collectionneurs n’achéteront pas une piéce dans un garage et qui achéteront la méme piéce
dans une galerie.’
% ‘compter sur’=en tant que relais ou un appui de trois maniéres dj ﬂerent

soit qu'il met en relation l'artiste et le contexte,

soit qu’il apporte un financement,
soit qu’il permet une restitution du projet qui permet de le faire perdurer.
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Value beyond event
Despite Langlois’ comment in preserving the oral character and enduring the

oral life of B-U in its dissemination, the agreement was that each participant
creates their own work from his/her experience, which would play the role of
making the event visible. etc ‘It is essentially by the proximity, the fact of being
there that the artwork are apprehended by others, by the narration, the
circulation of information ( in the art world), the oral way, etc.”® (AL) However,
__in parallel to these reproductions, the word of mouth, as a tool to seduce or
convince (attract), has still played a role, even more when there is no return, or

little but not shared.

The dissemination of B/U’s protocol is not yet defined as a recipe. Discursive
projects are not easy access for participants, let alone for potential audience.
Unreliable but the narration has a big part of responsibility in its visibility. The
aim would be to share the artistic process to both the art world and the
community and communicate it to the art world, which has been done in B/U
(AL).
‘The term (project) was interesting for us in what it suppose as
relationship, meanings and interpretation that can be understood as
much as for psychoanalysis, architecture and cinema. (...) But let
aside because in the artistic realm (which is the main realm where
we have disseminated on our work), this term does not mean
anything anymore. We have wrote that B/U was a cultural
apparatus.’’(DE)
The lack of analytical tools and criteria in terms of authorship and common
relationship with their ‘audience’, does not allow us to address the full
perspective offered by B/U, neither by its creators nor by its participants. At the
moment, they are still searching to exist with B/U and find a common language
with peers for its dissemination process. :

STAGE 4. Feedback: Learning and ‘taking respective feedback home’
about the nature of the transaction. Is it transferable?

poomaapuy) /Suipjing,

‘dépendre de’: les oeuvres n’ont pas besoin de U'institution artistique pour se réaliser mais
davantage pour exister au sein de ce systéme, en tant qu'euvre.’ Trans.bourne
0 <Cest essentiellement par la proximité, le fait d’étre l& que ces oeuvres sont appréhendées par
d’autres, par la narration, la circulation des informations (information circulées dans le
domaine
de l'art), 'oralité.’

* 3 <Ce terme (projet) était intéressant pour nous dans ce qu'il suppose comme rapports, noeuds
de .
sens et d’interprétation qui peuvent s ‘entendre avec la psychanalyse, I'architecture et le cinéma.
(...) Mais abandonné parce que dans le milieu de l'art (qui est I'endroit ol nous avons
communigqué le '
Pplus sur ce travail) ce terme ne veut plus rien dire. Nous avons écrit que B/U est un appareil
culture.” Trans.bourne :
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Raising a ‘communal spirit’ between the community, council
representatives and the artist

This section summarises the responses proposed in both section 4 & 5 in the
questionnaire and addresses the feedback on the role-played by the ‘communal
spirit’ in B/U’s protocol and the ‘transferability’ of its process between its
participants.

.—Value of experience / mode of dissemination

The status of B/U creative process is still not clear. Although, I respect the
protocol they undertook as a creative and disseminating process, there is an
uneasy agreement on the nature of the work between the participants. It was an
artwork, a summer holiday or a creative process for future productions. Choose
what you want!!! How far are we from the concept of ‘provision’.
‘I specifically use the term artwork for this type of work that
includes several stages. (...) It is an evolution of art. I also use terms
such as artistic work, action, experience®.’ (AL)

‘Ivo, Simona and David were completely clear with themselves, each
other and all to whom they presented BIU that what we were dealing
with was cutting edge contemporary art. The fact that the project
Junctioned perfectly also as a summer holiday to them posed no
contradiction thus was not problematic to those ‘in the learning of
the experience’.’(DF)

‘Assumptions’ were made about every contributor knowing the role they played
in the visibility of an artwork, in which qualities and values were never shared.
The context was to be assessed at an individual level in its different stages. The
sole common knowledge and agreement was the invitation, constituting an
external sign of an artwork.

Even in the feedback, the role or even the term dissemination is not clear. B/U’s
process does not constitute an artwork for all involved. Yet, it is an ‘evolution of
art’ (AL) in action/experience; it is an ‘institution’ (DF), it is a ‘cultural
apparatus’ (DE) and should be communicated as such. I regret that B/U’s
participants make no distinction between what constitute the creative process, its
dissemination and the role played by the multitude of exhibition: ‘(The
dissemination) is a sort of seductive process ventilated at random. And in that
case, as we have talked of meetings or invitations, the dissemination process is
integrated to the project, is a part of the project”.’(DE)

2 Je tiens particuliérement au terme d’oeuvre pour ce type de travail qui comprend plusieurs
étapes. (...) C'est une évolution de l'art. J'emploie aussi comme terme travail artistique, action,
expérience.’ trans.bourne

B “(la dissémination) sorte de procédé de séduction ventilé au hasard. Et dans ce cas, comme nous
avons parlé de rencontres ou d’invitation, le procédé de dissémination est intégré au projet, est
une partie du projet’ trans.bourne ’ .
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As Anne Langlois says ‘I think they are imbricated. When BIU participants are
going to borrow tools they need in the village, it is dissemination of the project
and this is part of it.*.’ (AL) Although executed very informally and sometimes
unintentionally, this diffusion criterion constitutes one of the main features of

the practice as ‘provision’.

Naming criteria for evaluatlon

_—B/U’s protocol had to meld itself with the local territory to be understood and

adapt the ‘local spirit’ (artistic or not). It is a condition to take into consideration
and to integrate at the start of an event to guarantee its success.
“The project was to be immersed in the invested context, therefore to
identify and adopt in a certain way the ‘community spirit’. It is
certainly the condition to integrate and succeed in such project, to
then bring in novelty®.’ (AL)

Despite having been called all names™®, the partnership did not use the ‘local
spirit’ as context for the ‘artwork’. It is its foundation ‘used simply as notes and
accepted as knowledge of the territory (AL)’ before bringing ‘new aspect’ in this
territory (AL). ‘It is used at the same level than a conversation, a photography,
a memory, a walk, a swim, a meal, a reading ™. 57 (DE)

Yet, the work is not evaluated in regard to its potential impact and role-played in
the local community but in relation to institutional critic criteria. Questions on
potential impact of this work on the local community raise some interesting
responses such as the fear of the lost of its artistic status.
‘To search for one own language is perfectly written in the art world
— even if this one is not inspired from a non artistic status — (and) is
the more or less secrete ambition (...) of the majority of artists™.’
(DE) '
Anne responds by a different question.
‘Has this practice got a status other than artistic? Multituds of
artists inspired themselves from other practice than art for their
work (...) but that does not stop them making art™.’ (AL)

¥ ‘e crois qu’ils sont imbriqués. Quand les participants de B/U vont chercher au v111age un outil
dont ils ont besoin, c’est de la dissémination du projet et cela fait partie du projet.’ trans.bourne
3 <Le projet était de se fondre dans le contexte investi, donc de cerner et adopter un tant soit peu

'esprit communal’. C’est sans doute la condition pour étre intégré et réussir de tel projet, pour

ensuite y apporter du ‘nouveau’ trans.bourne
*les communautés hippies, d’artistes comme Monte Verita, mais aussi le parcours touristique ou
-le Vietnam.’ (DE)

7 <utilisées simplement (comme) notes et prises en considération comme connaissance du terrain.’
‘utilisées au méme titre qu'une conversation, une photographie, un souvenir, une promenade, une
baignade, un repas, une lecture’ trans.bourne
B Crest parfaitement inscrit dans le milieu de I'art arriver a créer son propre langage -sans que
celui-ci ne soit inspiré d’un statut non artistique- est I'ambition plus ou moins secréte (...) de la
majorité des artistes’ trans.bourne
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Value beyond event
The protocol between the participants and artists on site is greatly enabled by a
more or less successful integration to the ‘communal spirit’. Yet, in any case this
role is acknowledge in its diffusion and this relationship is also in any case a foil
to B/U. The protocol was primarily initiated to serve artists and their peers.
‘The relationship established with some of them (locals) has
naturally evolved towards regulars visits; We have helped a young

U wine grower to tidy his vines, he showed us some spots in the

mountains, how to pick up trouts by hand. (...) It is about human
relationship. Not a strategy.’ (DE)

This artistic protocol in place was less known to the locals who were sometimes
not coming to the site at all. B/U constructed this new community in an artistic
way of life, integrating existing institution rather than led this institution to
integrate a potential new way of diffusion. If in its evolution the protocol relied
too much to the ‘communal spirit’, the artistic fiction is forgotten for the benefit
of local necessities and demands. But in B/U this relationship is not sufficiently
acknowledged as enabler of the creative process. Yet, they have contributed to
local activities and in exchange provided a new space for local activities, adding
to the ‘local spirit’ by the mean of new rituals to the one existing already*',

It was difficult for Evrard to identify the value and qualities of B/U’s diffusion
within the site. They did not have its full control and compared it to a
‘phenomenon close to publicity (DE).” To all people questioned, the term value
did not seem appropriate towards the action of ‘words of mouth’ in a context
where there are such few visuals as in discursive practices (AL).

As there are negotiations, transactions and interactions with the ‘communal
spirit’, the protocol offered a form of transferability that is not acknowledged by
the protagonists. Although the practice’s initial directive belongs to artist, it is
also shared through its management and creative process (AL). Locals now use
the site and B/U is now locally registered under a charitable status.
‘It is interesting that the project’s diffusion escaped us. We
supported the idea that people take ownership of this project, talk
about it, write about it, create one’s own story from it*’ (DE)

[poomaapur)/suipjing,

¥ <Cette pratique a t-elle un statut, autre qu’artistiqgue? Quantité d’artistes s'inspirent de statuts
autres que ceux de l'art dans leur pratique (...) Mais ¢a ne les empéche pas de faire de l'art.’
trans.bourne ‘

“ *Le rapport avec quelques-uns d'entre eux a normalement évolué vers des visites réguliéres. Nous
avons aidé un jeune vigneron a défricher ses vignes, il nous a montré quelques coins dans la
montagne, comment on “cueille” des truites & la main (...) Il s’agit de rapport humain. Pas de
stratégie.’ trang.bourne

#! «C’est en présentant les choses ainsi (en établissant des relations) que nous avons pu organiser une
conférence dans le village, utiliser leur syst¢éme de publication, puis, le dernier été, la lecture d’une
fiction diffusée sous la forme d’un feuilleton sur ’ensemble des hauts patleurs. (Note: dans tout le
village il y a des diffuseurs, depuis la mairie, quotidiennement, les annonces officiclles, des lmpots
aux annonces de mariages se font par ce biais).(DE)’ -
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Artists are strongly defined as authors at the start of the process but in its
evolution they rather justified their presence and contribution to B/U as a
transferable method. Rather than looking at B/U as an authored protocol in a
narrative dissemination, they rather create new works to exist as artists.
‘Evrard has presented traces of this experience at his exhibition at
the Palais des Beaux Arts in Brussels in 2000 (appendix 19.A).
Magazines have published written interviews about B/U and

e informal discussions are circulating. The contemporary art system

give a lot of importance on social aspect, many ideas are circulating
by oral means, for instance a project exists because they are many
exchanges over it during openings, meetings and mainly in the
corridors of these meetings™.’ (AL) ‘

Building/Underwood has raised new criteria. It has offered the opportunity to
conceive the diffusion, the dissemination of a work in a different manner, at the
moment of the experience by inviting the artistic institution at the heart of the
artwork process. Instead, the opportunity was seen to create new works (as a
new institution). Its participants did not pursue this potential in terms of new
dissemination criteria of an artwork (by lack of understanding, clarity or
pressure from the group or the visitors). Their ambition being to exist within the
art world, they redirected B/U’s discursive value towards a more traditional
form of diffusion.
‘Whether a second creation (a finished art object, an artwork that
can be integrated to an exhibition); whether an object realised in
situ to which a public is invited; whether raw traces, elements
extracted from the context, documents that are connected to the
project and reproduce narratively by using video recording,
photography, sound, texts... and that can be presented in an
exhibition, an edition. Knowing that a trace can become an artwork
on the artist decision®.’(AL)

poomiapury/suipjing,

2 «C'est intéressant que ce projet nous échappe. Nous sommes pour que tout le monde s’approprie
ce projet, en parle, écrit dessus, fabrique sa propre histoire a partir de cela.’ trans.bourne
® «Evrard a exposé des traces de cette expérience lors de son exposition au Palais des Beaux Arts
de Bruxelles en 2000 (Appendix 19.4). Des magasins ont édité des entretiens écrits sur BU et des
discussions informelles circulent. Le systéme de l'art contemporain donne beaucoup d’importance
a l'aspect social, beaucoup d’idées circulent oralement, ¢ ’est-a-dire qu’un projet existe aussi parce
qu’il y a échange dans les vernissages, dans les rencontres et surtout dans les couloirs de ces
rencontres.’ trans.bourne
¥ «Soit une seconde création (un objet d’art fini, une oeuvre qui peut intégrer une exposition) ; soit
un objet réalise sur place auquel le public est convié ; soit des traces plus brutes, des éléments
extraits réalisés sur place, des documents qui collent au prajet et en rendent compte plus
narrativement en utilisant I'enregistrement vidéo, photographique, sonore, 1’écrit... et qui peuvent
étre présenté dans une exposition, une édition. Sachant qu’ensuite, une trace peut devenir une
oeuvre si lartiste le décide.” Trans.bourne
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Individuals Questioned .

David Evrard

Anne Langlois

Selection Criteria for
contributors

Artist in the partnership
‘Building Underwood’

DEA student in Critics and Art
History, using Building
Underwood as a case study in
her section artistic protocols

Format of the enquiry

Sections sent by e-mail on
return of the answers of the
previous section

Sections sent by e-mail on return
of the answers of the previous
section

Dates of the questionnaires
send out

Section 1: 28/7/03
Section 2:
Section 3:
Section 4:
Section 5:

Section 1:28/07/03
Section 2:14/08/03
Section 3:5/08/03

Section 4: 10/08/03
Section 5: 26/09/03

Primary data Questionnaires & copied emails | Questionnaires & copied emails
Questionnaire Anne Langlois Claudia Zeiske
*Carte Blanche: de Calais & St ‘Vernacular’, Banff, 2000

Project selected

Louis’ - 2002

‘House@work’, Banff, 1999

Selection Criteria for
contributors

DEA student trained to be a
curator & art critic

Was an organisation partners in
‘Carte Blanche....’

Curator of the exhibition and
project

Format of the enquiry

Sections sent by e-mails on
return of the answers of previous
section

Sections sent by e-mails on
return of the answers of previous
section

Dates of the questionnaire send
out

Section 1:28/07/03
Section 2:14/08/03
Section 3: 5/09/03

Section 4: 10/09/03
Section 5: 26/09/03

Sections 1-5: 6/11/03

Primary data

Questionnaires & copies of e-
mails

Questionnaires & copies of e-
mails
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SECTIONS

QUESTIONS based on the 12 features of provisions previously presented.

1.
VALUING AND
NAMING THE WORK

What are the modes of dissemination that evaluate and give a
name to this art practice?

1. In the planning of the work, how do you think the work relies to
the current institutional critic system to create its story?

2. In implementing and organising the project, what major mode
of dissemination (exhibition, event, etc...) was used in the different
phases of the creative process?

3. Can you describe the structure of the work?

4. In the feedback, who do you think evaluate the practice?

5. Who sustains the creative process, the local culture or the art
institution? Is it ? If so how?

6. In the learning of the experience, would you name the work
other than an ‘artwork’? Why?

7. What type of dissemination do you think the project needs after
the event?

2,
RELATIONSHIP
WITH THE
AUDIENCE

How is the relationship to audience made visible in the art
experience?

1. In the planning of the work, whose audience the project addresses?
And why?

2. In the implementation and the organisation of the project, is the
environmental context more important than the human context?

3. Do you think that the structure of the work and its relationship to
its audience would benefit from addressing local institutions in its
dissemination instead of the current art critic institution?

4. In the learning of the experience, would you think the artist should
consider inviting others professionals to contribute to the creative
process. What would their role be? _

5. How do you think the relationship to the audience contributed to

the creative process?
6. Is the outcome of this relationship defer when lived in the art
experience instead of the postproduction of the art experience?

3.
DISSEMINATION OF
THE WORK

DIDACTICS

What are the modes of dissemination that make the work visible?

1. In the planning of the work, how would you characterise the
different phases of the project?

2. How do you see those phases contributing to the construction of
the story?

3. What partnerships do you see as more important than others?

4. In the implementation and the organisation of the project, can

.| you define the relationship between the dissemination process and

the creative process?
S. What difference do you make in the dissemination process
between the event in-situ and the event ‘exhibition’?

6. In the feedback, how would you go about leading the visitor on
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understanding the nature of such project?

7. How do you think the project should rely on marketable product to communicate the
work? (expo, catalogue, etc)?

8. What is the value of the word of mouth in the context of the
event?

5. In the learning of the experience, how do you see the
dissemination of a project? Should it be about the process or about
the impact of a product/event used during the process?

6. Could this practice benefit from being dissociated from the
institutional critic and create its new language inspired from a non-
artistic status? Why?

4

DISSEMINATION OF
THE WORK

COMMUNAL SPIRIT

Is the practice all about dissemination or is it sustain by a
communal spirit?

1. In the planning of the work, what were the intentions in regard
to the notion of communal spirit?

2. In implementing and organising the project, how were used the
local historical, geographical, etc information provided?

3. In the structure of the work, would you relate the work to the
tradition of the ‘artist shaman’? Why?

4. What are the project impact and contributions to the local
communal ritual?

5. In the feedback, what do you think the local interpretation of the
project would be?

6. In the learning of the experience, do you think this idea of
communal ritual has consequences on the art practice? Which one?

S.
TRANSFERABILITY

Does the art project relationship with the communal spirit
indicating that the practice is transferable rather than
authored based?

1. In the planning of the work, how would you define the
administrative and creative methods, authored or a transferable
product?

2. In implementing and organising the project, would you describe
the process of the work as an authored creative process rather than
a transferable product? Why?

3. Is the outcome of the project an authored or a transferable
product?

4. In the feedback, do you feel there is a large part of
transferability in the different stage of the project?

5. In the learning of the experience can the artwork or its method
is transferable?
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13 aoiit 2003 Anne Langlois
Réponses questionnaire Stéfanie Bourne, section 1

Building Underwood, Simona Denicolai, David Evrard, Ivo Provoost.
Transition, Stéfanie Bourne. ‘

SECTION 1: VALUING AND NAMING THE WORK
Question 1. (je ne sais pas si jai bien compris la question, “ rely  dans le sens de “ compter sur ” ou de

“ dépéndre de ” ? tu me diras)

Pour ces ceuvres, le systeme de }’art me semble contribuer 2 I'oeuvre en étant un relais ou un appuis de trois maniéres
différentes : soit parce qu’il met en relation I'artiste et un contexte (Transition), soit parce qu’il apporte un
financement (Transition, Building Underwood), soit parce qu’il permet une restitution du projet (Transition, Building
Underwood) qui permet de le faire perdurer.

Si c’est “ dépendre de ”, ces ceuvres n’ont pas besoin de I'institution artistique pour se réaliser mais davantage pour

exister au sein de ce systéme, en tant qu’ceuvre,
(I'm not sure if I understood the question, "rely" in the sens of "to count on"or to "be responsible to"? You'll

tell me)

For these artworks, the art system seems to contribute as a relay or a support in three different means: or
because it create the relationship between the artist and the context (‘Transition'), or for its financial
contribution ('Transition',' Building Underwood'), or because it allows a reconstruction of the project

('Transition',’ Building Underwood') to make it enduring.

Ifit's "to be responsible to", these artwork don't need the artistic institution to be created but mostly to exist
in the heart of a system as "oeunvre'.

Question 2,
Transition et Building Underwood utilisent majoritairement 1’événement, B.U, également V’exposition puisque David

Evrard a exposé des traces de cette expérience lors de son exposition au Palais des Beaux arts de Bruxelles en 2000,
Comme autre mode de diffusion de ces projets des revues comme 02 ont édité des entretiens sur B,U., et enfin, un
mode dissémination informel : on en parle. Le systéme de I'art contemporain donne beaucoup d’importance 2 )*aspect
social, beaucoup d'idées circulent oralement, c’est une dimension  prendre en compte. C’est & dire qu'un projet
existe aussi parce qu’il y a échange dans les vernissages, dans les rencontres, et surtout dans les couloirs de ces
rencontres. D'autant plus que des projets comme Transition et Building Underwood se prétent 2 1a narration,
'Transition' and ' Building Underwood' use mostly the event,' Building Underwood' usse also the exhibition as
David Evrard exhibited traces of the event at his exhibition at the Palais des Beaux Arts in Brussels in 2000,
Others modes of Dissemination are revues like 02 that have edited interviews on B.U.and finaly, an informal
mode of dissemination: teh word of mouth. The contemporary art system takes importance on the social
aspect, many ideas are mediated orally, it's a dimension of importance. What I means is that a project also
exists because there is exchange during the openings,the conferences, and above all in the corridors of the
conferences. All the reason that projects like 'Transition' and ' Building Underwood' are made for narration.

Question 3.
Deux temps : action — restitution.
Two phases: Action and reconstruction,

Question 4,

11 existe plusieurs évaluations de ces ceuvres puisqu’elles touchent plusieurs interlocuteur, plusieurs récepteurs, Les
personnes qui sont témoins du projet (les habitants d’ Acigné, ceux de Caudiés de Fenouilledes), celles qui 'y
participent (des personnes étant sur place ou s'étant déplacé pour comme pour B.U., donc des gens vivant 3 proximité
et des gens du milieu de I'art). Et enfin le public de 1’art lors de la restitution du projet.

Chaque réception provoque forcément une évaluation, mais cette évaluation est faite & différents niveaux,
essentiellement en termes d’art et de relations sociales.

There are several evaluations of these artworks as they are connected to several interlocutors, and
receptors.The persons witnesses of the project (inhabitants in Acigné, and the one of Caudiés de Fenouilledes),
the ones who contributed (the persons local or who came to see the work, like for B.U., so person who live
locally and people from the art network).And finally the art audience during the project reconstruction events.
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Each reception prompt an evaluation at differents levels but essentiallyin terms of art and socials
_relationships.

Question 5.
A Pétat actuel des choses, en ce qui conceme Transition, les récepteurs directs de 1'ceuvre sont les habitants d’Acigné

et I'institution politique plus que I’institution artistique. Pour B.U. c’est un peu le méme cas, sauf que I'information a
circulé dans le domaine de I’art et que des personnes se sont déplacées pour y participer. C’est essentiellement par la
proximité, le fait d’étre 13, que ces ceuvres sont appréhendées par d’autres, et aprés comme je le disais plus haut par la
narration, la circulation des informations, 1’oralité.

In the current situation, concerning 'Transition', the direct receptors of the artwork are Acigné inhabitants
and the politic institution more than the artistic institution, It's similar for B.U., except that information has
circulated in the artistic context and that people have travelled to contribute, It's essentially done with
proximity, through the fact of being there,that both of these artwork can be apprehended by others. Then
after, as I was saying earlier,it's the narration, the information travel, the oral character.,

Question 6.
Je tiens particulierement au terme d’ceuvre pour ce type de travail qui comprend plusieurs étapes, méme si ce terme

n’est pas trés approprié en soit tant il y a un décalage entre une peinture, par exemple, et ce type de travail artistique.
Sans doute est-ce en réaction a certains dires comme quoi “ ce n’est pas de I’art ”, C’est ung évolution de P'art.
Femploie aussi comme termes travail, projet (terme fourre-tout) artistique, action, expérience.

I feel strongly on calling 'oeuvre’ those two type of work that consist of several stages, even if this term isn't
very appropriate in itself with the their gap with peinting, for example, and this kind of artistic work. May be
in reaction to gossips saying that 'it's not art'. It's one evolution of the art. I also use terms like work

(hotchpotch), project artistique, actions, experience.

Question 7.
Je pense que ces projets ont en effet besoin d’exister dans le monde I’art. Aprés se pose Ia question de la maniére dont

ils y existent. La forme peut varier, et je vois trois orientations possibles et deux statuts possibles : soit une seconde
création, qui produit un objet d'art fini, une ceuvre qui peut intégrer une exposition ; soit un objet ou un événement
téalisé sur place auquel le public est convié ; soit des traces plus brutes, des éléments (objets. ..) extraits ou réalisés
sur place, des documents, qui collent au projet et en rendent compte plus narrativement en utilisant P’enregistrement
vidéo, photographique, sonore, 1’écrit... et qui peuvent étre présentés dans une exposition, une &dition... Sachant
qu’ensuite une trace peut devenir une ceuvre si I’artiste le décide. David Evrard lors de son exposition au palais des
Beaux-arts de Bruxelles a 2 la fois présenté des photographies et des panneaux (je ne sais pas de quelle technique il
s’agit) représentant des icOnes qu'il a constitué de B.U.. Ensuite chaque artiste ayant créé, continué son travail
habituel dans les Pyrénées diffuse ensuite un peu de ce projet lorsqu'il présente ses ceuvres, a condition bien entendu
qu’il précise le contexte de réalisation.

Pour transition, I’événement dans le cadre de la biennale était une forme apparente de 1'ceuvre, la partie immergée de
I'iceberg, comme nous en avons déja parlé, et I'édition en est une documentation.

Personnellement, d’aprés ce que j'ai vu en général pour I'instant, I’événement réalisé sur place auquel le public est
convié 2 assister et le mode documentaire me convainquent davantage que la création d'autres ccuvres, Je les trouve
souvent plus approprié, mais peut-tre est-ce li€ & mon envie d’aller voir sur place, d'en savoir plus sur ce qui s'est
passé, et le fait que j’ai envie qu’on me raconte justement. Une ceuvre réalisée dans un deuxiéme temps est souvent
plus abstraite et crée un autre propos, une distance. Elle devient autre chose qui souvent se lisse.

I think that those projects do actually need to exist within teh art world. Afterward, the question rise of how
they exist. Forms can varied, and I can see three possibilities and two possible status: as a creation, that
produce a finished art product, an 'oeuvre' that can integrate an exhibition; or an object or an event realised
in-situ to which the audience is invited; or rough traces, elements (objects) extracted or reallised in-situ,
documentation, that stick to the project by telling the story using recorded videos, photography, sound, texts,
..and that can be presented in an exhibition or an edition...Knowing that a trace can become an 'oeuvre' if the
artist decides it. David Evrard during his ehibition at the Palais des Beaux Arts in Brussles has both presented
photography and panels (I don't know the technique used) presenting constituted icons from B.U.

Thereafter, each artist having done their project,continued their own individual project within B,U, in the
Pyrénées, disseminate a bit of B.U. when presenting their own work, with the condition of course that they

indicate the context of their creation,

For 'Transition', the event in the context of the bienale was what made the artwork visible, the visible part of
the iceberg, as we already talked about it, and the edition its document.

Personaly, after what I saw so far, the event in-situ, inviting the audience and your current mode of|
dissemination are more convincing than thecreation of other artwork related to the event. I find them often
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inappropriate, but may be it's connected to my curiousity to go and see it in-situ, to get'to know more about
what happen and wanted to be told about it. An artwork realised in a second phase is often more abstractand
create another message, a distance. It becomes someting else that often smooth itself.

September 2003 Anne Langlois

Réponses questionnaire Stéfanie Bourne, section 2

SECTION 2: RELATIONSHIP WITH THE AUDIENCE
How is the relationship to audience made visible in the art experience?
Comment la relation au public rend t-elle visible I'expérience artistique?

L In the planning of the work, whose audience the project addresses? And why?

Dans le cadre de la ‘conceptualisation’ du projet, & quel public pensiez-vous que le projet s’adresserait-il? Et
pourquoi? (cette question concerne uniquement ‘Carte Blanche...”)

Je détermine deux types de publics : les participants (les habitants d’ Acigné qui ont travaillé avec toi), et les
spectateurs (deux types de spectateurs : les habitants d’Acigné en général, et le public des expositions, prévenu par le
biais de 1a biennale. I1 y a donc ceux qui participent, qui sont aussi acteurs, et ceux qui sont en dehors de I’action, qui
regardent. Ce sont deux types de perceptions différentes, aussi « valables » )’une que I’autre. Carte blanche s’adresse

en fait certainement 3 un plus large panel de personnes qu’un tas d’autres ceuvres,

2. In the implementation and the organisation of the project, is the environmental context more important than

the human context?
Dans le cadre de ]a mise en oeuvre et de I’organisation du projet, le contexte géographique et physique est-il plus

important que le contexte humain?
Non certainement pas. C’est le contexte humain - qui dépend certainement du contexte géographique et physique -

qui est le plus déterminant dans le projet.

3. Do you think that the structure of the work and its relationship to its audience would benefit from addressing

local institutions in its dissemination instead of the current art critic institution?
La relation entre le public et ’expérience artistique peut-elle étre davantage visible par une dissémination

locale plutdt que par le biais de la critique artistique actuelle?

Je parlais plus haut d’une double réception, et je parlerais davantage de réception que de visibilité. Car pour le public
« local » on va dire, je pense que l’expérience a son importance, mais le fait qu’elle soit de 1’art est parfaitement
secondaire (il me semble, tu me diras ce que tu en pense). C'est le systéme de ["art qui prend en compte la dimension
artistique. Tu touche des mondes différents, 1'un spécialisé, 1’autre non. A savoir s’il faut choisir I'un ou I'autre, et les
mettre en opposition, je ne crois pas. Les deux me semblent importants pour tes projets.

4, In the learning of the experience, would you think the artist should consider inviting others professionals to
contribute to the creative process. What would their role be?
Dans le cadre de I’étude de Vexpérience artistique, pensez-vous que Partiste devrait inviter d’autres

professionnels 3 contribuer au procédé créatif. Quel serait leur role?
Je n’ai pas vraiment de réponse 2 cela. S'i] s’agit d’étudier, d’observer, la contribution d un critique peut &tre

intéressante, peut-étre qu'un ethnologue serait intéressé aussi bien qu’il n’aurait pas de regard artistique, ce qui est
dommage A mon avis... Un autre artiste aurait sans doute plutdt tendance 2 participer qu’a observer. Mais un regard
extérieur est important, je ne vois pas trop I'intérét d’une expérience qui reste en vase clét. D’od I'importance des

« spectateurs », ce sont eux qui font que I’expérience artistique existe.

5. How do you think the relationship to the audience contributed to the creative process?

Comment pensez-vous que la relation avec le public contribue au procédé créatif?

A partir du moment ou I'artiste n'instrumentalise pas le public, qu’il I'intégre réellement dans le projet en tant
qu’identité décidante et non comme outil maléable, le public est déterminant, autant les participants que les

spectateurs. Quant au public spécialisé, c’est aussi Iui qui fait qu'il y a ceuvre d’art...

6. Is the outcome of this relationship defer when lived in the art experience instead of the postproduction of the

art experience?
Le résultat de cette relation serait-elle différente si elle est vécue in-situ ou en différée dans la postproduction de

I’expérience artistique (expo, catalogue, etc.)?

Forcément la relation 2 I’expérience artistique est différente selon si on 1a vit ou si 'on en regarde les traces. Comme
ily a double public il y a double réception, celle du « direct », et celle du « différé », et je crois que les deux sont
valables. 11 y a des tas d’expériences qui sont trés viables en tant que traces, qui conservent toutes leurs qualités en
tant qu’ceuvres sans qu’on n'y ait assisté. La difficulté est Ia maniere de rendre compte de ces expériences, sachant
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que c’est qu'il y a une part d’aléatoire, de déformation... due 2 la narration, au compte rendu, ou 2 la transformation
en un objet artistique. La distance en terme de temps, et le fait que cela soit fait par une ou plusieurs personnes améne
forcément une interprétation du projet. C’est & prendre en compte.

Septembre 2003 Anne Langlois
Réponses questionnaire Stéfanie Bourne, section 3

SECTION 3: DISSEMINATION OF THE WORK
What are the modes of dissemination that make the work visible? Quels sont les moyens de dissémination

rendant I’oeuvre visible? .
L In the planning of the work, how would you describe the different phases of the project?

Dans le cadre de la planification du travail, comment décrivez-vous les différentes phases du projet?
BU : projet en « théorie » - recherche de financement — approche du « terrain » - projet — invitation — traces.
Transition : méthode de travail — Biennale — approche du « terrain » - projet - invitation.

2. How do you see those phases contributing to the construction of the story?
Comment voyez-vous ces phases contribuer a la construction de Vhistoire, du projet?
Je ne comprend pas, elles sont 2 la fois le projet et son histoire.

3. What partnerships is more important for the visibility of the work?

Quel est le partenaire le plus important pour la visibilité du projet?
Iis le sont tous et sont complémentaires : habitants d’Acigné et de Caudigs, municipalités, Biennale ou frac et drac. Et

tous 2 leur niveau contribuent 2 la visibilité du projet.

4, In the implementation and the organisation of the project, can you define the relationship between the

dissemination process and the creative process?
Dans la mise en oeuvre du projet, pouvez-vous définir la relation entre le procédé de dissémination et Je

procédé créatif?
Je crois qu'ils sont imbriqués, le procédé créatif comprend celui de dissémination. Quand tu passe un article dans

ouest France pour Transition, quand tu vas voir I'adjoint 2 1a culture, la boulanggre, quand tu fais ton action et que tu

cherche des personnes pour peindre la rue, quand tu peins la rue... Il me semble que tout cela fait partie et de 1a
création et de la dissémination, Quant 3 BU c’est la méme chose, quand ils vont chercher au village un outil dont ils
ont besoin (c’est un exemple bidon), c’est de la dissémination du projet, et cela fait partie du projet.

5. What difference do you make in the dissemination process between the event in-situ and the event
‘exhibition’? :

Quelle différence faites-vous entre les moyens de communication du projet in-situ et ceux de son ‘exposition’?
Aucun, si ce n'est que des publics différents sont sans doute ciblés.

6. In the feedback, how would you go about leading the visitor on understanding the nature of such project?

Comment accompagnez-vous le visiteur dans sa compréhension d’un tel projet?
En expliquant le projet dans son ensemble pour BU, en expliquant ta méthode de travail pour Transition.

7. How do you think the project should rely on marketable product to communicate the work?
Comment la communication du projet doit-elle s’accompagner de produits commerciaux?
Qu'est-ce que tu entend par « produits commerciaux » ? Je ne vois pas, et je ne crois pas qu'il doivent y avoir des

produits commerciaux. A vendre & qui ?

8. What is the value of the word of mouth in the context of the event?

Quelle est la valeur donnée au ‘bouche a oreille’ dans le contexte du projet?

Je pense que le bouche 2 oreille est trés important dans ce type de projets, et sur le terrain, 12 ol se déroule le travail,
I'information selon laquelle un artiste... et dans le monde de 'art. Surtout quand il n’y a pas vraiment de restitution
comme c'est le cas de Transition, ou peu comme ¢’est le cas de BU. Mais, on parle de BU dans le domaine de J’art

malgré tout.

5, In the learning of the experience, how do you see the dissemination of a project? Should it be about the

process or about the impagt of a product/event used during the project?
Les moyens de dissémination ont-ils été appropriés? Ces moyens de dissémination ont-ils révélé le procédé ou

Pimpact de I’événement?
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Approprié ou pas, je ne juge pas, cela dépend de ce que veulent les artistes. Je ne pense pas en effet que ni Transition
ni BU ne soient des projets limpides, faciles d’acces, lisibles au premier coup d’ceil. 11 faut creuser, faire des efforts et
des recherches pour en savoir plus. Pourquoi pas ? L’aléatoire et la narration font partie de ces projets.

6. Could this practice benefit from being dissociated from the institutional critic and create its new

language inspired from a non- artistic status? Why?
Cette pratique pourrait-elle bénéficier de sa dissociation avec le milien artistique et créer son propre langage

inspiré d’un statut non-artistique? Pourquoi?

Je répondrais par une autre question : cette pratique a-t-elle un statut, autre qu’artistique ? Si oui cela m’intéresse de
savoir lequel. Sinon il me semble que des tas d’artistes s’inspirent de statuts autres que ceux de I'art dans leur
pratique : artiste chef d’entreprise, anthropologue... Il me semble que c’est ce que tu fais avec ton travail, tu t’es créé
ta propre approche, ton propre langage, mais ¢a ne t’empéche pas de « faire de 1'art ». L’art permet de faire beaucoup
de choses. Quant A BU, si des tas de gens ont eu ce projet de s’installer en communauté a la campagne, celui-ci a été
communiqué au sein du monde de 1'art, et il a ét€ je crois été communiqué dans le coin comme étant de 1’art. Mais il
n’est pas « dissocié » du milien artistique, ils ont des subventions etc. Et il y a une intention artistique au départ. Tu

sais Duchamp et le ready made...

Septembre 2003 Anne Langlois
Réponses questionnaire Stéfanie Bourne, section 4

SECTION 4: COMMUNAL SPIRIT
Is the practice all about institutional dissemination or is it sustained by a communal spirit?
La pratique est-elle révélée uniquement au travers des moyens de dissémination institutionnel ou soutenue par un

esprit communal?

L In the planning of the work, what were the intentions in regard to the notion of communal spirit?

Dans la planification du projet, quelles étaient les intentions par rapport 3 la notion d’esprit communal?

Qu’entends-tu par esprit communal, dans le sens d’esprit local, par rapport & Ja commune ou communauté
investie ? Je vais le prendre dans ce sens, Je pense qu’autant pour Transition que Building Underwood le
projet était de se fondre dans le contexte investi, donc de cerner et adopter un tant soit peu « ’esprit
communal ». C’est sans doute la condition pour étre intégré et réussir de tels projets, pour ensuite y apporter

du « nouveau »,

2. In implementing and organising the project, how were used the place/location historic/geographical

information provided?
Dans ]a mise en oeuvre du projet, comment étaient utilisées les informations locales données sur I'histoire, la

géographie, etc.?
Je ne pense pas qu'elles étaient « utilisées » mais simplement notées et prises en considération, comme connaissance

du terrain.

3 In the structure of the work, would you relate the work to the tradition of the ‘artist shaman’? Why?

Dans I’événement, compareriez-vous le travail i la tradition de ‘Partiste shaman’?

Je ne connais pas la tradition de I'artiste shaman, mais je peux I'imaginer. J'hésite entre oui et non, sans doute un peu
des deux. Sans doute que pour Transition davantage que pour BU. Car toi tu es en contact beaucoup plus direct avec
un groupe de personnes, tu les sollicite, tu les intégre dans un événement et tu reste « meneuse ». BU moins car ils
imitent vraiment la vie, je pense que rapidement les habitants ont intégré les artistes et ont oublié la fiction, le projet

artistique, mais je ne suis pas siire de ce que j’avance.
4. Has the project made impact or contributed to present or future local communal ritual?

Le projet a t-il ew un impact ou a t-il contribué aux rituels communaux locaux présents ou futurs?
Oui certainement, autant pour Transition que pour BU vous avez ajouté des rituels locaux, vous en avez produit des

supplémentaires 2 ceux existants.
5. In the feedback, what do you think the local interpretations of the art project structure (place and time) were?
Dans le cadre des retombées, quelles étaient les interprétations locales de la structure (lieu et temps) du projet

artistique? .
C’est une question a laquelle je ne peux pas répondre, n’ayant pas questionné les personnes d’Acigné et Caudiés A ce

propos.
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6. In the learning of the experience, do you think this idea of communal ritual has consequences on the art

practice?
Pensez-vous que I'idée de rituel communal ait eu des conséquences sur la pratique artistique?
Oui sans doute, pour les mémes raisons d’intégration citées ci-dessus. Sans doute définissent-elles les projets

Transition et BU.

Septembre 2003 . Anne Langlois
Réponses questionnaire Stéfanie Bourne, section 5

SECTION 5: TRANSFERABILITY
Does its relationship with the communal spirit indicating that the practice is transferable rather than authored

based?
Cette relation avec I'esprit communal indique-t-elle une pratique ouverte 3 chacun ou plutdt une pratique marquant

Pempreinte de I'auteur?

1. In the planning of the work, how would you define the administrative and creative methods, authored or a

transferable product?
Dans le cadre de la planification du projet, définiriez-vous la gestion et le procédé créatif comme appartenant

A Pauteur ou comme pouvant étre utilisés par tout & chacun?
Bien siir qu’il appartient 3 I’auteur, mais il est partagé avec d’autres. Et c’est 1’auteur qui choisi de partager la gestion

et le procédé créatif.

2. In implementing and organising the project, would you describe the process of the work as an authored

creative process rather than a transferable product? Why?
Dans la mise en oeuvre du projet, décririez-vous le procédé du travail comme un procédé créatif d’auteur, ou comme

un moyen utilisable par tout le monde? Pourquoi?

1l est un procédé créatif d’auteur comme un autre. Maintenant il est tout & fait possible que quelqu’un quelque
part ait le méme procédé, en étant artiste ou en ne Uétant pas d’ailleurs, Donc il peut tout a fait étre utilisable par
tout le monde. Vu que c’est une méthode de travail, difficile de savoir si quelqu’un n’a pas la méme, et d’empécher,
qui que ce soit d’avoir la méme. A moins peut-étre de déposer cette méthode (et encore).

3. Is the outcome of the project an authored or a transferable product?
L’issue du projet est-elle celle d’un auteur ou d’un produit commun?
Elle est celle d'un auteur puisqu’il y a un auteur, méme si cela peut s’apparenter & un produit commun.

4. In the feedback, do you feel there is a large part of transferability in the different stage of the project?
Dans le cadre des retombées, avez-vous ressenti la marque de I'auteur dans les différentes étapes du projet?
Oui bien siir, la présence des auteurs, autant dans Transition que dans BU est trés marquée dans le sens o se sont des

personnalités qui sont trés présentes et meneuses dans toutes les étapes des projets.

s. In the learning of the experience can the artwork or its method is transferable?
L’oeuvre ou sa méthode seraient-ils utilisables par d’autres personnes?
Oui sans doute puisque ¢’est une méthode, elle peut donc €tre appliquée telle quelle. Maintenant elle donnerait

certainement autre chose en étant appliquée par quelqu’un d’autre.

E-mail Discussion
February - September 2003 Anne Langlois

DE LA PART DE : stefaniebourne@ifrance.com

Date : 15/02/2003 11:31

A: anne langlois (ann.langlois@wanadoo.fr)

SUJET : Re: Rep:Re: Merci pour ton entretient avec D, Evrard

Bonjour Anne,
Merci pour les informations que je recois de 40mcube.
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Ton nom est recemment apparu lors d’une conversation e-mail avec David Evrard. J’ai contacte David dans le cadre
de ma these, pour leur projet Building Underwood. Un projet contextuel sans finalite mais avec une continuite dans
Fespace institutionnel. Un contre example de mon travail Vernaculaire.

David m’a envoye la conversation e-mail que tu as eue avec lui I’an dernier. La direction et 'objectif de ton
entretient est un peu different du mien mais je voulais te remercier. Tu me fournies deja une bonne base de travail.

Par contre je suis tres interesse par ton guestionnement sur la notion de protocole dans le travail d’artiste? Crois-tu
que je peux acceder a cette publication de I'universite a laquelle tu as participee? -

De plus je serai tres interesse de connaitre ton point de vue a ce sujet sur le travail realise a Acigne dans le cadre d’A
vos arts. J'ai realise, un peu tard que le projet ‘Carte Blanche’ a ete visualise comme un projet final alors qu'il n’etait
qu’un nouveau lien, un debut d’une nouvelle forme de dialogue entre la commune et les habitants sur un projet de
longue-date. Je sais que je n’ai pas vraiment ete presente et que j*ai ete une peu bougonne, mais je n’ai pas vraiment
eue de retombee de la part d’artistes.. Etais-je vraiment si froide et mechante envers tout le monde?

Acigne etant tres receptif et interesse, je souhaite poursuivre ce travail au travers d’une publication. Ce n’est bien sure

qu’a I’etat d’ebauche,

A tres bientot
Stefanie Bourne.

Messsage du 21/02/2003 12:41

De : Stefanie Bourne < stefaniebourne@ifrance.com >
A : anne langlois < ann.langlois@wanadoo.fr >

Copie a3

Objet : Rep:Re: Merci pour ton entretient avec D. Evrard
Bonjour,

Je crois avoir une copie de ‘DE{SJREGLEMENTS..." a Rennes, J’ai du le lire tres hativement pour oublier son
contenu si rapidement. Une seconde lecture est a I’ordre du jour...

David Evrard a ete vraiment super et m'a envoye de nombreux documents y compris ses publications. Il me demande
des informations sur mon travail en retour ce qui est vraiment problematique car je n’en ai pas.

Documenter mon travail a toujours ete tres difficile, le ‘protocole’ etant jutement le travail lui meme. Jusqu’a I’annee
derniere, je ne voyais pas I’interet pour des personnes qui ne sont pas concernees par le travail, d’en etre informe. Tu
seras heureuse d'entendre que je suis sortie de mon egoisme... La these m’a grandement aide a faire le tri et a ne
concerver que ce qui etait important pour le travail. J'ai de nombreuses diapos, cd room graves, coupures de presse et
bien d’autres qui en fait ne sont que les consequences du travail. Ces informations ont une autonomie qui a souvent
une lecture trompeuse pour celui qui ne connait pas le context dans lesquelles elles ont ete concues; et donc par|
rapport 2 la methode de travail enterprise et le travail en lui-meme. Cette methode en question n’est pas particuliere a
Acigne, c’est un travail en cours que j’ai commence en 1991, d’un project a I’autre elle se forme. C’est cette
characteristique que je souhaite diffusee et non I'image d’une rue peinte en blanc qui n’est en fait qu’accessoire et
n'avait (je crois) aucun interet en tant que telle. Tu as raison la publication semble la solution. Malheureusement, je

ne suis pas vraiment douee avec les letters.

Je me suis lancee un petit challenge. J’avais propose a Bernard Corlay de realiser une publication sur le project de la
residence ‘Transition’. Mais au lien de se concentre sur I’evenement ‘Carte Blanche’ je souhaite render visible la
partie invisible de I'iceberg (comme tu dis). Je te tiens informee si tu es interessee. Pour le moment ce n’est qu’une
idée. Je n’ai pas la participation de B. Corlay, pas de financement et encore moins de partenaire s’y connaissant en
publication (car ce sera ma premiere). Dis-moi ce que tu en penses et si I’on devrait developper notre conversation

dans cette direction, peut-etre.

Par contre, je suis tout a fait interesse de discuter avec toi du point de vu du spectateur de la biennal qui etait bien sure
tres different de celui d’vn habitant d’acigne. A Porigine, je ne voulais pas que cet evenement prenne part dans les
journees de ]a biennale, mais....les choses etant ce qu’elles sont elles prennent souvent le volant avant que tu n'es

appuye sur le frein. Grosse erreur, je pense.

A bientot
Bien a toi
Stefanie

DE LA PART DE : anne langlois (ann.langlois@wanadoo.fr)
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Date : 20/02/03 4 18h30
A : stefaniebourne@ifrance.com
SUIJET : Re: Merci pour ton entretient avec D. Evrard

Bonjour Stéfanie,
c'est drdle qu'on se retrouve sur ce projet Building Underwood. En ce qui concerne 1'édition de la MST 2 laquelle j'ai

participé, il s'agit de «DE[S]JREGLEMENTS, protocoles en situation », édité aux Presses universitaires de Rennes en
mai 2002. Je n'en ai malheureusement pas d'exemplaire 2 te donner vu
que je n'en reu que deux, dont I'un est chez David Evrard, justement.

Je suis contente que cet entretien te serve, bien que je ne le considere pas tout A fait comme aboutit, j'aimerai le
retravailler. 1 est certain qu'a Acigné les spectateurs de la biennale n'ont vu que la partie

apparente de l'iceberg, soit cela ne te dérange pas et ton travail comprend en gros deux partie, I'une visible - ou
publique = et Fautre non, soit il faut en effet trouver un autre moyen de diffusion, de compte rendu de ce travail dans
sa totalité. L'édition est un bon moyen. Ca m'intéresse tout 2 fait de discuter avec toi de ce travail & Acigné, que j'ai
trouvé vraiment pertinent dans sa totalité, car la partie visible méme avait une espece d'autonomie. Elle tenait debout
sans qu'on ait besoin d'expliquer que tu avais travaillé pendant longtemps avant, avec des rencontres des personnes de

la ville etc. Et je crois que c&#8217;est important.

Enfin voil3, on peut en reparler si tu veux.
Bien a toi

A bientbt

Anne

DE LA PART DE : anne langlois (ann.langlois@wanadoo.fr)

Date : 24/02/03 3 11h15
A : stefaniebourne@ifrance.com
SUJET : Re: Rep:Re: Merci pour ton entretient avec D. Evrard

Bonjour Stéfanie,
moi cela m'intéresse de discuter de ton travail avec toi, car il fait partie de mes préoccupations dans le cadre du DEA

d'histoire de l'art sur lequel jetravaille depuis I'année derniére, dont le sujet est abordé dans ce texte du

catalogue de 1a MST, c'est A dire des artistes qui travaillent par immersion dans un lieuw/milieu/domaine qui n'est pas
le leur, et pas forcément, a priori, celui de l'art (je pése mes mot). J'avoue que j'y avais pensé an moment de la
biennale, et puis aprés j'ai un peu eu besoin d'oublier cette biennale ! et n'y ai pas repensé. Mais ton travail est

certainement dans la lignée de ma recherche.

Ce qui m'intéresse est ta méthode de travail, ainsi que, nous avons commencé 3 en parler, la questions des traces et de
la "restitution" dans le domaine de l'art. Donc voild, je ne sais pas ce que tu en penses. en ce qui concerne ton

impression d'avoir été désagréable pendant la biennale,
je ne crois pas que les autres artistes t'aient pergue de cette manigre, je n'en ai pas eu d'écho en tout cas. Quant 3 nous,

nous avons bien compris que tu avais ta barque A mener, et ¢a s'est trés bien passé d'ailleurs, pas de probléme.

bien a toi
Anne

DE LA PART DE: anne Iahglois a écrit ;

Bonjour Stéfanie,
c'était trés bien la discution I'autre jour, je me sent un peu moins seule dans cette recherche et ¢a m'a donné des idées,

notamment au niveau de ces questions de méthode et d'analyse.
comme convenu voici mon plan de travail, pour I'instant, sans doute va-t'il évoluer encore un peu mais en gros c'est

ca.
bien 2 toi
Anne

Message du 18/04/03 23:50

De ; stefaniebourne <stefaniebourne@ifrance.com>
A ; ann.Japglois@wanadoo.fr

Copiea:

Objet : Re: plan

Bonjour Anne,
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Oui, c'est tres important de parler. La recherche est un procede tres solitaire, si je ne tente pas d'echanger avec des
practitiens (artistiques ou non) sur des points de recherche que I'on a en commun, je perds la boule. On me reproche

souvent de trop parler, mais au diable l'avarice. C'est pour mon bien etre spirituel!
P P p!

Merci de ton plan de travail, Il eclairsi deja beaucoup sur ta perspective de travail, Tu verras avec mon plan (comme
Je tiens il va surement se transformer legerement dans l'annee a venir) que Y'on vient de directions totalement

opposees mais on se rejoind sur plusieurs chapitres (III. L&#8217;art et la vie ou
1&#8217;immersion de 1&#8217;art.et IV. La relation au spectateur, ou 1&#8217;absence de spectacle.). Souviens-
toi, je fais une recherche pratique et non theorique, meme si je dois etre au courant des actualites en recherche

theoriques.

Jaurais deux questions sur le contenu de ton plan: 1. N'est-il pas important d'amener ton point de vu personnel sur,

cette question de l'immersion de la pratique artistique?

2. La recherche contextuelle semble prendre beaucoup de place dans ton plan par rapporta la question de
Timmersion'.(qui n'est en fait qu'un faux pretexte.....Qui s'immerge, l'art ou l'artiste? Aucun.......Ce n'est que T'histoire
d'un protocol une diplomatie necessaire
Je ne suis pas du tout au courant des structures d'enseignement en France. De ce fait, je ne sais exactement en quoi
consiste un DEA, excepte qu'il vienne apres une maitrise. Escuses-moi si ces questions sont inappropriees.

Je t'envoie par la poste une copie du dernier bouquin de Francois Matarasso. As-tu une adresse ou je peux l'envoyer?
P p P!

Bien a toi et a bientot
Stefanie

NB: mon francais est un peu anglisiser parfois, escuses-moi.
Objet: Re: Re: plan

Date: ?

De: anne Janglois <ann.langlois@wanadoo.fr>

A: stefaniebourne <stefaniebourne @ifrance.com>

bonjour Stéfanie,
merci pour ton plan que je vais regarder attentivement, je t'envoi un mail ensuite.

mon adresse : 31 boulevard Magenta 35000 Rennes
bien a toi
Anne

Objet: Re: Re: plan

Date: Thu, 1 May 2003 11:22:32 +0200 (CEST)
De: anne Janglois <ann.Janglois@wanadoo.fr>
A: stefaniecbourne <stefameboume@1france com>

Bonjour Stéfanie,
Fai bien recu le texte par la poste et je t’en remercie (dis-moi si je te dois quelque chose pour I'envoi). I'ai regardé

ton plan et il me semble tout 2 fait intéressant dans son orientation. Je vois en gros ce que tu veux dire par le terme «
provision », mais j'ai un peu de mal a le comprendre de maniére précise. Est-ce un terme que tu as définis ou est-il
employé dans le business 7

Y'aime bien ton approche « self-reflection of society as medium », je ne I’avais pas formulé comme ¢a et cela me
semble juste. Lorsque tu parles de « mutation of the service industry », tu parles du domaine de I’entreprise ou du
coté de 'art ?

En effet la grande différence entre nos deux recherche est cet aspect contextuel par rapport a I’art, qui m’est demandé
par mon prof car ¢’est le grand souci de I'histoire de I'art : I€gitimer un(e) oeuvre par ses antécédents. Toi tu sembles
partir du domaine de I’entreprise et du point de vue de la société, et dans sa relation 2 elle (c’est sans doute la
méthode sociologique ?) La premidre partie de mon plan m’a beaucoup génée et continue 3 me géner dans le sens ou
je sais que je ne peux pas faire quelque chose d’exhaustif donc ce sera partiel. Je m'y plie un peu pour cet exercice, et
je vois assez mal de quelle maniere Vintégrer autrement dans mon plan. C’est ce qui donne cet effet de « peu
personnel » dans la recherche certainement.

Ceci dit je vais sans doute encore changer des choses dans ce plan, et je pense que je vais encore étudier le tiens.

Sinon je voulais te poser quelques questions sur ton travail, je t’en mets quelques une 2 suivre, si tu es d’accord bien

entendu.

1. Ton travail semble demander certaines conditions, de lieu, de contexte. Quels sont-ils ?
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2. 11 fait intervenir des personnes extérieures, de quelle manigre les approches-tu ? A Acigné la biennale de 1a jeune
création permettait cette approche, presque comme un alibi, y-a-t’il toujours un contexte artistique 2 la base de ton
travail ?

3. Mets-tu en place un protocole avec ces personnes ? Si c’est le cas, est-ce toujours le méme ou change—t-xl selon les,
projets ?

4. Il me semble que lorsque tu te présente tu ne te qualifie pas d’artiste mais de statisticienne, pourquoi ?

Voila, A trés bientdt
Anne

DELAPARTDE :

anne langlois (ann.langlons@wanadoo.fr)

Date : 12/05/03 4 12h44

A: stefaniebourne

SUJET : Re: Re: plan

Bonjour Stéfanie,

bien siir c'est d'accord pour début juin, en fonction de ton emploie du temps, Malheureusement nous avons été exclus
du projet de publication 2 vos arts et nous nous en inquiétons aussi. Ils ne nous ont méme pas prévenu que cette
édition allait se faire ; ce sont les artistes qui nous ont prévenus ! On vavoir ce qu'on peut faire mais je pense que 1a,
nous sommes impuissants.bien 2 toi et bon courage pour ton retour en France

Anne

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)

Date : 16/06/03 4 18h16

A: ann.langlois@wanadoo.fr :

SUJET : Questions .
Bonjour Anne,

Voici enfin les reponses promises. je joinds aussi le texte que nous avons concotte avec Bernard pour la publication.
Je n'ai pas de nouvelles de Rennes Metropole....

N'hesites pas a me contacter si certaines reponses ne sont pas claires.

A bientot
Stefanie

REPONSES AUX QUESTIONS D’ANNE LANGLOISVENDREDI 13 JUIN 2003

Ton travail semble demander certaines conditions, de lieu, de contexte. Quels sont-ils ?

Mon travail n’a aucune condition de lien, de context, d’heure, de race, de nombre ou de temps. Je peux trés bien
travailler avec une famille de quatre ou une communauté de S000 habitants.

Ma pratique est un protocol créatif que j'applique dans des contextes de partenariat. La seule condition est le
partenariat. Sans étre alimenté par le contexte et la nature du partenariat, le travail n’existe pas. Tu peux dire, je
suppose, que les relations entre individus et I'espace social sont mes conditions de travail.

11 fait intervenir des personnes extérieures, de quelle manidre les approches-tu ? A Acigné la
biennale de 1a jeune création permettait cette approche, presque comme un alibi, y-a-t’il toujours un contexte
artistique & la base de ton travail ?

Les projets ont tous une nature et origine différentes. Je responds souvent & des appels d’offre de pratiques
professionnelles variées, proposant une approche individualisée A un sujet social ou lié a 1’espace social. 11 est trés
difficile et souvent trds laborieux de mettre en place un partenariat lorsqu’il n’y a pas de demande. Je propose
toujours un détournement de la demande initiale sur un projet contenant des perspectives plus créatives mais il y a, &
la base de tout projet, une volonté quelconque de la part des partenaires. Il est important d’étre conscient qu’une telle
méthode de travail constitue souvent une prise de risque pour les partenaires. Cette prise de risque est nécessaire pour
que le projet fonctionne et est souvent un élément décisif dans l1a selection de mon projet. 11 est pour moi une régle
€lémentaire dans le partenariat. Les partenaires doivent étre en mesure de prendre des risques, des responsibilités et
des engagements dans un procédés don’t ils ne connaissent pas les conséquences et aboutissements. Leur seul
garantie est le fait que le procésus de création est basé sur la qualité de notre échange et que le projet peut-étre
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mterrompu a tout moment. Intégrer des partenaires dans le procédé créatif veut aussi dire les intégrer dans la part de
risque de ce procédé.

A Acigne c’etait I’occasion de travailler avec un partenariat a-priori volontaire et de ce fait réduisait grandement ma
part de travail ‘d’education’ et de négociation.

Mes projets ont rarement été liés au contexte artistique. Je n’ai jamais voulu faire valoir ma pratique ou la valoriser
par rapport au models proposés par I'institution. Je pense que c’est une pratique 2 part enti¢re qui a besoin de ses
propre modes de diffusion et de valorisation, Ceci dis, je recherche toujours la nature et la definition de cette pratique.
Néanmoins ces dix derni¢re années, le contexte artistique a contribué au financement du développement et de

I'affinement de ma pratique.

P Mets-tu en place un protocole avec ces personnes ? Si c’est le cas, est-ce toujours le méme ou

change-t-ll selon les projets ?

Le protocol est toujours le méme avec une adaptation par rapport au context et aux personnes que j’adresse. C’est une
sorte de négociation progressive et une chronologie d’événement. Cette chronologie peut-etre utilisée par n’importe
qui mais son interpretation rend chaque événement unique.

1. Se mettre d’accord sur les objectifs du projet

2. Choisir ses méthodes indicateur et de control de Ia progression du projet

3. Mettre en place le travail visuel d’interprétation ou de métaphore de la discussion engagée

4. Analyser et évaluer la qualité du protocol engagé
5. Echange des retombées du projet et plannification future (si appropri¢)

I1 me semble que lorsque tu te présentes tu ne te qualifies pas d’artiste mais de statisticienne,
pourquoi ?

Mon statu professionnel n’est pas encore trés identifiable. Par expérience, le fait de me présenter en tant qu’artiste est
préjudiciable au projet car la pratique n'a rien en commun avec le model de travail de I'artiste pratiquant en context
institutionnel ou en gallerie. Je préfere utiliser des métaphores de model professionnel autres de fagon a mettre en
place un meilleur échange dans le partenariat et pour le bénéfice du projet tenter d’évacuer toutes idées préconcues, y

compris celles sur le travail d’artiste.

DE LA PART DE : anne langlois (ann.langlois@wanadoo.fr)
Date : 17/06/03 a 11h22

A: Stefanie Bourne

SUJET : Re: Questions

Bonjour Stéfanie,
Je trouve le texte pour le catalogue de la Biennale trés bien, trés clair, et je trouve ¢a bien que Bemnard Corlay en ait

écrit une partie, c'est a I'image du projet.

Sinon, merci pour les réponses. J'ai des précisions a te demander par rapport & deux d'entre ¢lles, que voici ¢

1.2. Quand je parle de conditions et de contexte spécifiques, c’est par rapport au domaine de I'art. C’est 2 dire que tes
besoins ne sont pas un espace d’exposition de tant de m2, mais plut6t une association, un

village, un groupe, non ?

2.2. De quels types d’appels d’offre de pratiques professionnelles profites-tu pour réaliser ton travail ?

Et enfin, une nouvelle question :
5. Peux-tu me parler de « Vernacular »? Est-ce un titre générique 2 ton travail ou concerne-t-il un projet précis ?

merci d'avance,
bien a toi
Anne

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 21/06/03 2 15h17 -

A: ann.Janglois@wanadoo.fr

SUJET : Rep:Re: Questions
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Bonjour Anne,

~ Voici les reponses a tes questions. Mon histoire de contexte n'est pas tres clair. Tu as peut-etre mis le doigt sur
quelque chose que je dois clarifier.

A plus tard
Stefanie

Bonjour Anne,

Je pense que Bernard etait etonne que je lui demande de contribuer au catalogue. Ca a ete un peu long car il est tres
occupe. Je voulais un texte que I'on aurait travailler ensemble mais cela donnait trop de travail. Donc ca a ete la

question de quelques e-mails. Internet....

Ca serait dommage maintenant que le catalogue ne se fasse pas. J'attends la rentree pour recontacter Rennes
Metropole.

QUESTIONNAIRE ANNE LANGLOIS VENDREDI 20 JUIN 2003

Bon a nous maintenant:
1.2. Quand je parle de conditions et de contexte spécifiques, ¢’est par rapport au domaine de I'art. C’est 2 dire que tes
besoins ne sont pas un espace d’exposition de tant de m2, mais plutdt une association, un village, un group non?

Tu as raison. Mon espace de travail n’est pas des metres carres meme si la gérance de ces m’est primordial dans
chaque projet. Iis font partie de mes outils de visualisation du protocol.

Tu décries ces contextes comme des licux physiques (village) et institutionnels (association). Je les vois plut6t
comme des espaces de vie. La fagon don’t les gens rentrent dans une boulangerie, les mouvements de foule, de
circulation dans un espace urbain ou rural. Les contexts qui m’interessent ne sont pas des objets definis et
permaments ils sont en evolution avec la vie qui les entoure.

C’est 12 od je ne m’identifie pas du tout avec le monde de I'art. Je travaille avec des contextes qui sont principalement
lie au mode de vie des gens mais pas des lieux definis. Si tu vois la difference. Le domain de 1'art ne peut pas
travailler dans ce contexte indifinie, cet entre deux. Par contre I'urbaniste, le sociologue, parfois méme
I'archéologiste ou le statisticien, oui; et ils se réfeérent tous & des éléments objectivés mais leur travail n’est pas
dependant de I’espace physique. Je ne ressens pas le besoin de référé ce travail au monde artistique en 1’adaptant aux

contextes de I’art

Jusqu'a maintenant, seules mes conditions de financement m’ont rattachees aux contextes du domaine de 1’art que tu
decries, pas mon travail directement.

2.2. De quels types d’appels d’offre de pratiques professionnelles profites-tu pour réaliser ton travail ?
J’ai énnonce les activités dans la question 1.1. Ceci dit, je viens aussi d’envoyer des dossiers dans deux centres

artistiques contemporains.

5. Peux-tu me parler de « Vernacular »? Est-ce un titre générique 2 ton travail ou concerne-t-il un projet
précis ?

A Porigine, 1994, Vemaculaire était ce qu I'on appele en anglais un *parapluie’ regroupant des projets ayant une
méme approche de I’espace public. A I’époque j’entreprenais des projets d’art public ‘commerciaux’ qui étaient mon
revenu principal alimentaire. Je rescentais le besoin de separer cette activité des projets de Vernaculaire qui
répondaient rarement 3 une demande, qui étaient plus entreprenant et que souvent je ne pouvais pas expliquer!

C’est lorsque j'ai commencer & analyser les projets de Vernaculaire dans le cadre de ma thése que je me suis rendu
compte que le point commun entre ces projets n'était pas la production finale mais d'avantage la méthode d’approche
et de négociation utilisée dans chaque lieu. Vernaculaire est devenu le nom de mon protocol, de mon travail. Je
souhaiterai presque pousser cette méthode, ce protocol, 3 son maximum de fagon 2 ce que mon nom d’artiste
disparaisse de mes projets et qu’ils deviennent presque le nom d’un produit, le nom d’une pratique (utopic? peut-

étre.) :
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C’est un peu rapide et je ne suis pas encore tres clair dans mon discours. Mais je sens que ca s’eclaisi,
progressivement. N'hesites pas a me recontacter.

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 28/07/03 a 15h40

A: ann.langlois@wanadoo.fr

CC : 40mcube@free.fr

SUJET : Recherche Anne desesperement, fini les vacances
Bonjour,

Je me demandais si tu pourrai repondre a cinq themes comprenant chacun sept questions. Tu recevras un theme a la
fois. Le hic, c'est que tu devras me renvoyer deux questionnaires-reponses: un qui s'applique a ta

comprehension de l'evenement d'Acigne 'Carte blanche:...' et le deuxieme sur le projet Building Underwood de
David. Les questions sont les memes, mais tu devras faire un petit exercice d'esprit dans tes reponses. Qu'enpenses-
tu? est-ce faisable?

Ou en es-tu dans tes ecris? Ca devrai bientot etre la fin?

A bientot
Vernacular/stefanicbourne,

DE LA PART DE : anne langlois (ann.langlois@wanadoo.fr)
Date : 29/07/03 & 10h40

A: Stefanie Bourne

SUJET : Re: Recherche Anne desesperement, fini les vacances
Bonjour Stéfanie,

oui je suis encore vivante !

Mon mémoire s'appelle « L'art par immersion », mon directeur de recherche est Jean-Marc Poinsot (critique et
historien de 1'art) & I'Universit€ Rennes 2 dans la section Histoire et critique des arts.

On peut avoir un apercu de mon travail dans le texte du catalogue MST que je t'avais indiqué : « Immergeons-nous 3
présent » in De[s]reglements, protocoles en situation , Rennes : Presses universitaires de Rennes (coll. Métiers de
I’exposition), 2002.

En ce qui concerne les équivalences de diplome, je ne les connais pas vraiment. Le DEA (Diplome d’Etudes
Approfondies) se situe aprés la maitrise et avant la thése, ce qui correspond 2 la 5¢me année d’étude apres le
baccalauréat.

Dis-moi si tes profs veulent un résumé ou une présentation de ce travail, je ne sais pas...

Sinon je voulais justement t’écrire pour te parler d’une invitation que nous avons en Lorraine, & Forbach, par un lien
- d’exposition associatif qui s’appelle Castel coucou. I s’agit d’une carte blanche 4 40muce pour inviter un artiste &
réaliser une résidence de 15 jours et une exposition aux mois d’avril ou mai prochain. Cette proposition nous
paraissant trop rigide, Patrice et moi avons commencé a la remettre en question en demandant si la résidence pouvait
étre plus longue, découpée en plusieurs fois, 2 une autre période, et si on pouvait envisager une édition plutdt gu'une
exposition. Donc nous sommes en tractation. Nous avons pensé i toi et & ton travail. On peut peut-étre en parler de
vive voix (je n'ai pas ton numéro de téléphone donc voici le notre : 02 99 38 65 91, et tiens au fait nouvelle adresse
aussi : 11 rue Frangois Broussais 35700 Rennes). Sachant que nous n’accepterons cette invitation que si toutes nos
conditions, en concertation avec 1'artiste, sont acceptées.

Je suis bien entendu d’accord pour répondre et réfléchir A tes questions, j’aime bien I'exercice.

Voila, sinon le bébé n'est pas encore 13, dans trois semaine normalement (peut-étre avant ce serait pas mal) mais en
tout cas il va bien. L'é1é se passe bien, entre cette attente et le dea, que je dois rendre fin aofit pour une soutenance en
septembre.

Et toi, es-tu bien installée A Paris ? comment se déroule ton ét€, boulot / vacances ?

Bien a toi et 2 bientot
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Anne

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 29/07/03 3 14h24

: ann.langlois@wanadoo.fr
SUJET : voici-voila

Ha ben te voila, ca fait plaisir de t'entendre!

Merci des informations sur ton memoire. En fait, tu vas etre cite dans les references d'une publication par rapport a Ia
notion de protocol dans une publication de I'universite. Je pense que ce que tu as donne,
ca sera parfait. Si mon directeur de recherche demande plus d'information, je lui donne ton adresse e-mail

directement, C'est OK?

(.. .) Sinon, tu trouvera ci-joind la premiere partie du questionnaire. je souhaiterai que tu I'appliques dans I'ordre de
ton choix au projet Building Underwood (meme si tu ne I'a pas visite, tu en as connaissance de part

tes recherches) et au projet SB de residence Transition’ a Acigne (c'est a toi de voir a quel moment I'action amsuque
a debute dans les deux projets) Je commence a etre courte en temps donc je n'ai pas traduit les

questions, Par contre tu peux y repondre en francais! Contactes-moi si tu as des doutes sur le contenu du
questionnaire, Tu recevras la deuxieme section en retour des reponses de la section I. Merci

Bonne chance pour tout, si c'est une consolation, mise a part le bebe, nous sommes toutes deux dans de beaux draps,
attachees a un bureau en plein ete, c'est pas humain.... Mon installation a Paris est une
catastrophe mais bon il y a urgence. Je dois finir cette these pour Octobre. On fera I'etat des lieux plus tard.

Bien a vous et toi, prends soin de toi.

Stefanie

DE LA PART DE: anne langlois (ann.langlois@wanadoo.fr)
Date : 30/07/03 & 09h40

A: Stefanie Bourne

SUJET:

Re: voici-voila Il

oubliee d'attacher le questionnaire!!!!

Message du 28/07/03 15:41

DE LA PART DE: Stefanie Bourne

A : ann.langlois@wanadoo.fr

Copie a : 40mcube@free.fr

Objet : Recherche Anne desesperement, fini les vacances

Bonjour,

Je me demandais si tu pourrai repondre a cing themes comprenant chacun sept questions. Tu recevras un theme a la
fois. Le hic, c'est que tu devras me renvoyer deux questionnaires-reponses: un qui s'applique a ta comprehension de
I'evenement d'Acigne 'Carte blanche:... et le deuxieme sur le projet Building Underwood de David. Les questions
sont les memes, mais tu devras faire un petit exercice d'esprit dans tes reponses. Qu'en penses-tu? est-ce faisable?

Ou en es-tu dans tes ecris? Ca devrai bientot etre ]a fin?

A bientot
Vernacular/stefanicbourne,

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 07/08/03 &4 08h38

A: ann.langlois@wanadoo.fr

SUJET : Questions sur ‘Carte Blanche'/Building Underwood?
Bonjour Anne,

{...)Est-que je peux te poser une question pour une réponse trés franche? J'ai envoyé le questionnaire & David Evrard,
Dettie Flynn et toi-méme. Je n'ai de réponse pour la premiere section de personne. Les questions sont-¢lles trop
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difficiles, ennuyantes? dois-je les résumer? Jai envoyé le premier questionnaire 2 David, voila plus d’'un mois. Je
m'inquiéte. Je devrai peut-étre modifier les questions pour les prochaines sections car il me faut toutes les réponses
pour fin septembre.

Qu'en penses-tu? Merci de ta franchise
A bientot
Stefanie

DE LA PART DE : anne langlois (ann.langlois@wanadoo.fr)
Date : 08/08/03 A 18h52

A: Stefanie Bourne

SUJET : Re: Questions sur 'Carte Blanche'/Building Underwood?
Bonjour Stéfanie,

(...) En ce qui concerne tes questionnements, je n'ai pas encore répondu 2 ton entretien car je boucle un texte pour
1"édition de notre dernier projet, Chantier public, qui sortira en septembre. J'ai regardé tes questions, elles me
semblent claires et précises, méme si je doute un peu de mon anglais approximatif (si tu les a en frangais je les veux
bien, sinon je me débrouillerai avec). Est-ce que David Evrard les a eu en anglais ? car je ne suis pas siire qu’il soit
trés fier en anglais non plus. En tout cas avec moi David a toujours mis du temps 3 répondre & mes questions, et n’a
toujours pas répondu & mes deux demiéres, qui doivent dater d°il y a deux mois 2 peu prés. N'hésite pas 2 le relancer.
Quand a Detty Flynn, je suis allée il y a un moment 3 Nantes pour voir son travail réalisé dans le cadre de Building
Underwood et je ne suis pas siire qu’elle est pris toute la mesure de ce projet. Il m’a plutdt semblé qu’elle était allé 13-
bas, qu’elle y a continué son travail photo et voila, Je me dis peut-étre qu’il y a un décalage car tu es trés avancée A un
niveau de réflexion et de théorie sur ton travail — et sur le leur - et que eux n’en sont peut-&tre pas I (et peut-étre que
moi non plus d’ailleurs). Certains artistes ne sont pas les mieux 3 méme de parler de leur travail, aussi paradoxal que
cela puisse paraitre (ce n’est pas un jugement dépréciatif mais un constat).

Le mieux est de les appeler et de leur poser franchement la question, tu seras fixée. Ces entretiens me semblent
centraux dans ta recherche, peut-étre faut-il qu’ils le soient moins. C’est un peu ce que jai du faire, car sinon tu
n’avance pas, malheureusement, et qu’il ne faut pas que ta réflexion dépende de la leur.

Voila mon avis, je m’occupe au plus vite de te répondre.

A bient6t
Anne

DE LA PART DE : Anne Langlois (ann.)anglois@waanadoo.fr)
Date : 12/08/03 4 13h07
A: Stefanie Bourne
SUJET : Re: Questions sur 'Carte Blanche'/Building Underwood?
Jlespere que je n'est pas €té trop abrupte dans mon demier mail, dans ce que je dis sur les artistes... il ne s'agit pas d'un
jugement, et encore moins d'un jugement négatif.a plus
Anne

DE LA PARTDE :

Stefanie Bourne (stefaniebourne@ifrance.com)

Date : 12/08/03 & 13h46

A: ann.langlois@wanadoo.fr

SUJET : Rep:Re: Questions sur 'Carte Blanche'/Building Underwood?
Bonjour Anne,

Non pas du tout. Je viens de relire ton e-mail. Tes commentaires etaient assez juste, C'est la raison pour laquelle j'ai
accepte d'entreprendre cette these. Je pense que les artistes devraient etre capable de parle

de leur travail et donc d'aquerir les memes outils que le critic de facon a etre pro-actif, etablir un echange et non etre
passif par rapport a l'ecriture de leur travail. Il est malheureux que nous n'ayons pas cette formation en ecole d'art. Je
pense que mon approche de ma these est tres differente de la tienne, car je suis practicienne avant tout, mais elle nous
permet d'avoir un dialogue, enfin j'espere.

J'ai recu Jes premieres reponses de Dettie. Tu avais raison. Elle a utiliser 'espace de Bu pour continuer sa demarche et

definie Fevenement de BU comme un institution artistique. Chose a laquelle je n'avais pas du tout pense. Je voyais
BU comme une practique, od un certain protocol en accord avec les artists devait etre accepte par les visiteurs. Enfin,
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jattends le reste des questionnaires. C'est pationnant! Et oui, il me faut peu de chose.

Prends soin de toi. Ne t'inquites pas je ne m'offusque pas vraiment. Je suis juste une peu parano car j'ai des grands
pieds et ouvre ma bouche souvent au mauvais moment. C'est tout, sinon je crois avoir bon
caractere, comme on dit!

A bientot
Stefanie

DE LA PART DE : anne langlois (ann.langlois@wanadoo.fr)
Date : 14/08/03 & 16h04

A: stefaniebourne@ifrance.com

SUJET : question section 1

Stéfanie,

voici mes réponses, j'espere pas trop 2 cOté de la plaque car je ne suis
pas siire d'avoir saisi 1a subtilité de toutes les questions. Donc si tu
veux des précisions...

bien 2 toi et bon travail

Anne

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 14/08/03 & 16h27

A: ann.langlois@wanadoo.fr

SUJET:

Pardon, j'ai reussi a les ouvrir. Je te fais part de mes commentaires au
plus vite. (questionnaire compris car tu auras le droit 4 la deuxieme
section, que je traduirai pour toi...)

Merci
A bientot
Stefanie

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 14/08/03 a4 20h07

A: ann.langlois@wanadoo.fr

SUJET : questions section 2

Anne,

Merci pour la premidre section, les problémes de traduction sont en fait intéressants! Je fais un résumé aprés la
section 5 et te contactera si nécessaire. Mais jusqu'a présent tout est bien, méme trés bien.

Jai traduit cette deuxizme partie de fagon & épargner un peu de ton temps.

Merci
A bientdt
Stefanie

DE LA PART DE : Anne Langlois (ann.Janglois@wanadoo.fr)
Date : 03/09/03 & 16h24

A: Stefanie Bourne

SUJET : questions 2

Voici mes réponses 2 la deuxiéme vague de tes questions.

a plus tard

Anne

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 05/09/03 & 10h30 :

A: ann.langlois@wanadoo.fr

SUJET : Questionnaire section 3

re-Bonjour,
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Merci de tes reponses pour sections 2. Souviens-toi j'essaie d'intentifier les caracteristiques communes entre Building
Underwood etVernaculaire. J'ai donc besoin que tu adresses les deux pratiques dans tes reponses. Je realise que ce
n'est pas toujours evident.

Voici la section 3 sur les moyens de communication utilises dans les deux pratiques.

Bonne chance, entre deux biberons....

Bien 2 toi.
Stefanie

DE LA PART DE : Anne Langlois (ann.langlois@waanadoo.fr)

Date : 06/09/03 & 18h23

A: Stefanie Bourne

SUJET : Re: Questionnaire section 3

Je répond vite je m'épatte ! il faut dire que c'est la seule chose que jarrive 2 faire entre deux biberons. Mon dea, c'est
une autres paire de manches. Mais bon, ton questionnaire m'aide aussi 2 mettre mes idées au

clair. Tu as raison j'ai répondu de maniére générale aux questions précédentes, j'ai davantage ciblé cette fois-ci.

a plus

Anne

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 08/09/03 & 08h34
: ann.Janglois@wanadoo.fr
SUJET : Questionnaire section 4
Merci beaucoup pour cette efficacite. Voici 'avant derniere, section 4.

Je sais que c'est impossible, mais si je peux t'aider pour ton DEA, n'hesite pas a me le dire. Je n'ai moi-meme plus que
deux mois. Il va falloir que 'on se motive mutuellement!!!!

Si tu as le temps, peux-tu m'indiquer en quoi ces questions d'aident a

Eclairssir le sujet que tu etudies?Quelles sont les idees clef qui t'aide? Je suis un peu dans le brouillard dans mon
analyse, ca pourrait peut-etre me declancher quelque chose!!!

Bon biberons

Bien a toi.

Stefanie
06 68 66 53 51

DE LA PART DE : Anne Langlois (ann.langlois@waanadoo.fr)
Date : 25/09/03 4 16h32

A: Stefanie Bourne

SUJET : <Pas de Sujet>

Bonjour Stéfanie,

comment vas-tu depuis ton passage 2 Rennes ?

voici la section 4 de tes questions.
Anne, Patrice

DE LA PART DE : Anne Langlois (ann.langlois@waanadoo.fr)

Date : 26/09/03 3 16h49

A: Stefanie Bourne

SUJET : Re: questionnaires §

Sinon en piéce jointe mes réponses 3 ton questionnaire, est-ce que ¢a va les
réponses ?

Bien a toi

Anne
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SECTION 1: VALUING AND NAMING THE WORK
Section 1: Question générale de cette section: Quels sont les moyens de communication
permettant d’évaluer et de donner un nom a cette pratique artistique?

1. In the planning of the work, how do you think the work relies to the current institutional
critic system to create its story?
Dans la .création de son histoire, quelle relation le projet entretien t-il avec la critique

institutionnelle actuelle?

Personnellement, j'ai lu certaines choses et vu quelques oeuvres de critiques ou d'artistes qui se sont
revendiqués de "la critique institutionnelle”, dont Renée Green, Fareed Armaly, Ute Meta Bauer, Regina
Moller ou Andréa Fraser. Je me suis réguliérement acheté la revue "october” et j'en ai parfois tiré quelques
enseignements. C'est un bon magazine, il me semble mais cela dépasse le cadre strict de la critique
institutionnelle. Meme si ce mouvement m'a intrigué, c'est au méme titre que plein de choses, et si
certaines choses m'ont inspirées, ce n'est pas différents des choses qui m'ont inspirées dans le sport, la
science, la mode, la politique, le son, la ville, mes amis ou tout autre chose vue, ressentie, pensée elc...
Ce n'est en tout cas pas quelquechose dont j'ai envie de me revendiquer. Et surement pas dans le cadre
de B-U. Je crois que I'époque a ceci de bon que l'on peut travailler dans un appartement, un garage, un
musée, un village, une revue de mode ou une revue underground c'est du pareil au méme. Je dit cela tout
en sachant bien que tout le monde ne réagit pas comme cela, it y a des collectionneur qui n'acheterons
pas une piéce dans un garage et qui acheterons la meme piéce dans une galerie. Mais ca c'est merdique.
Le seul truc c'est que l'institution comprend deux choses: 'argent et I'état. Des moyens de productions et
lappartenance a un systéme de représeniation, disons, civil, au sens constitutionnel. Et cela met sur
linstitution une belle couche de vernis. C'est totalement factice. Généralement grossier. Mais cela
participe d'un systeme dans lequel nous sommes, qu'on le veuille ou non, tout a fait inscrit et qui se
comprend a l'intérieur de notions telles que I'état, le droit, la représentation, etc... Peu d'institutionnel utilise
ce prestige pour valoriser un travail ou un artiste, au contraire, pour la plupart il se serve de l'art pour
supporter l'institution. C'est en ce sens que, dans bien des cas, une analyse critique des comportements et
fagons dont l'institution s'employe (principalement au travers des expositions) est trés importante. Mais je
pense qu'aujourd’hui il y a des moyens beaucoup plus subtils, et donc a terme je crois plus radicaux, de
s'employer a demonter/remonter ce que suppose linstitution (ou d'autres formes de comportements
sociaux a caractére institutionnels) que la pedagogie didactique dont “la critique de linstitution a l'interieur,

de l'institution” s'est faite maitre.

2. In implementing and organising the project, what major mode of dissemination (exhibition,
event, etc...) was used in the different phases of the creative process?

Dans la mise en oeuvre du projet, quel est le principal moyen de communication (exposition,
événement, etc..) utilisé dans les différentes phases du procédé créatif?

La rencontre et la publicité.

3. Can you describe the structure of the work?
Pouvez-vous décrire la structure du travail?

A la base, trois personnes, porteuses du projet pour ce qui est de la conception, de la mise en place et de
la communication (Simona Denicolai, David Evrard, Ivo Provoost). Une quatriéme pour toute l'intendance
(Anne Grandhenry). Cela pour l'ensemble du projet. Autour de cela, chaque personne qui passait sur le
terrain était inscrite dans le projet. Un ingénieur a étudié comment amener de l'électricitd. Un comédien a
lu des textes. Un gestionnaire de FRAC est venu bronzer avec ses enfants. Des artistes sont venus
discuter, prendre des photos. Plein de gens se sont mis au travail pour les réalisations. Parfois des gens
du village. C'est difficile a décrire tant tout ce qui se passait constitue le travail. Y compris ce qui se passait

en dehors de nous...

4, In the feedback, who do you think evaluate the practice?
Une fois le projet réalisé, qui évalue la pratique?
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L'ensemble des personnes directement engagée dans le projet. Par exemple, cela nous interesserait
beaucoup que quelqu'un fasse linterview des gens qui sont passés, qui ont investi Building-Underwood
d'une maniére ou d'une autre. Ca ce serait un beau travail a faire si l'on veut prendre I'ampleur des
réalisations.

5. Who sustain the creative process, the local culture or the art institution? Is it both and how?
Qui nourrit le procédé créatif, la culture locale ou l'institution artistique? Est-ce les deux et
comment?

C'est beaucoup plus que cela et beaucoup plus simple. Cette question est un peu dure, presque morale.
Ce qui nous a principalement nourri c'est le plaisir d'etre ensemble, sur place, de voir les choses
fonctionner,.évoluer. Les gens et les choses qui nous entourent sont plus importantes que de savoir
comment ceci ou cela correspond a telle analyse ou étude contemporaine.

6. In the learning of the experience, would you name the work otherwise than an artwork?
Why?
A la suite de I'expérience, nommeriez-vous le projet autrement qu'une oeuvre d’art? Pourquoi?

Nous avons réfléchis au terme "projet”. Ce terme était vraiment interessant pour nous dans ce qu'il
suppose comme rapports, noeuds de sens et d'interpretations, qui peuvent s'entendrent avec la
psychanalyse, I'architecture, le cinema. C'était bien et tout a fait approprié a ce que nous voulions
développer sur place. Mais nous avons abandonné ce terme parceque dans le milieux de I'ant (qui est
I'endroit ou nous avons communiquer le plus sur ce travail) ce terme ne veut plus rien dire. Dans les
dossiers de présentation nous avons écrit: Building Underwood est un appareil culturel.

7. What type of dissemination do you think the project need after the event?
Quel genre de communication pensez-vous que le projet ait besoin aprés Pévénement?

C'est intéressant pour nous que le projet nous échappe, du moins jusqu'a un certain point. Nous sommes
pour que tout le monde s'approprie ce projet, en parle, écrive dessus, fabrique sa propre histoire a partir
de cela. Nous sommes aujourd'nui les témoins privilégiés de ce projet. Il y a eu pratiquement 25
personnes cet été sur le terrain & un moment donné. lls ont reconstruit des choses, rencontrés des gens
sur place, pris des photographies, envoyé des cartes postales. Nous n'y étions pas.

SECTION 2: RELATIONSHIP WITH THE AUDIENCE
Section2: Question générale de cette section: Comment la relation au public rend t-elle visible
I'expérience artistique?

1. In the planning of the work, whose audience the project addresses? And why?
Dans le cadre de la ‘conceptualisation’ du projet, & quel public pensiez-vous que le projet
g’adresserait-il? Et pourquoi?

" Nous n'avons pas fonctionné comme cela. Il ne s'agissait pas d'atteindre ce que les publicitaires ou les
commerciaux d'entreprises appelent “un public cible". On pensait bien qu'il y avait une série de gens qui
passeraient, et on esperait que les gens du village serait enthousiastes. C'est tout.

2. In the implementation and the organisation of the project, is the environmental context more
important than the human context?

Dans le cadre de la mise en oeuvre et de V'organisation du projet, le contexte géographique et
physique est-il plus important que le contexte humain?

A égalité. Le coté humain est essentiel, évidement, mais tout I'envirronement a participé pleinement du
projet. Ailleurs, cela aurait été autre chose. Avec d'autres personnes ¢a aurait été autre chose. Cela est
évident. C'est I'essentiel du truc.

3. Do you think that the structure of the work and its relationship to its audience would benefit
from addressing local institutions in its dissemination instead of the current art critic institution?

La relation entre le public et I'expérience artistique peut-elle étre davantage visible par une
dissémination locale plutét que par le biais de la critique artistique actuelle?
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Je ne sais pas. D'autres expériences de ce type peuvent trés bien marcher également, y compris
mennées par des critiques d'art.

Et je ne comprends pas bien I'opposition que vous faite entre les "dissemination locale” et la critique
artistique actuelle... L'un n'empeche pas l'autre.

4. In the learning of the experience, would you think the artist should consider inviting others
professionals to contribute to the creative process. What would their role be?

Dans le cadre de Vétude de I'expérience artistique, pensez-vous que I'artiste devrait inviter d’autres
professionnels a contribuer au procédé creatif. Quel serait leur role?

Est-ce que vous parlez en général ou dans le cadre de Building Underwood? Dans le cadre de B-U nous
avons invité plein d’autres professionnels. Et c'est absolument la spécificité de Building Underwood, tout le
monde participait de I'affaire, professionnel ou chomeur, amateur ou non... C'est vraiment ce qui a fait la
paricularité de Building Underwood : un nivellement général des rbles, des hierarchies et des
compétences. Pas de public. De la publicité, mais pas de public. Dans ce cadre, sur ce terrain, il y avait
parfois des visites mais qui était trés différentes de ce que I'on pourrait définir comme une visite
d'exposition ou d'une performance dans lequel le public serait intégré.

5. How do you think the relationship to the audience contributed to the creative process? »
Comment pensez-vous que la relation avec le public contribue au procédé créatif?

Il n'y a pas de public a proprement parlé dans ce projet...

6. Is the outcome of this relationship defer when lived in the art experience instead of the
postproduction of the art experience?
Le résultat de cette relation est-elle différente si elle est vécue in-situ ou en differée dans la
postproduction de I'expérience artistique (expo, catalogue, etc)?

Oui, a ce moment I il y aurait effectivement un public...

SECTION 3: DISSEMINATION OF THE WORK
Section 3: Question générale de cette section: Quels sont les moyens de dissémination rendant
I'oeuvre visible?

1. In the planning of the work, how would you describe the different phases of the project?
Dans le cadre de la planification du travail, comment décrivez-vous les différentes phases du
projet?

Nous avons décrit les différentes phases du projet dans linterview écrite que nous avons réalisée avec
Anne Langlois. Ces phases ont pourrait peut-&tre les résumer comme suit: élaboration/conception -
recherche - mise en place -évolution - ... ‘

2. How do you see those phases contributing to the construction of the story?
Comment voyez-vous ces phases contribuer & la construction de I'histoire, du projet?

D'une maniére trés pratique. Le temps, commae l'envirronnement ou l'ensemble des participants a permis
de faire évoluer ca travail, a la maniére d'un récit.

3. What partnerships is more important for the visibility of the work?
Quel est le partenaire le plus important pour la visibilité du projet?

Michael Jackson.

4. In the implementation and the organisation of the project, can you define the relationship
between the dissemination process and the creative process?

Dans la mise en oeuvre du projet, pouvez-vous définir la relation entre le procédé de dissémination
et le procédé créatif?

Ce terme de dissémination est assez beau. Cela fait penser au pollen qui s'envole et cherche le fruit a

faire bourgeonner. Une sorte de procédé de séduction ventilé au hasard. Et dans ce cas, comme nous
avons parlé de rencontres ou d'invitations, le procédé de dissémination est intégré au projet, est une partie
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du projet.

5.  What difference do you make in the dissemination process between the event in-situ and the
event ‘exhibition’?

Quelle différence faites-vous entre les moyens de communication du projet in-situ et ceux de son
‘exposition’?

Il y a déja eu des expositions personnelles qui étaient relatives & Building Underwood. Dans ce cas,
l'artiste employait son expérience, sa situation, etc... de maniére subjective, en organisant une série
d'éléments dont Building Underwood peut-etre l'objet central ou un theme. Il y a également eu des
conférences, qui font partie, sur un mode descriptif et interpretatif, de la publicité de Building Underwood.
A trois, nous avons plusieurs fois réfléchis a I'organisation d'une exposition, mais nous n‘avons encore
arreté aucune forme précise. D'autre part, nous avons invité un écrivain de fictions, joel napolillo, qui est
passé deux étés sur le site, 3 réaliser une nouvelle a partir de ce travail.

6. In the feedback, how would you go about leading the visitor on understanding the nature of

such project?
Comment accompagnez-vous le visiteur dans sa compréhension d'un tel projet?

Nous réfléchirons a cela, s'il y a lieu, lorsqu'il s’agira de 'expérimenter.

7. How do you think the project should rely on marketable product to communicate the work?
Comment la communication du projet doit-elle s’accompagner de produits commerciaux?

Je suis incapable de répondre a cette question de maniére pertinente. La seule chose que je peux dire est
que nous vendons des tirages de notre poster qui étaient des tests de l'imprimerie sur des papiers déja
imprimé (avec en fond, donc, des choses trés locales).

8. What is the value of the word of mouth in the context of the event?
Quelle est la valeur donnée au ‘bouche a oreille’ dans le contexte du projet?

Je ne sais pas comment comprendre le terme de "valeur" dans cette question. Il me semble juste que le
bouche a oreille a bien fonctionné, que nous n'en avons pas completement la maitrise mais que c'est un
phénomeéne, comme les conférences, qui est du domaine de la publicité. Peut-étre plus intéressant.

9. In the learning of the experience, how do you see the dissemination of a project? Should it
be about the process or about the impact of a product/event used during the project?

Les moyens de dissémination ont-ils été appropriés?

Oui, ca a été. Nous avons fait avec les opportunités, comme pour le magazine zero-un et le magazine
zaro-deux.

Ces moyens de dissémination ont-ils révélé le procédé ou I'impact de I'événement?

Peut etre en partie le procédé (car nous avons directement publié des travaux réalisés par d'autre gens|
que le groupe de base). L'impact, je ne suis pas sdr.

10.  Could this practice benefit from being dissociated from the institutional critic and create its
new language inspired from a non- artistic status? Why?

Cette pratique pourrait-elle bénéficiée de sa dissociation avec le milieu artistique et créer son
propre langage inspiré d'un statut non-artistique? Pourquoi?

Je ne crois pas. Beaucoup d'artistes ont mimés, copiés, falsifiés des procédures, prérogatives,
comportements allant de I'entreprise & la rock-star. C'est parfaitement inscrit dans le milieux de l'art.
Arriver a créer son propre langage - sans que celui-ci ne soit inspiré d'un statut non-artistique - est
'ambition plus ou moins secrete, plus ou moins romantique, plus ou moins marginale, c'est selon, de la
majorité des artistes. Et sans doute la notre également, mais il n'y a pas de marche & suivre pour cela, il y
a a bosser, a faire des choix. Ce qui n'empeche pas que I'on puisse se retrouver dans le travail d'un autre.
Parcequ'on sait pertinement que c'est une logique pervertie qui, de fait, s'oppose a son épanouissement
par une simple exigence technique, c'est le fait que pour reconnaitre un langage particulier il faut une série
de conditions communes et permanentes pour qu'un langage puisse etre reconnu comme tel. C'est un
cercle vicieux. Si demain vous croiser un extraterrestre, il faudra qu'il y ait quelquechose de commun entre
vous qui reconnaisse f{'existence d'un signe pouvant étre apprécié comme du langage. Si des
extraterrestres prennent la forme d'une petite pluie fine en octobre, sans plus d'annonce, il est fort a parier,
que la rencontre ne va pas se faire. Si, statistiquement, un galet sur cinq des plages de normandie essaye
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de communiquer, et cela depuis plus de mille ans, c'est raté. ll faut que soit les galets, soit les humains
adaptent quelque chose. Ce qui n‘empeche pas qu'il puisse avoir leur langage propre. Pour les artistes,
c'est pareil. Il y a toujours bien un moment ou il faut dire: ceci est mon langage. Et a ce moment 1, c'est
fini. Cela fait partie d'un systeme de société. Mais c'est ¢a qui est intéressant. On ne peut pas dissocier les
sexpistols de la musique meme s'ils ont refusés, a I'époque, la plupart des choses que proposaient
l'industrie de la musique.

SECTION 4: COMMUNAL SPIRIT

Section 4: Question générale de cette section: La pratique est-elle révélée uniquement au travers
des moyens de dissémination ou soutenue par un esprit communal?

1. In the planning of the work, what were the intentions in regard to thé notion of communal
spirit?

Dans la planification du projet, quelles étaient les intentions par rapport & la notion d’esprit
communal?

Je suppose que vous voulez parler de "communauté”. Pour nous c'était trés simple. Un groupe de gens
réunis 3 un moment donné sur un terrain, a l'intérieur d'un cadre... Si vous voulez parler d’esprit commun,
on peut dire que nos intentions, eh bien, n'étaient pas mauvaises. '

Avec Building-Underwood nous avons traversé plein de références esthétiques : les communautés
hippies, les communautés d’artistes comme Monte Verita, mais aussi le parcours touristique ou le
Vietnam. .

2. In implementing and organising the project, how were used the local historical,
geographical, etc information provided?
Dans la mise en oeuvre du projet, comment étaient utilisées les informations locales données sur
'histoire, 1a géographie, etc?

Comme des éléments de la collection de Building Underwood, au méme titre qu'une conversation, une
photographie, un souvenir, une promenade, une baignade, un repas, une lecture, ...

3. In the structure of the work, would you relate the work to the tradition of the ‘artist shaman’?
Why?
Dans I'événement, compareriez-vous le travail a la tradition de ‘I'artiste shaman’?

Non.

4, What are the project impact and contributions to the local communal ritual?
Quels ont été 'impact et les contributions aux rituels communaux locaux?

Comme c'est parfois le cas en pareille circonstance, nous avons pratiquement divisé le village en deux.
Les pour. Les contre. Nous avons beaucoup investi le rapport au village, d'une part a la mairie et d'autres
part aux habitants, certains d'entre eux étant aujourd'hui de véritables relations. Nous avons pratiqué et
formalisé, dans le cours du travail, un des folklores les plus prisés: 'apero. Ca c'est une institution. Ne pas
prendre I'apéro c'est participer a un véritable systeme d'exciusion. C'est en organisant des apéros sur le
terrain, qui est excentré par rapport au village, que nous avons pu prendre réellement contact avec
quelques personnes originaires de Caudies. Le rapport avec quelques d'entre eux a normalement évolué
vers des visites réguliéres. Nous avons aidé un jeune vigneron a déffriché ses vignes, i nous a montré

quelques coins dans la montagne, il nous a montré comment on "ceuille” des truites & la main et plein| .

d'autres trucs ... Il s'agit 14 de rapports humains. Pas de stratégie. Il se fait que la "différence de culture”
était particulidrement riche. Nous étions -et sommes encore- trés impressionné par la sensibilité et la
générosité de certaines personnes en regard de notre travail sur place. Et comme souvent dans les
rapports avec les gens qui travaillent la terre, le fait que I'on ne "chome pas" sur le terrain nous a sans
doute rendu, en partie, sympathique. Le fait que des filles soient allés déffricher la vigne également. lis
n‘avaient jamais vu g¢a. Décrire les choses ainsi parait méme absurde, car le rapport avec les gens la-bas
n'est en rien un faire-valoir du projet. Nous développons des choses & I'intérieur d'un systéme culturel qui
a ses codes et nous avons pu le metire en perspective dans un paysage ou rien n'est fait pour que ces
sytémes, ces langages, ces modes de fonctionnement puissent s'inscrire. Néanmoins, le fait artistique est
une approche qui nous semblait naturelle et saine vis-a-vis de linstitution locale, en l'accurence la mairie.
C'est en présentant les choses ainsi que nous avons pu organiser une conférence dans le village, utiliser
leur systéme de publication, puis, le dernier été, la lecture d'une fiction diffusée sous la forme d'un
feuilleton sur 'ensemble des hauts parleurs. (note: dans tout le village il y a des diffuseurs, depuis la
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mairie, quotidiennement, les annonces officielles, des impots aux annonces de mariages se font par ce
biais).

Des la conception du projet, la notion de culture etait tres présente. Tres loin de toute idée du High and
Low -je parle ici de la conception pas des constructions. Simplement, on a voulu confronter nos propres
maniéres d'etre et de faire exister des choses a celle d'un paysage (au sens large) différent de celui dans
lequel nous avions travailler jusque fa, ot nous avons toujours été confronté a des procédés plus urbain...

5. In the feedback, what do you think the local interpretations of the project were?

Dans le cadre des retombées, quelies étaient les interprétations locales du projet?

Comme nous le disions plus haut, nous avons séparé le village en deux. Le bouche-a-oreille, ou, pour etre
plus exact, la rumeur, a tourné 3 plein durant nos séjours sur place. On faisaient des films pornos. On était
une secte. On était des dealeurs. Ce genre de trucs.

6. In the learning of the experience, do you think this ldea of communal ritual has
consequences on the art practice? Which one?
Pensez-vous que l'idée de rituel communal ait eu des conséquences sur la pratique artistique?

Qu'est ce que vous entendez par rituel? par communal? par Rituel Communal?

SECTION 5: TRANSFERABILITY

Section 5: Question générale de cette section: Cette relation avec Desprit
communal indique-t-elle une pratique ouverte & chacun ou plutét une pratique
marquant ’empreinte de Pauteur?

1. in the planning of the work, how would you define the administrative and creative methods,
authored or a transferable product?

Dans le cadre de la planification du projet, défineriez-vous la gestion et le procédé créatif comme
appartenant & I'auteur ou comme pouvant étre utilisés par tout a chacun?

Oul, c'est vrai. C'est un truc d'auteur, sur le moment. On a fait évoluer cette position. Mais dés le départ
c'est nous qui avons mis le truc en place, essayé de le récupérer lorsqu'il se dégradait, c'est nous qui
avons inssufflé des choses et qui avons définis la plupart des formes sur le site. Mais ces formes sont le
contexte, donc un moment du projet, des éléments du projet, non sa finalité. Au début, on a travaillé une
forme expérimentale de micro-urbanisme. Donc, le contexte. Mais les rapports avec les gens et avec les
participants a dépassé completement cela en le faisant évoluer, en le transformant. D'auteur, nous
sommes devenus témoins. C'est notre position actuelle.

2. in Implementing and organising the project, would you describe the process of the work as
an authored creative process rather than a transferable product? Why?
Dans la mise en oeuvre du projet, décririez-vous le procédé du travail comme un procédé créatif
d’auteur, ou comme un moyen utilisable par tout le monde? Pourquoi?

Sans vouloir faire Iimbécile avec votre question, la réponse la plus appropriée est un procédé créatif
d'auteur utilisable comme un moyen par tout le monde. Pourquoi? Eeeh bien parceque, et beaucoup de
nos réponses tournent autour de cela, l'intéret de Building Underwood ¢'est la confusion.

3. Is the outcome of the project an authored or a transferable product?
L’issue du projet est-elle celle d'un auteur ou d’un produit commun?

Ce projet est sans issue.

4. In the feedback, do you feel there is a large part of transferability in the different stage of the
project?

Dans le cadre des retombées, avez-vous ressenti la marque de 'auteur dans les différentes étapes
du projet?

Qui, un peu trop sans doute(si vous entendez par marque de [‘auteur: Simona Denicolai, david Evrard, Ivo
Provoost). Mais c'est sans doute a nous de mettre en place quelque chose pour que Building-Underwood
puisse apparaitre comme un processus commun élargi. Plus haut, il y avait une question sur la
dissémination dont la réponse est adaptée également & cette question.
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5. In the learning of the experience can the artwork or its method is transferable?
L'oeuvre ou sa méthode seraient-ils utillisables par d’autres personnes?
Absolument. Mais il faut qu'ils soient fort!

David Evrard pour Building-Underwood, 2003.
E-mail Discussion
February - October 2003 David Evrard

February 2002

Chére Mme Bourne,

Nous avons$ bien regu votre message.

En ce moment, nous travaillons & I'édition qui fera suite & ce projet. L'ensemble des personnes qui sont
passées sur le terrain durant un ou plusieurs des trois étés ont étés invitées a réagir par une intervention.
Nous, de notre c6té, voyions comment organiser I'ensemble des archives que nous avons et
comment les "augmenter” par un travail d’écriture ou de dessins.

En parralléle, nous voudrions monter en un film les vidéos que nous avons tournées. Nous avons une
quarantaine d'heures d'images. Nous espérons pouvoir en tirer une bonne heure, ou une bonne heure et
demie, mais nous n'avons pu encore, faute de temps, chercher de véritable production pour ce projet.
Lorsque nous aurons fini de travailler ces éiéments, nous irons les présenter a8 Caudiés, aux gens du
village. Ensuite, nous voulons monter une exposition, une scéne artificlelle pouvant contenir, sinon
les véritables données de cette expérience, au moins la mise en scéne des éléments qui y ont étés
travaillés.

Cela devra comprendre de f'architecture, de la cuisine, du théatre autant -que du dispositif|
"plastique”.

Comme vous habitez & Rennes, vous devez peut-&tre connaitre Patrice Joly, le rédacteur de zerodeux? li
devrait, je pense, suivre les dévelloppements de ce projet. Il est assez rare, c'est vrai, que nous ayons
recu des mails de personnes que nous ne connaissons pas. C'est trés bien que vous nous ayez écrit. Il est
écrit "Vernaculaire” sous votre adresse. Qu'est-ce que c'est? Et le studio One, votre autre adresse. Je dois
bien vous avouez que nous sommes tout a fait curieux. N'hésitez pas & nous recontacter via ce mail

ou

¢/o David Evrard

12 rue Jules Bouillon

B-1050 Bruxelles

Tel: +32(0)2 512 14 26

S'il se passe quol que ce soit, nous ferons suivre. Bien & vous,
Building Underwood

Objet: Recherche d'information sur Building Underwood.
Date: Wed, 08 Jan 2003 16:06:36 +0000

De: stefaniebourne stefaniebourne@ifrance.com

A: building_u@yahoo.com

Cher David Evrard,

Tout d’abord merci de votre reponse. Je suis desolee d'avoir mis tout ce temps afin de vous repondre a
mon tour. Les necessites du quotidien ont legerement devie mes activites de ces dernier mois.

Je suis ce que I'on peut, peut etre encore, nommee une artiste et je mene un projet d’etude s'intitulant
‘Vernaculaire'. Il regroupe des projets (Ecosse, France, Autriche) a ‘audience specifique’ dont le processus
creatif est a la fois mene par le public et moi-meme. Les sujets de base n'ont absolument rien a voir avec
l'inclusion ou 'exclusion, ou autre domaine social, mais davantage une volonte de donner aux participants
les moyens de developper, de prolonger, de nourir un debat deja existant, ou non, etc. Chaque projet n’est
donc pas un produit fini mais davantage une methode de travail en evolution et des idees en devenir.

Je suis en Ecosse (Glasgow) depuis 10 ans. J'ai consacre ces trois dernieres annees a une these que je

souhaite completer en fin d'annee 2003 (!!!). C'est dans le cadre de ces recherches que je m'interesse a
votre structure de travail de votre projet ‘Building Underwood’ et a votre methode de ‘production’. Je
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recherche a defining des pratiques inter-disciplinaires activent dans le domaine public, comme ‘Building
underwood' ou ‘Vernaculaire', par leurs caracteristiques en tant que processus creatif (pratique artistique)
et non par rapport au role tenu par “I'artiste”, ou encore par rapport a leur place dans le systeme
institutionnel.. Le caractere inter-disciplinaire apporte une dimension qui pourrait je pense lier ces
processus creatifs au domaine de la prestation et non de la production-fabrication.

Je serai tres interesse de pouvoir vous rencontrer afin d'echanger nos points de vue a ce sujet.

Je vois que votre adresse est a Bruxelles. Venez-vous sur Paris parfois, nous pourrions peut-etre nous y
rencontrer? Comment se deroule votre projet d’edition? Je suis effectivement originaire de Rennes mais je
n'ai malheureusement pas rencontrer Patrice Joly. Je connais neanmoins la publication zero deux ou j'ai
eu connaissance de vos travaux.

e

Bien a vous et a peut-etre a bientot.
Stefanie Bourne

Objet: retour sur Building Underwood.

Date: Sun, 12 Jan 2003 06:00:58 -0800 (PST)

De: Building Underwood <building_u@yahoo.com
A: stefaniebourne <stefaniebourne@ifrance.com>
Cheére Stéphanie Boumne,

Bien s{ir, nous pourroins nous rencontrer. Si je viens & paris, je vous le ferais savoir. Si vous venez 4
Bruxelles, n'hésitez pas & me contacter.

Ces derniers mois nous avons eu, avec Anne Langlois (également de Rennes) un échange suivi de
courrier par voie électronique, un jeu de questions réponses. Je vous ferais parvenir une copie, je pense
que cela pourrait compléter votre appréciation. Je suis tout a fait intrigué (également) par cette notion de
prestation que vous développé, c'est quelque chose qui m'intérresse trés fort, méme si je ne le mettrait
pas en opposition directe avec les notions de fabrication/production, vu que je pense, ou tout au moins je
me pose la question de la "qualité” dans la fabrication d'objet dits "de prestation®. Sinon, je vous souhaite
tout le meilleur pour votre travail, et pour cette année qui commence.

Bien a vous

David Evrard.

Objet: Re: retour sur Building Underwood.

Date: Tue, 14 Jan 2003 13:23:17 +0000

De: stefaniebourne <stefaniebourne@ifrance.com>
A: Building Underwood <building_u@yahoo.com>
Cher David Evrard,

Je vous remercie de m'envoyer ce jeu de questions etabli avec Anne. |l repondra surement a certaines
des questions dont j'avais lintention de vous envoyer vous evitant d'y avoir a repondre une seconde fois!

Si vous avez 'occasion d'un nouvel echange electronique avec Anne, dites-lui ‘Bonjour’ de ma part. Je
viens de terminer un projet avec 40mcube sur Rennes Metropole (La biennale A vos Arts). Elle vous a
peut-etre parlee de cet evenement.

La notion de prestation s'est developpee dans la tentative de definition de practices artistiques, se
deroulant dans le domaine public et dans un context de participation, qui ne fabriquent pas d'artefact en
temps que finalite mais qui peuvent en utiliser comme outils. Au niveau de l'industrie de service vous avez
aussi une evolution de la 'prestation de service' (a objectif defini avec un 'produit-service’ marketable) a
‘'object de prestation’ (avec intervention du monde du design notament dans e domaine du
renouvelement des ressources, ou la table faisant aussi office d'ecran a acces a internet); puis de 'l'object
de prestation’ a la 'relation de service' relevant d'une economie inter-subjective (du ressort de la
communications et des medias par exemple). Vous devez deja connaitre ces donnees mais c'est a la suite
de lecture sur fa 'relation de service' que se sont reveles des paralleles avec le milieu artistique.

Dans chacun de ces produits nous pouvons parler de "qualite’ de procede neanmoins certains ne sont plus

du domaine de la notion de produit palpable et ne sont pas dependant d'une fabrication en temps que
finalite mais comme moyen.
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Enfin je ne sais pas trop ou tout cela me mene, encore moine si vraiment associer des termes comme
‘prestation’ et ‘processus creative’ eclairsiera le statu de ces pratiques artistiques. Je suis heureuse d'avoir,
trouve un interlocuteur afin d’appliquer cette notion sur une autre pratique que la mienne.(Si vous me le
permettez, afin d'investir cette notion en long et en large et d'identifier ses limitations ). La seule autre
pratique en France que jai rencontre est celle du Bureau d'Etude mais qui se rapproche d'avantage de
celle d'activiste (Group Material aux USA) qui est deja un domaine beaucoup plus defini et identifie par
tous. .

Bien a vous

Stefanie Bourne

Objet: les lois de I'attraction

Date: Thu, 16 Jan 2003 04:24:11 -0800 (PST)

De: Building Underwood <building_u@yahoo.com>

A: stefaniebourne <stefaniebourne@jifrance.com>

Chere Stéphanie Bourne,

Ah bien, comme qui dirait, le monde est petit (mais c'est vraiment une stupide expression si on y
réfléchit...). Je ne suis jamais allé & Rennes, et je suis heureusement surpris de cette convergence
d'intéréts -je veux dire, avec Anne, ...~ Il y a peut-étre quelque chose de spécial dans cette ville...

> La notion de prestation s'est developpee dans la tentative de definition de practices artistiques, se
deroulant dans le domaine public et dans un context de participation, qui ne fabriquent pas d'artefact en
temps que finalite mais qui peuvent en utiliser comme outils.

Je crois ceci assez intérressant, car cela fait appel & une possible définition, et, donc, & une possibilité de
positionnement théorique ou pratique quant 3 la notion de prestation. J'ai &té récemment invité a participé
a un séminaire d'architecture dont il s'est (entre autre) dégagé qu'un des enjeux actuels de Ia pensée
critique pouvait &tre les actuelles avancées des sciences cognitives dont une partie (et jirais plus
naturellement dans cette direction il me semble) se situe a la suite de la phénoménologie -et c'est en ce
sens que je parlais d'objet de prestation, ou, plutdt, de fa prestation comme objet- et un autre courant dit
de biologie cognitive qui suppose une forme darwiniste, appelée la biologie évolutionniste, et qui suppose
qu'une forme de création est le résultat d'une maturation "naturelle” de l'individu dans la société -mais
on sait comment ces théories sont récupérées sans nuances par les ultras du capitalisme qui, a travers le
darwinisme, suppose que la "loi du plus fort" est une loi naturelle (et les conservateurs de ce courant de
renchérir, malgré le fait qu'il s'opposent de fait a l'idée qu'avant 'homme était un singe etc..., avec l'idée
que ces lois sont donc celles de dieu) mais soit, ne nous embrouillons pas.

Il y a un aspect pratique de la prestation (comme vous le dites, associée a l'idée de service, peut-etre
comme I'a travaillé Andréa Fraser ou Group Matérial) mais il me semble que tout l'intéret est justement de
se confronter a la définition des activités prestataires, a en déterminé le sujet. Parceque le travers
reste (et je pense que certains artistes sont la-dedans) l'idée que lartiste est entré dans une économie du
tertiaire, alors que je crois fermement que l'artiste “"fabrique”™ (réfléchit, investit, convoque, détourne,
qu'importe...) du patrimoine. Et ce dans tout les sens de ce mot. C'est a dire, & terme, qu'il fabrique de
I'envirronement (de I'ambiance ou du savoir, de 1a pose ou de la structure, 1a encore, tout cela est
complexe). Mais jaime & penser cela sur un plan, disons, historique, dans l'ordre d'un récit. Cela
m'intérresse, par exemple, de comprendre comment les romans et films noirs des années 40 /50 ont
*fabriqué”, dans l'interstice des fictions, I'image de certaine ville... Et il est possible, il me semble, de
réfléchir l'idée de prestation dans cet ordre, comme une réflexion (cf: l'image mirroir de Lacan, qui reste un
texte intriguant) sur la notion de structure contextuelle (qui emploie qui, & quel moment, & quel fins...) et en
quoi cela engage une définition autant de "'objet” artistique que du contexte dans lequel on le situe.

>

> Dans chacun de ces produits nous pouvons parler de ‘qualite’ de procede neanmoins certains ne sont
plus du domaine de la notion de produit palpable et ne sont pas dependant d'une fabrication en temps que
finalite mais comme moyen.

>

A-B-S-O-L-U-M-E-N-T -
C'est en cela qu'il faut penser ces "prestation® dans un systéme, disons, d'inscription(s), dans une
économie, qui les dépasse. .
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Voila deux trois idée qui me viennent comme cela, en écrivant,... En espérant que cela pourra ajouter un
peu de matériel a votre réflexion.Je vous ferais ce courrier ('échange avec Anne Langlois) et, en méme
temps, je réfliéchirais un peu a

savoir si je peux interpréter la notion de prestation en regard du projet "Building Underwood”. J'en

parlerais avec Simona et Ivo, avec qui jai fait ce travail.

Bien & vous, A plus tard, David Evrard.

DE LA PART DE : Building Underwood (building_u@yahoo.com)

Date : 23/01/03 & 14h25

A:  stefaniebourne .

SUJET : Re: retour sur Building Underwood.

~Chére Stéphanie Boumne,

Je vous ai posté hier 'entretien que j'ai fait avec Anne langlois ainsi que quelques documents sur mon
travail, afin que vous puissiez voir quelques images.

J'ai envoyé cela a votre adresse a Rennes.
Bien a vous,
david

DE LA PART DE : Building Underwood (building_u@yahoo.com)
Date : 20/02/03 4 14h28
: stefaniebourne
CC: SUJET:
Re: Mercl, courrier bien recu.
-Bonjour,
Donc vous avez regu mes documents.
Si vous en avez de votre travail, je serais heureux
d'en recevoir
12 rue Jules Bouillon
1050 Bruxelles
Belgique

Bien & vous,
David Evrard

Objet: Re: retour sur Building Underwood.

Date: 27?27

De: stefaniebourne <stefaniebourne@ifrance.com>
A: Building Underwood <building_u@yahoo.com>
Bonjour,

J'espere pouvoir vous envoyer quelques choses dans les mols a venir.

Ma pratique consiste essentiellent en ma methode d'interaction dans un contexte donne. Une sorte de
protocole individualise que jappele ‘Vernaculaire’. J'ai toujours reagis contre la diffusion (exposition,
catalogues ou autres) de mes projets et jusqu'a maintenant je n'ai jamais produit de materiel sur mes
projets (par contre j'ai des tonnes d'achives videos, diapos, coupures de presse, invitations, etc. que je
refuse de montrer car elles ne sont que des archives et elles n'ont jamais ete concues dans le but
d'institutionaliser le projet. Ce sont les consequences du projet et non le travail en lui-meme). Jusqu'a
l'annee derniere (2002), je ne voyais pas l'interet pour des personnes qui ne sont pas concernees par le
travail, d'en etre informe. Je dois avouer que javais tord et je suis en train de m’'efforcer de trouver un
format de diffusion de la nature de ce protocole ‘Vernaculaire'.

De plus votre utilisation de I'exposition m'a ouvert a un autre mode de penser des structures de diffusion
institutionelies, meme si je ne suis pas encore arrivee a en etre totalement convaincue.

Par contre votre mode de travail m'a seduit (si je peux m'exprimer ainsi) et les informations sur Building
Underwood m'ont donnes une dimension dont je n'avais pas du tout realisee (notement le concept de
projet, exposition, evenement comme construction d’archives, de recit). Ce qui est I'oppose de ce que
j'essaie de definir: les investigations, les negociations, le protocole en tant que travail a part entiere.
Corrigez-moi si je vous ai mal lu, )
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Je dois preparer un essai pour Funiversite dans les semaines a venir mais des que possible je vous envoie
une serie de questions qui prolongera la discussion que vous avez eu avec Anne.(merci de me I'avoir fait
parvenir. Elle est tres instructive).

Je dois formuler mes questions en anglais pour ma these. Pouvez-vous lire I'anglais ou voulez-vous que
J'y attache une courte traduction?

Merci encore de votre aide et contributions.Bien a vous, stefanie bourne
DE LAPARTDE: Building Underwood (building_u@yahoo.com)
Date : 24/02/03 a 12h28

A: Stefanie Bourne

SUJET: go ahead, make my day!

-Chére Stéphanie,

Je suis trés heureux que mon travail vous aie séduite -hehe- non, c'est bien. N'ayons pas peur des mots!

Oui, je peux lire l'anglais mais j'ai parfois besoin d'un bon dictionnaire! Si vous pouviez y attacher une
courte traduction, ce serait bien, Par contre, si vous le permettez, je vous répondrais en frangais.

Sinon oui, je suis trés intéressé par les constructions de récits, par les systémes d'institutions, par la
construction historique, par la notion d'administration, d'état, de milieu, etc... A dire vral, je ne peux pas me
faire a lidée que l'art soit détaché de la "société” et, d'une maniére générale, je suis attentif au fait que
chaque personnes a la capacité de fabriqué "son" histoire, pour le moins, du récit. Je m'intérresse a cette
tension, quelques peu abstraites, qui peut exister entre I'album de famille et les archives nationales, entre
un roman et un manuel d'histoire, et, a travers cela, comment l'artiste peut créer ses propres "institutions”
méme si elles sont souvent plus théoriques que commerciales... Mais bon, c'est assez compliqué... En
tout cas, cela fait appel & beaucoup de choses... Et je me rends compte que je n'exprime ici que des
éléments parcellaires, trés génériques. Je suis également en recherche par rapport a cela (par ex, jessaie
souvent de comprendre comment on peut comprendre un "mot” par ses différents sens.INSTITUTION,
per ex. Le mariage est une Institution, le droit et la justice sont des institutions, certains batiment dévoués
aux fonctions publiques sont des institutions, dont ceux de I'art...) et ce que je sais maintenant, c'est que la
notion de "position” est un concept tout a fait intéressant (pensez aux rapports entre la géographie et la
politique, entre la mesure et la dimension)...

Okay, j'arrete 14 et attends votre prochain mail avec impatience.

Bien a vous,

David Evrard.

De: Building Underwood < building_u@yahoo.com >
A: stefaniebourne < stefaniebourne@ifrance.com >
Date: 11/06/03

Objet: Re: J'al pensé que ceci pourral vous intere
Chére Stéphanie,

1 hope everything is okay for you. | wait for your questions.
Thank you.

Date : 11/06/03 & 15h28
A: building_u@yahoo.com
Dear David,

Je suis vraiment desolee. Toutes les semaines la traduction des questions est en haut de ma liste, mais je
ne suis toujours pas arriveem'y tenir.

Je viens de demenager sur Clichy a Paris, mais je vous ecris toujours de Glasgow et suis toujours
etudiante a Aberdeen jusqu'en Janvier 2004.

Tout ceci n'a pas de logique et n'est encore moins une escuse. Je vous(et me)promets de vous envoyer la
premiere partie et le premier theme du questionnaire en debut de semaine prochaine. Comme un theme
va alimenter les questions du theme suivant, cela me permettra de les mettre a jour et surtout de ne pas
vous faire repeter les meme reponses.

Un bonne nouvelle. Une publication est train de se faire de mon dernier projet en France. Des que j'en
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recois mes copies, je vous en envoie une, cela vous donnera un peu plus d'information sur mon travail,

A tres bientot, merci
stefanie

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 14/06/03 a 13h46

A: building_u@yahoo.com

SUJET:

Rep:Re: J'al pensé que ceci pourrai vous interesser

Dear David,

Here we are; finally.

Je joinds le debut du questionnaire et le traduction en deux dossiers separes. Please be patient with my
french. Although I've only left france 11 years ago, I've picked up to much english grammar.

Good luck and many thanks for everything. Do not hesitate to contact me if you wish further explanation on
some of the questions.

Regards
Stefanie Bourne

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 15/07/03 & 10h30

A: building_u@yahoo.com

SUJET : Rep:Re: Questionnaire

Bonjour David,

Vous etes peut-etre en vacances...mais je voulais vous dire, si vous pensez que le questionnaire est trop
jong, trop lourd,....n'hesitez pas a me le renvoyer sans les reponses. Je Ie retravaillerai et le resumerai si
necessaire.

Bien a vous
Stefanie B.

De: Building Underwood < building_u@yahoo.com >
A: Stefanie Bourne < stefaniebourne@ifrance.com >
Date: 15/07/03

Objet: Re: Questionnaire

Chere Stéphanie,

je rentre juste d'un montage d'expo. Je me penche sur le questionnaire des la semaine prochaine,
a trés bientot, .

david.

DE LA PART DE : Stefanie Bourne {(stefaniebourne@ifrance.com)

Date : 18/07/03 a 10h30

A: building_u@yahoo.com

SUJET : Rep:Re: Questionnaire

Bonjour David,

Pas de probleme, prenez votre temps. Je m'inquietais juste que vous ayez peut-etre 'lost your interest'.
J'ai une version resumer du questionnaire si vous pensez que certaines questions sont repetitives.
Merci

Comment c'est deroule votre expo?

A bientot
Stefanie
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DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 31/07/03 a 19h30

A: building_u@yahoo.com

SUJET : Rep:Re: Questionnaire

Bonjour David,

Au cas ou vous auriez des difficultés avec le premier questionnaire, voici un résumé sur 7 questions. Efles
ne sont pas traduites mais je pense qu'elles sont plus claires que celles envoyées précédemment,

N'hesitez pas a me contacter.
Merci.

ompeRE

Stefanie

De La part de : Building Underwood (building_u@yahoo.com)

Date : 08/08/03 a 11h47

A: Stefanie Bourne

SUJET : Re: Rep:Re: Questionnaire

I'm sorry | was in another palce, again. Now I'm back in brussel for a whila so | do it! Thanks for all,
David

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 19/08/03 a 19h32 ‘

A: building_u@yahoo.com

SUJET : Bonjour

Bonjour David,

Jamais deux sans trois!

J'al pensé

-premiérement, avoir les traductions serait plus rapide pour vous et,

-deuxiément, avoir la totalité des questions vous donnera sans doute un meilleur apergu de ce que j'essaie
définir. Je sais que devais vous envoyer une section a la fois afin de vous éviter de vous répéter dans vos
réponses. Donc si vous sentez que les questions s'entrecroisent indiqué le.

En fait ce que j'essaie d'identifier dans Building Underwood sont les moyens qui mettent une pratique
comme la votre visible, sans avoir recourt aux moyens traditionnels de présentation (expo, catalogue,

etc.). Vous interprétez d'ailleur ces moyens difféeremment, si j'ai bien compris. Avoir des réponses a ces
questions me permettrait de ne pas faire d'impair dans mon analyse de votre pratique. Vous pourrez bien
sur en avoir lecture avant sa publication.

Donc voici 1a troisiéme version! Je suis désolé de vous matraquer de ces différentes versions, ce n'est pas
vraiment professionnel. Je suppose ma seule escuse est que je suis toujours en apprentissage.

N'hésitez pas & me contacter.

Je viens de regevoir le catalogue de mon projet a la participation a la Biénnale 3 Rennes. Bien siir, j'en
suis trés mécontente (je n'ai pu avoir le contrdle du design et mise en forme) mais cela vous donnera une
idée de ce que je fais.

Bien a vous

Stefanie

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)

Date : 10/09/03 3 12h01

A: building_u@yahoo.com °

SUJET : Rep:Re: Rep:Re: Questionnaire

Bonjour David,

Je serai peut-etre sur Bruxelles ce samedi 13 et dimanche 14 Septembre (Confirmation ce soir ou
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demain). J'ai pense que nous pourrions peut-etre nous renconter et passer le questionnaire au crible.
J'enregisterais I'entretient plutot que d'avoir les reponses ecritent. Je vous ferai voir le transcripte avant de
I'utiliser, bien sur.

Qu'en pensez-vous? Il n'y a aucune obligation, de plus vous n'etes peut-etre pas libre ce week-end.
Tenez-moi au courant.

Bien a vous, Stefanie :

DE LA PART DE : Building Underwood (building_u@yahoo.com)
Date : 15/09/03 & 14h23

A: Stefanie Bourne

SUJET : Re: Rep:Re: Rep:Re: Questionnaire

Dear Stephanie, I'm so sorry to make no answer yet. | have too much things to do with date line this
september and in august i was in a lot of things with my young son and everythings... I'm so sorry. The
next week, | take time to make the answer. Be sure of that.

So you don't come the last week-end? Maybe later?

See you,

david.

DE LA PART DE : Building Underwood (building_u@yahoo.com)
Date : 16/09/03 & 10h45

A: Stefanie Bourne

SUJET : Re: Rep:Re: Rep:Re: Rep:Re: Questionnaire

Bonjour David,

Merci de me rassurer. Building Underwood est mon cas d'etude principal. Sans votre collaboration, je dois
changer toute la structure de ma these. Du moment que je sache que vous etes toujours en contact et que
le questionnaire sera de retour avant la fin de septembre (??) tout va bien. Encore une foir n'hesitez-pas a
me contacter si vous avez des doutes sur des questions. Je debute les derniers chapitres sur I'analyse du
mode! 'provision’. Si je recois vos reponses fin septembre, je pourrais vous envoyer mes premieres
ebauches en Octobre (en anglais maheureusement).

N'ayant pas recu de vos nouvelles (et mes amis n'etant pas libre), nous avons annule notre voyage a
Bruxelles. Neanmoins, je souhaiterai vous rencontrer avant la fin de ma these qui doit etre rendue en fin
novembre (777?).

Je vous envoie par la poste le catalogue de mon dernier projet, longuement promis.
A bientot, bonne chance dans vos dead line.
Stefanie

DE LA PART DE : Building Underwood (building_u@yahoo.com)

Date : 16/09/03 & 10h45

A: Stefanie Bourne

SUJET : Re: Rep:Re: Rep:Re: Rep:Re: Questionnaire

Okay, pas de probleme, envoyez moi un mail ou je peux vous joindre la semaine prochaine par téléphone
au cas ol je voudrais discuter les questions.

Mon tel: home: +322512 14 26
studio : +32 2 203 95 55

a bientot,

david.

DE LA PART DE : Building Underwood (building_u@yahoo.com)

Date : 28/09/03 4 23h57

A: Stefanie Bourne

SUJET : Reponses

Bonjour Stéfanie,

voici les reponses & votre questionnaire. Le text est de David Evrard pour Building/Underwood.

A bientdt,
simona, david, ivo
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DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 29/09/03 a2 11h37

A: building_u@yahoo.com

SUJET : Rep:Reponses

Bonjour David,

Merci beaucoup. Je regarde tout cela et vous garde au courant du development de la publication.
Bien a vous et merci
Stefanie Bourne

DE LA PART DE : Building Underwood (building_u@yahoo.com)

Date : 29/09/03 & 15h01

A: Stefanie Bourne

SUJET : Re: Rep:Reponses

—1 really hope that's great for you. | place one or two jokes. Tell me what you think,

Ivo and simona (my partner) read it before the text was send... That's why it takes two or three days
more...

I hope you see that | put a lot in these answers,
Well, | hope to read you soon about all of that...
Thanks for your interest,

David

DE LA PART DE : Buiiding Underwood (building_u@yahoo.com)
Date : 09/10/03 4 10h17

A: Stefanie Bourne

SUJET : Ask for more

Dear stephanie,

So, You read this? Are you happy? If you want more, ask me!

Yours,

David.

DE LA PART DE : Stefanie Bourne (stefaniebourne@ifrance.com)
Date : 10/10/03 & 17h39

A: building_u@yahoo.com

SUJET : Rep:Ask for more

Bonjour David,

Jai lu vos reponses cet apres-midi. Vous donnez I'impression de vous etes amuse! Et moi qui croyais que
mes questions etaient un peu ‘steriles'!!! J'ai bien aime votre humour sur certaines reponses.
Honnetement, comment avez trouvez la structure des questions (confuse, surprenante, difficile a
comprendre,....)

Je dois maintenant creer un recit analytique resumant vos reponses, celles d'Anne Langlois et de Dettie
Flynn. Ce qui ne va pas etre facile. Je vous recontacterai surement vers la fin du mois de facon a clarifier
certain points.

De plus je reviens de Barcelone, une conference, organisee par le Public Art Observatory, qui a un peut
boulversee mon plan de travail! J'avais un papier a presente et cela ne s'est pas presente aussi bien que
je le pensais. J'ai encore beaucoup de travail sur le "language’ que jutilise dans la presentation de cette
these. De plus je dois aussi me battre contre les prejuges des universitaires sur les artistes practiciens
entreprenant une these, contexte de recherche jusqu'a maintenant reserve aux theoriciens.....
J'ai rencontrer une curator italienne Lorenza Perelli qui m'a parle d'un collectif d'artistes qui etait a la fois
sur Barcelone et Bruxelles. J'ai pense que c'etait vous, mais non: City Mined. Les connaissez-vous?

Voila ou j'en suis, sur une pile‘de travaillllt
A bientot

stefanie
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DE LA PART DE : Building Underwood (building_u@yahoo.com)

Date : 17/10/03 4 11h09

A: Stefanie Bourne

SUJET : Re: Rep:Ask for more

Vos questions etaient bien. C'est vrai que c'est parfois un peu "dur®, sec. Mais cela ne me derange
pas. Si je ne sais pas quoi dire, eh bien je fais une blague, ...

Nous nous sommes fait la réflexion, lorsque jai fait lire les reponses a Ivo et Simona que vous posiez des
questions (notamment tout le rapport au public) a partir d'n point de vue que nous ne connaissons pas,
comme si vos vous interressiez a quelque chose en particulier dans ce travail dont nous n'avons pas
vraiment connaissance... mais bon, j'espere tout de meme avoir été suffisament exhaustif. Il ne faut pas
hésitez a me demander d'autres choses s'il y a lieu... Sinon, oui, je connais un peu city-mind... ce sont
essentiellement des architectes.

J'ai bien recu la publication de "a vos arts” et c'est interrassant. C'est dommage que ce ne soit pas plus
développé. Si j'ai bien compris vous avez recouvert une ue de "neige” en plein été? C'est cela? En tout
cas cela avait l'air pas mal.

Je ne sais pas ce que c'est le public art observatory. Vous pourriez m'en dire plus?

Bien a vous,

david.

Il y a un vernissage de Simona et Ivo & "Pougues les eaux” au centre d'art Samedi prochain, et J'y serais.

Si cela vous interresse...
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_BUILDING UNDERWOOD

!ntretien avec Anne Langlois

for buildmg_u@yahoo com

‘ Datc. Fri, 01 Feb 2002 10:48: 35 +0100 (M]"T)
From: "anne langlois" <ann langlois( zw‘m.adoo fr> [B.MRAMRSL
To:  building_w@yshoo.com
Subject:  entretien

Bonjour David, Ivo et Simona,

j'imagine qu'Ivo et Simona t'ont parlé de mon mail, David, je n'avais pas
tes coordonnées por te contacter également. Je commence donc une recherche
de dea sur des artistes qui travaillent par immersion dans un lieu, un
milieu ou un contexte spécifique. Il me semble que Building Underwood
rentre tout & fait dans ces cose | Mais je ne connalt que superficiellement
le projet, c’est lo raison pour laquelle je souhaite wous poser guelques

questions et entamer un dialogue avec vous d ce.propos... par mail car je -

ne peux vraiment pas venir & Bruxelles en ce moment. Donc, voici la
premidre question, il y en aura plus d'une de basique comme celle-ci.
A trés bientot

Anne

1- Quel"a &t& le point de départ de votre projet « Building Underwood » ?

Réponse

ann langlois@wanadoo. fr

Chére Anne Langlois,

Nous répondrouns volontier A toutes vos questions. Simplement, nous devons
exiger ceci, vu le caractdre particulier du projet et le contexto qui a
gAnéré son évolution.

voici ce que nous désirons: vos gquestions devront xoupactat 1a ahrunologiu!
dn kravails Nous ne reviendronsg pas sur les &léments décrits. Nous serons
heursux de travaillser avec voum l'évaluvation du projet, tant gue cet
échange dorit respocte cette radgle. Nous serons attentify 3 restituar la
plus fidalement poswible, par la description dcrita, les dldments de
Building Underwood Bur lesquels vous déairez correspondre.

En dchange de l'acceptation de ce protocole, nhos réponses pourront contenir
des élémenta pouvant ddborder vos guestions, 8l noua considérons qu'il v a
lieu de vous fournir quelques informations gul, peut-dtra, ne geraient pas
connues. !l vous sera done bien sdr posaible de revenir sur lss dléments de
chaquas darnidres réponses.

Ceci dit, lorsque vous penseraz clore cet échange respaectant la chronologie
(été 1998 > 2002 > ,..), qui aura donc la forme d'un dialogue narratif,
vous pourrez, si vous le jugez pertinent, conclure sur un "prologue* en
revenant sur les termes de 1'échangs par une mérim de quaestions.

Dans le cas ob nous produirions de nouveaux éléments relatits A e projat,
lactures, confdrances, expositions, ete... nous vous le ferons bion sir
savoir.

J'espbére gue ceci vous conviendra.
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1+ Duel & 6t& le point de départ de votre p:ojet s Suilding Underwood » ¥

J'ai roncontré Simona et Ivo A Barcelone en septembre 1997. I1s sont ‘venus )

volir une exposition A laquelle je participais. Ils m‘ont invicé A

travailler sur le projet "1998" .24 Nantes. J'ai produis una oxpouitlon qui a'

eu lieu dans les containers fin juin, début juillet, Cette rencontre a th
déterminante pour nous trois, autant sur la plan humain qua :
"profeasionnel”.

Fin juillet ddbut aout 1998, nous nous sommes revus A Bruxelles et la.

projet est né d'une conversation. Je dirais que cette conversation

confondait un rapport & la culture contemporaine ot aux localisations do »a -

destination. Nous avons parlé de atructures, d'appareils, d* organisaticnl,
de mithodes ou de basoina. Ce n'était alors gu'une idée, une projection
tantdme, née de l'observation d'un livre d'archgologie contemporaine r

~les techniques de travail et de- construction dans les Cédvennes.
~ L@ gros truc das artistas, que ce soit individuel ou collectif est le

*faire”, ast de ls fairs. Nous avons ddécidd de le fairae. Il nous fallaitc,
donec, trouver un site vierge, #loigné de toute institution contemporaine
{quoigque, mais nouy pourrons y revenir plus tard, nous considérons gqu‘un
folklore, una manidra de 8'exprimer, de se déplacer, de construire, de
penser son environnement, ou toutes autres manidres de produire de la
valaur, symbolique, morale ou marchande, reléve

*systématiguement’ d’un contexte institutionnel), en tour cas consacrés A
1'axploitation de l'art actuel. Nous sommes alléa rendre visite, courant

_aout, A Marc Hotermaps, collectionneur belge, spéclaliste du Corbusier et

du dosign moderne {1930 - 1970), propriétaire de ca que nous savions alors
4tre un terrain avec une rividre et des vignes autour dans les pyrénnées.
Nous lui avons parlé d'*habiter” ce lieu, dans un rapport expérimental et
dvencmentiel, Il nous a racontd son histoire, la manidra Gont i1 a pu
1'acquéirix, puis l'exploiter, an touriste, durant les années 70. Nous avons
vu des images diapositives. Nous avong gouter le vin local. Il faut savoir
gue Marc Hotermans, qui a abandonnd le terrain 2 son sort il y & une
vingtaine d'anndes, a placé ses vignes en fermage A des paysans locaux et
regoit dono de cette exploitation trois hectolitres annuels du vin de
Caudibe de renoullladaa.

Marc Rotarmans a acceuilli notre 1dée avec beaucoup 4* enthouaiaeme. EY

trois, nous avons continué A& imaginer le projet, A fantasmer 1'exploitation

de co site et A interpreter notre intervention la-bad. Nous eavions
maintenant que te tarrain regorgeait de coins divers, qu'il y avait une’
magnifique camcade, une immensa ruine (anclennement un moulin), des bois et
une vaste prairie. Toutes les inmages qua nous avons vues alora ne nous
préparaisnt pas véritablement A& la watérialité du sits, vu qu'elles
dataient de plus de vingt ans. Au moins, nous savions tout leé pittoresqua
gue nous pourrions en déyagar comme esthétique, Ls meul plan an notre
posasession était alors celuil du cadastre, 1i¢ aux actes de propriéte.

Avec Colin Hotermans, leo fils du propriétaire, Delphine, son amie de
1'époqua et Anne Grandhenry, noud sommes &1168, an Oceobre 98, A guatre,
visitsr le terrain. Cette courts visite ne nous a fait apparaitre gu'une
partie do la ruine, dont le mur principal longeant la rividre, haut
d’approximativement 12 m. et long de 27, la cascade, la rividre at les
barges ainsi que la prairie. La reste n'érait qu'amas inextricabls de
ronces, d'arbros, de plerres. Nous étions incapable de visualiser le
terrain dans won ensemble. Il &'an raeste pas moins gu'une sansation,
difficilemant exprimable autrement que par 1'image ou guelgues métaphores,
quelque choso de sensationnel donc, une forme de sauvagerie mythique,
d'intemporalitda, de rigueurs, de violences dues A la sa3che aridité de
1'environnement contrastant avec les berges do la rividre, touffues d’une
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vegétutwn pra\:iquamnt indescriptiblo, 8'est pleipemant. dégugﬁa da cette
premidre visite. '
A 1la gsuite, nous avons produit les premiers textes ot queldues esquisses.

Simona et Ivo sont aller visiter le terrain dans le courant du wois de mars

i 1999, Wous .devlor‘x‘! nour y installer das le début du mlskda Juin, oo

David Bvrard
Building Underwood

De: .
' *anne langlois" <ann.langlois@wanadoo.fr»
Sujet: 26me question

A: <david_evrard@caramall.com>
- Date: 06/02/2002 11:58:50 i

Bonjour David, et merci pour cette réponse riche. Bien sntendu je auis
['d'accord avec la ragle que vous voulez mettre en place pour ce t,ravul, %
vails a'y tenir, e

A biantdt

Anne ..

Voivi dona ma deuxidme guestion :
. 2. Pe.quelle tensur dtaient les textes et esquisses qua vous avez produit A

~ce momant 1A, -Jusqu'd quul point avaz=vous déteminé le projet avant de
pam.: ?

De.
“anne langlois” <ann. langiols@wanadoo fr>
Sujot du nouveau

A: <building_u@yahoo.com>
CC: . <david_evrard@caramail.com>, <denioolai__provoost@yahooccrm
Date: 18/02/2002 11:43:39

Bonjour David, Ivo et Simona,

J’2i bien recu votrae pLumiére réponse et le protocola de L'entrctiﬁn ma
plail plutdt bien (méne #i c'est un exercire difficile, ju me guis tendu
compte aussitdt aprés avoir envoya ma 2eme question qu’ll y &n avait une
autre que 3’aurai einé poser, je me rattraperai'bnsuttn). Catte quastion de
protocole me plait d'autant plus qua je vais évrire un texte dans le
catalogue de la Maltrise des sciences et technlques de Rennes (formaticn
que 3*ai suivi, comme Eva d’ailleurs), et qu’ils planchent sur cettg
question de protoccle dans le travail des artistes. Cette notlon est auvssi
trés présante dans mon sujet de dea. J'aimeral donc aborder Building
Underwood dans ce Lexte, mails je voulals connalire vobre disponibilité
guant & cet entretien que nous avens comaencé, car fe texte e,t & rondre
dans un mois. Donc, ¢a risque de speeder.

Voilad les nouvelles, dites-mol ce gue vous an penser.

A trés bientdt

Anns

De: "anne langlois” <ann.langlois@wanadoo fr>
Sujet. questions protocoles

A: <david_evrard@caramail.com>
Date: 23/02/2002 15.29:06

Bonjour David,
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voici une liste des questions que je me pase et ‘que je soubaite vous poser
sur le protoceols gu'a pu développer Building Underwood, J'en met une serie
pour un plus grande éficacité, pour que vous puissisz avolr une vision
d'enuanble, et compléter les lacunas. .

Sericz-vous d'accord d'assacler des vizuels pour f1lustrer te Lakte Imexci
d'avance pour les réponses,; & plus tard

Anne

Ive Simona, )

quicst~ce Que vous penser da reci, Voyez don¢ ¢é que vous anriez envie de
rajoutar, corrigur, ete... J'al mis les réponsas 4 la forme collective, il
me semblait que vu le contenu des questions c'8tadt ce qu'il ¥y avait da
nieux, . : c : = [
Je n‘ai donc pas renvoyer le truc 3 Anne Langlois., Dites mol 81 voud étes
vkay. '

A tout de svite,

david

1. Sachant que Building Underwood est un projet collactif < voire
communautaice — at un projet de vie - méme 8’1l est momentané =, avez=-vous
ris e place un ou-des protocoles antra vous {qu’il s'agisse 4°'un protorola
&crit, énoncé ou induit) ? :

~ nous n'avons pas directement formallsé de protocole &crit entre nous. la
plupart des élamenta gui nous liatent auw départ du projet étaient, sur le
plan humain, tacites et sur le rapport & l'élaborativbn du projet, va

que nous nthabltions pas, & 1'dpoquu, dubs la méme ville, tabriqué au coup:
par coup. Les ssulms choses que nous noue étions dites au départ etaient
que Building Underwood était é&galement un sujel sur leguel nous pouvions
travailler individuellement,

A un certain momant, nous avons regretté l'absence de protocele, ou, plus
exactemant, da contrat définitif entre nous, car cela . a pu Créer quelqusa
canfusions,

Effectivement; nous ng devons pas tonfondie contrat, termes ded engagoments:

pris entre plusieurs parties et protocole, littéralement “"ce qui est collé
en premier” et désigne un enmemble da régles et devolrs établiz afin da
conformer ou rda corriger des rapports, gqu'ils goient humaing, sociaux,

diplonatiques ou informatiquns. )
Nous pouvons dire nue le premier véritable protocle a été induit par uan
enchainament da clirconstances aliénd au formes que devall prendre ce
travall., En l’occurence, sur le Lerrain, il $'aglssait d'entreprendre
l'ensemble des activités sur un méme plan thoorique, énationuul et
pratique, Préparer la nourriture, faire una promenade, pelloteor, défricher,
penser les constructions, rencontrer le maire ¢u les gens du. village,

[-1 1-T9FIN

2. A guel moment a-t-il - ou ont-ily - &Lé mis en place, avant chague
séjour, vne tois Aur placa, avant chaque étape du projet ?

-Ca premier véritable protocola a élé véou collectiverent lorsque nous
stions tout lea trois sur le terrain, dés Juin 1999, Par ailleurs, nous
avons Gtablis une correspondanca, acus la [ormes de lettres, invitations &
Building Underwood, que nous avons produltes deés ce premiar éta, [l faut
dire qua nous avons fait les choses de maniares asses paturelles, méme si
nous discutions du sens et dar tarmus de nos invitations, eiles n'édtaient
pas définies de manidray absclues. Méme ¢'est peut-atre 1A que nous nous
gormes réwllemant confronter & la détermination dw régles qui devaient
anvuer los termes de ce projet, Cay invitationb, $i ellas restaisnt
ouvertes, proposaisnt sn sous-texta d'hakiter ce terrmin, C'atait donc une
invitation plus conviviale que celles qui peuvent atre émises lorsqu'il
s'agit d'assister 4 un gpectacle.

.
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3. puel est ce ou quuls sont cos prorocoles ?

-Vene? passer bn fsoment avec noud a "la bordé dula aragous” gut lé terkain

dw Building Underwood.

4. %31l exiate un protocole entre vous, en axiste-t-il un avec lés
‘pargsonnes qui vous rendent visite ? Quel est letix yé$le dans le projet,

sachant par exemple que 1’été dernier il taliait unm invitation paur venir
? .

«premi¢rement, les protocoles &tablis avec les qens qﬁi venaient nous

.vendre visite 8taient ceux liés & 1'organisation spatisle du terrain. Nous
avons déterminés des endroits de réserve pour la tellette, la culsine, les

outils, et, plus loin, sur une circulation genéraieé lide au terrain. lLe
premier travail qua nous avons réaliséd, gvant gue guicongue ne vienne nous
rajonindre, était de dégager une aire -le niveau zéro= sur laquelle sera
‘concentrée une grande partie des activités, ainsl qu'una vampe d'accés &
corte surfacae. Les formes du terraing out eéyalement £¢ds exploitées telles
guelles, Il ne g'aglssait pas d'uh espace utopique, puisque ce n'étalt pas
projectif. Ce projet, plus que de maison, d'habitation a eté argnnxun

© autour du ‘récit, d'un récit permanent, entrain de se faire.

T Ley gens présents avaient tout loisir pour arranger le temps de leur
présence sur place. Beaucoup hous aidalent directement, d'une maniére ou
d'une autrs,

Mais voicl toat 1'intérét du protocole comme nous i'avions mis en place:
quoiqu'il se pasee, i1 s'agissait pour nous de 1'enrsgistrer autant que
possible. Las constructions sur place étalent le decor de l'ensemble des
é@vanerents produits (ici, nous entendons par événement: un repas, un feu,
un bronzage, une engueulade, une scéne d'amour, une dixcussicn, ou tuutes

activiths touchant diractement une oy plusieurs personnes sur leé terrain). -

pauxiémement: c'est faux, il n'y avait pas d’invitation particuliére le
dernier été, simplement, nous svons préparer un évensawent particulier, sous
1a forme d'una visita at d'une feles el, pour ce dexn;ez week-ond d'aout,
nous avons fait ure effiche.

5. En existe-t-il un autra avac les personues vivant dans les environs ?

=Les premlers contacts pris avac dex gens du villaga L*atajiant par
I'intermadiaica e la mairie ou nous avons étds présenter notre projet et
discuter des possibilités de relations. Fin juillet 1993, nous avons fait
une anhonce pOUTr un apéra, Drésantation du projar vt visite du terrain.
C'esl. & ce mument 13 Que nous avons rencontrés deg gens qui prendront par
lx suite une place importante dans le prajet,

N outre, las rapports avac las gens dw le réglon ont d'abord écés plus
formals car 41 s'agissalit essenticllement do domandes de notre part on
d'interviews.

A part quelques persannes, qul ‘sont devenus des *habitués*, nos cappoerts
"avec les gens du villages étalent organisés autour de rencontres, lectures,
interventions, ... )

Nous avong #galement cherchar A receulllir le plus de documents pogsibles
sur le fonctlonnement et lthistolre de la localité ot de ia reégion.

6. Qu’avaz-vous préva en ce gui concerne led traces du projet., quelles
formes prennent-glles, comment et ou voulez-vous les montrer ?

-Plus haut dans 1’interview, nous avons parlé de récit, Clest donc soua
cette forme que nous allons élaborer le livre et la vidéo qui serout les
produits gérivés de ce projet. D'autra part, nous rafléchissons aux formes
d'expositions possibles de ce travail. Nous voulons que le livre devienns
un best seller. Nous voulons aveir la paime d’'or & Cannea pour la vidao.
Nous Voulons exposer e projet au Getty A Los Angelss el au Gugyenheinm &
Bilbao. Par afilleurs, ncus organisons des scéances privées de projections
diapositives lors de cocktails mondains principalement pour des bangues
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allemandes et japonalses.

~Sur 1a question a proprement parlé du protocole 1l faut ajouter cecl:
nous voulons insister sur un doubla protocolaire basé sur "l'habitat™ et
*1a décor®, L'habiraf aArant le contenu fiy Lempx pasaé sur place et le dacor
en étant les formes. Cela a évolud. C'est pour cela gue nous voulons
interpréter ce projet eén termes de récits, Mals notre . propra rapport aux
rdles a égalemnnt évolué et nous pouvons dirs gue noua sommesa pasnas cde

concepteurs & témoins privilégiés.

>Mesgsage du 22/02/2002 11:46 i
>De : davlid evrard <david_evrardfcaramail.com>
>A t anne langlois <ann.langlois@wanadoo.fr>
>Cople A ¢

>Ubjet -1 protocoles

>

> feu vert

> .

De: “anne langlols™ <ann Janglois@wanadoo fr>

Sujet: Re: protocoles

Al <david_evrard@caramail.com>

Date: 05/03/2002 10.58:08 ‘
Télécharger Entdtes Traduire

Bonjour david, :

¢'est ok pour les réponeses protocole pour l'instant, sauf deux :.

- Fst-ce un proiet communautaire, danx le sens "mise én commun das bien” ?
- Est-ca que cela continue l'été prochain ? Avez-vous prévu une date de fin
de ce projet ? Si oul l'avez-vous prévu en amont ou an cours du projet ?
Voild pour 1l'instant.

En ce qui concerne les photos, je n'ai pas de nouvelles de la MST,
J'aimerai avoir trois ou guatre visuels des R, peur-Atra une vus du terrain
avant/apcads, st des vuey de vouy, duy persvnnes invitées et des volsins sur
la terrain. A part ¢a je vous laisse libre choix, Je ne sais pas encore si
se sara touleur ou n/b, miaux vaut de 1a coulaur, AU AR Oi, J8 PANNR
qu'elles seront présentées sous forme de vignette, mals id ausst j¢
m*avarce.,

Pour te prasicer un pru le cadre de catte édition : il s'agit de la
publication qui accompagne l'exposition de la Maizrise des sclences et
techniques des métiers de l'exposition en art contemporain, llas ont
travaille cette année sur ces questions de protocole, mais au Bens large du
terme (Comme moil je le prend d'ailleurs). .

D'autres auteurs écrivent depuis dautres points de vue:

un texte de Arian Holmes qui évogue 1'autoncmie artistigue et lea décalages
entre les pratiques actuelles et l'institution (diffusion/travail en résesu
/! certralisation/concentration). Un texte

de Zorg Zabunyan, qui développe une définition de ce gqu'est une communauté
aujourd'hui; 11 s'appuie sur los essals de Peleuze, Agamben... Yves Halias,
prot d'into-com 4 |a Rennes, travaille depuis las anndes 80 sur la
protucole sclentifique et le protocole politique. Il a fondé la Banalyse,
groupe de recherches sur le temps & perdre, le temps perdu...

voici les informations qgue je possdde!

Cés que 3'cen ai plus, J¢ te transmet.
4 bientdt

Anne
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BE"[, NSRS

- Est-ce un projet communautaire, dans le gené "nise en commun des bien® 7

Oui, Clest ©e gu'on devrais répomdre 3 priori, mais ict encore i1 faudrait E

saveir exactement ce que, dans le¢ ¢adre de Building Underwood, un "bien®
signifie. Un bien pour un mal. C'est un probiémm assez particuliec, La Lien
commun peut se divissr sulvant toules ley déclinaisuns de-l'espace, de
1'envirronement lmmédiat, L'ambiance, le décor, les circulations, la métco,
et tout ce qui fait qu'il (cet espace, donc, du tarrain de Building
Underwnng) existe "de telle maniare & tel moment”. Lorsque Anne Grandhenry
décidait de prépsrer un repas X et que tout le& monde se retrouvait autour
ocu que Enzo Riguez falsait une lecture dans un aspace précis cela
determinait toute la maniére d'appréhender le licu. Pareil avec ce que nous
avons pu construire. Il s'agissait de déterminer cet espace, de le faire
exizter =c'est & dire de 1'organiser- et de le situer. Et caci pouvait
concernar divars aspuctd du tourisme, da la négociation politico-
culturelle, de 1l'évencment, dc la g¢ougraphie ete. Comme tu as pu le lire
dans le zero deux, si nous avona appeld ce projst Underwnod c'sst pour la
double signification litérale de mous bois el nominale de la célébre marque
de machine & écrire. Building Underwood est un¢ MACHINE A ECRIRE. Retiens
bien cela, nous n'avons pas pour habitude de faire de mhrnphozn. p't’arre
méme nqu'on se limitera & cellae-ci.

Lu premier niveau d'accés au terrain, la prairie, étajt un sspace pnrtnq&
ou chacun consarvait son intimité. Un sapaca democratique qui comprenait la
propriété privéa., C'ust ld qu'étaient les tentes, les voitures. Tout les
biens personncls. La prairie ¢tait un bien commun parcsiisé. Hous avons
néanmoins élaboré des projets spécifiquement. pour cel wspace. Dés qu'en
passsit. au niveau inférieur, au "niveau 2¢ro™ alots les biens étafent
communs. Encore une fols nous devons insister sur le faif que les bians
(toute la marchandise} #taient ceux d'una scnnomie de l'snvironbnenent
immadiat, du "milieu™ que nous faisions exister,

- Est-ce que cela continue l'été prochain ? Rvez-vous prévu une date de fin
da cn projet ? Si vul l'avez-vous prévu en amont ou en cours du projet ?

Nous n'avons pas pravu de retourner sur le Lurraih pour y dévalopper
dlaulzaey choses. Ce projet n'a pas de finalité, Il est composé d'une méria
de ruptures, Tout les gens vivant alentours profitent de ced que nous avonsg
mis en place, voub se balqgner sous ld cascade, fumce dos joints dans la
tour ou griller un truc prés du belvédere, Il y a dex gens qui psnsant 8'y
arreter cans l'avenir. Tu peux y alier, Mais s n'esl pas prévu gumme
quelgqus chose A visiter, c'est autre chose gu'une sculpture publique, Avant
queé noua ne nous installions, ce terrain n'avait pas la méme existencs
qu'aujourd'hui, Franchement, personne ne pauf sRavoir ce Que sera la fin de
ce projat. Par contre, dans le cours de travaux réalisés dans le cadre de
Building Underwood, nous avong arrcté divers dates, Nous avens prévus des
cheeses, Bt nous continuons &4 en pravoir,

- ————" Qo S 2 o S Y o - " - -

Chére Anna,

Voici 1es dascnptions. Je regratte que tu ne puisses en mettre que 3 ou 4, Cholsis ceiles
qui ta samblent la plus approprides. 11 y & déja tellement d'endroits & photographier. Ce
qu'on aimerait, c'est que ¢a transpire la vie, Méianger un cadre formel el thgorique avec
un quotidien, des rencontres, ete... Enfin, je pensa que ¢a, tu I'auras compris... C'est aussi
pour cala que §'ai préféré t'envoyer des stills vidgos. Des images de mouvements.

Tlens nous ay courant pour 1a parution etc...
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Descriptions des images:

N°1: Travail dans la ruine, tréation de 'entrée, Entre i niveay z&ro et la ruine, vers le
four (vua depuls les bosquets, darridra la niveau 2¢éro). +/- 15, 07..2001 .
N°2: Montage niveau zero, aiiée -vers Ia plage- et magasin, +/- 15. 08, 01

. N°3: Intervention & ia mairie / publication. Les annonces officlelies se font, dans ce

villaga, par un systéma de hauts pariaurs. Ici, deux comédiens lisent un feulileton public
écrit par Paul Quinones. Malrie de Caudiés, 22, 08. 01

N°4: niveau Inférieur, "Berthe” (du village) vient nous aider b trongonner, A droite on voit
la plate-forme et derridre (3 cascade. A gauche e mur de 1a ruine.

N°5: photo de groupe, sur la prairie. En haut 3 gauche, le panneau de {‘entrée. +/~ 20. 08
01

{rem: si tu regardes bien tu pourras reconnaitre Evaly
N®8: tour, an mantage -le panneau, représentant une montagne sera visidle depuls a
route, une enseigne~ +/- 20. 08, 2001 {vue depuis le niveau zero)

Ne7: plata-forma, face 3 1a cascade, niveau infériaur (vue dapuls ia niveau zéro), 24. 08.
2001, ouvert aux visiteurs,

N“8: niveay zerg (sous la tour), dj, 25. 08. 2001
N°9: niveau zerd {vua depuis ta tour), 25. 08. 2001 -orillade avec Ie village
N°10: niveau zero {vue depuls ia tour), 25. 08. 2001 -grillade avec le village.

De:  "anne langlois” <ann langlois@wanadoo.tr>
Sujet: texte fini

A: <david_ewvrard@caramail.com>
Date; 21/03/2002 10:58:25

Cher David,

ja t'envoie an pibdce jointe la texte pour le catalogue met, .11 aat cnnuné.
Je te 1l'al déja envoyd mais i1 est revenu, pourquoi?, mystare.

J'espdre gu'il te plaira, dis-moi sl quelgue chose té choque,

& plus tard

Bien & toi

Aane

{volr publication)

O ]

Chire Anne,

Bon, voild des textes que nous avions placés au début de la présentation de
notre projet. Il n'y a pas tout, tu sais, le protocole...

Mais bon, j'esplre qua cecl pourra t'éclairer. Jo euis heureux te reprendre
cet entretient, avac le sentiment lointain da repraendre unae partie, laissée
en l'état en attendant de trouver la bonne répliqus,

Egt-cae que ton article est paru? Peux-tu me falre parvenir un exemplaire de
la publication? Ce earait vraiment bien, .

A bientdt,

jtattends de¢ tes nouvelles,

David

Building Underwood

Bullding Underwood est une entreprise cuiturelle qul a débuté 1'été 1999, s'est
poursuivi I'été 2000 et se terminera cet été 2001.

Nous proposons de développer une intervention, accompagnée de divers
événements sur un site naturel au lieu dit "La Borde dels Aragous” sur la
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commune de Caudids de Fenoulllédes, petit village des Pyrénnées Orientales
en France,

La spécificité de ce projet est d'occuper le terrain, de faire une intervention qui
tienne compte des enjeux économiques, cuiturels, soclaux et historiques du lieu
dans fequel nous nous inscrivons, d'organiser la vie sur place comme ufn moteur
essentie! de notre proposition et de gérer cet espace de vie comme une
"oeuvre” & part entiére.

Notre intention est d'inscrire durablement ce projet, sans pour autant qu'tl
s'agisse d’'une sculpture de place publique, d'une part dans la rencontre avec le
viliage et ses habitants et d'autre part grice aux éléments produits (éditions,
expositions, documentaire, ...) qui constitueront le prolongement de notre
travail.

Nous conslaérons ce site 3 1a fols comme une architecture naturelle, 3 la fols
comme un décor, La nature suppose de vastes mythologles, voire des utopies
qut ont fascinéds différentes générations avant nous. Nous voyons cela comme
sutant d'éléments avec lesquels nous pouvons travailier.

Dans nos réalisations antérieures, nous avons chacun questionné I'espace
urbain, soit dans un rapport & {'histoire, soit & la forme, notamment au travers
d'interventions llées A I'architecture, A la place de 'homme dans ces ensembles
et au role que l'artiste peut y jouer.

~ hipples sucks, sauf ma mére.

Building Underwood nous permet de travailler sur 1a notion d'appareil culturel en
prennant en charge les différents éléments de sa production.

Bullding Underwood

Ce projet & caractére architectural n'est en aucun cas une restauration, Ii s‘agit
de s’appuyer sur l'existant comme norme et de developper sur ces bases un
travail qul repense 1'opposition nature/culture, séculaire/ordinaire en I'inscrivant
dans une proposition qui est une forme d’écriture du lieu, une maniére de
{‘organiser. Underwood, ce nom est tiré d'une marque aujourd’hui disparue de
machine & écrire.

L'ordinaire de I'environnement privé, comme le folklore, la langue ou le
commerce, est également soumis & des régles contraignantes. Celles-cl ont
fonction de modéle sur |3 valeur sociale des objets manipuiés comme sur les
formes de la posture ordinaire dues & |3 fonction des objets.

1) s'agit icl de travailler sur cette idée d'un dispositif, reflet de I'organisation
d'un espace intérieur - qui est A {a fols espace historique et espace mental -
ayant valeur de proposition,

Récit

1/ 1I'été 1999

Nous nous sommes installés sur e site de Caudiés de Fenouiiiedes début juin
au lieu dit "La Borde dels Aragous®, et, durant les premidres semaines nous
avons principalement déffriché, organisé les espaces de vie et d'interventions.

Dés les premiers jours nous nous sommes spontanément présentéds 3 la mairie
et avons exposés aux consell communal ainst qulau malre notre proposition.
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Nous avons dés lors pdl compter sur leur soutien,

Une aire, Intitulée niveau zero, a été déblayéde et nous avons congu puls .
construit un espace précaire en pvc et baches autour duquel s'est naturellement
organisé le quotidien, entre repas, réunions et moments de détente. Nous
avons également réalisé un four,

Entre ce niveau et la pralrle, nous avons creusé une rampe d'accés en pente
douce de plus de dix metres.

Dés la début du mols de juillet sont arrivés différents invités qui ont contribud
I'élaboration du projetl

En fait, cet été 1999 a principalement étd marqué par notre désir d‘approcher et
de comprendre e site et le contexte dans lequel i s'Inscrit.

Nous avons réalisds quelques Interviews de gens sur place, Nous avons circuiés
dans a réglon. Le travail sur le site nous a également beaucoup occupé, sur les
berges de |a Boulzane, dans 1a ruine ou sur les différents niveaux entre [a
prairie et les espaces au bas de la cascade, nous devions mesurer I'intérét des
ditférentes alres que nous occuperons et les qualifier en regard de notre projet.

Deux semaines avant notre départ, nous avons organisé un apéro sur le terrain
et présentd aux quelques villageois présents différentes esquisses pour
Building Underwood. Ce jour la, sont arrivés quelques jeunes du village,
vignerons pour ia plupart avec qul, depuls, nous cuitivons un Hen étroit.

2/ 'hiver 19992000

A trois, nous sommes allés passer quelques jours & Caudiés afin de vérifier
quelques éléments, de travailler avec les gens de 1a mairie et d'enregistrer 3

Caudlés de Fenoullledes notre association, sous le nom de Bullding Underwood,.

dont la présidence est assurée par Rachid Lagab, Caudiesien,

De: "anne langlois” <ann.langlois@wanadoo fr>
Sujet: question

A: <david_evrard@caramall com>

CC: . <denicolai_provoost@yahoo.com>
Date: 07/06/2002 11:40.06

J'ai réglé mus problénes de questicns, on verra peut-4trs aprés pour
intéqrer cclles sur le protocele,

Je pense aller 3 Bruxelles début juillet, je vous tiens au courant, ca
serait bien de se voir en vral.

& bientdt

Anne

Done, question suivante !¢

- Vous #tes parti d’un espace en friche & la campagne, vous y avex
cunstruit et organlse des espacen et des volumes, un lieu de vie. la
question du « savoir-faire » me semble importante sachant que vous
fonctionnez qQuasiment en « sutonomie » {(swec tous Jes bamely gque 1'on peut

mettre sur un tel terme}, autant anx niveaux actistigue, technique, ¢t
quotidien ?
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Beponas v ‘ o
C'est une question auquel i1 est trés difficila de répondre. £n falt, il
n'y 8 pas vraiment de relations entle la notion de "sevoir-faire" er- celle
*d'autonomie”. Ce que ces doux termes ont de commun eat ce qua l'on:
pourrait appeier une certaine "iibert4® sur la plan institutiocnnel comme
des rétérgnces historiques ou individuelles. Mais l'idée de "liberté™ reste
trés relatif,. Et, en l'occurence, relatif au contexte et aux capscités
individuelles de l'envisager. Comme tu ie Bajis, nous avons dévellopé ce
projet au fur et & mesure. On pourrait peut-étre remplacé “savoir-faire®
par "au fur et A mesure® qui serait sans doute une locutrion plus
approppriée - signifiant: en méme temps et proportionnellement ovu
succeesivement - au contexte qui prévalalit & 1l'organisation et
}'#laboration de B-U. ) ‘

Simplement, la question du savoir-faire est trop large &b ambigue pour etre
comprise comma telle. Nous avons conlrontés nos croyances, nos doutes et
nos prétentions de batisseurs ou d’organisateurs au réalités de l'uspace
(physique et social) qui était celui-la, nous avons congus des choses de
maniéres extremements maladroiles, d'autres choses ont réussis trés vite,
e premier &L& nous avons fabriqué un abris {un volume cubique de +/-
5x3mux2, Sm.H) dont la charpente étair en tubes pve st recouvert, comme une
tente, de bAches de protections. Cetle ldés n'’a pas résister au assauts du
vant de la pluie at de la guéle. Chaques années vers début acut nous avons
eu une terrible gréle, d'un bon quart d'heure vingt minutas ol
g'abbattajent sans disconkinuer das prunsaux de glaces qros comme des
petites pommes. Ce qui falt gque, cet abris, on a passé un temps incroyabls
& le¢ rafistoler de branches, de tendeurs etc,.. Encors, on &taibt plutédt
protéqgés sur le nivesuy xéru, & 1'endroit ol nous l'avions construit. On
1'aurait nis sur la prairie, on peuvait lui dire su revoir au pramiar vent.
Don¢, on l'a rafistols "au fur et & mesura®, Cet abris, nous l'avons
desxineé, photographie, décrit. 11 existe comme tel. Le savoir-faire est )a,
Lt n'a pas véritablement d'intérét, sinon, sans doute, dans la fiction que
1'on pourra construire sur base de ces dncumants.

Maintenant, je panss qu'll wvaudralt wmieux tenter de parler d'autonomtie ou

d!indépendance avec une ¢ertaine précaution, Nous avons parla de "liberté?,:

cul, dens le gens: qui g'administre tai-mémm, Nous avions, pratiquement, leo
désir de craer notrs propre institution, de travalller B-U comme un
nppareil (Culturel). Mals ¢'est Justement dans ce déair d'anstonomin Que
nous avons fabriqués un systeéms da dépandances.

Clasirement, nous mvons mis au point nous méme ¢¢ prodet et nous avons
acguis "au fur et & mesure” la maitrise physique aft concepluells de cet
espace, Noua avons recus des aidey Tinacléres et logistigues
institutionnelles pour nous aider dans l& réalisation du prnjet. Muis ca
projet n'aurait pas été les méme 81 nous n'avions pas "forue® une relatiun
aves les hahitantg et la mairie de Caudiés, comme les invitations, les
visitas, discussions, évenomcnts, ote, Done, ce désir dlaubonnmie @kant au
moins dépendant de Ce désir d'autonomie, Plus loin, si nous aviang une
Liverté totale dans la conceplion des formes, par ox,., une fols construite
nos comportements, nos maniéres de circuler, d'envisager 1s paysagws, de le
cumprendre ¢talent aliénées avx Eystémes ef emspaces que ces formes devaient
produire.

> --~-=~--Message d'origine---=---
> De : “anne langlois" <ann.langleis@wanadoo,fr>
> Date : 23/07/102 10:15:38

>
> Bonjour David,
> J@ ne saix pan 8i Lu BY ey aon wail précédent car je sais
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que tu as souvent des problémes avec caramail, Je te disais
que j'al 6té ravie de te rencontrer et de mettre un viasage
sur tes mails et ton travail, Malheureusement jm n'al pas
eu assez de tempy ls lundi pour te voir & Bruxelles, Une
prochaine fois.

> Je reprend donc 1a question précédentae sur ces termes
d'autonomie et de savoir faire sur lesquels je t'ai sentd
un peu en réaction.

> = J'at bien parié d‘« autonomie » et da & savols faire »
dans le sens de se débroulller avec les moyens du bord et
las compétences de chacun, c’est & dire vous trois sur le
texrain, les invités, des gens du villages, donc toubey leg
personnes imp)iquées qui vous vnt donué un coup de main,
Vous n’avez pas investi dans du matériel ou fait zppel &
des artisans pour réaliser vos constructions, il me semble
que rela fait partie du projet que de faire les choses vous-
mére. J'utilise ces tcrmes avec parcimonie car ils sont en
effet assez connotéh, mais peut-atre faut-il aussi les
daconnoter de leur babacoolisme dont vous avezr peut-&tre un
peu peur d’'étre qualifiés, non ?

> Bien A& tol

» Anne

Bépanse

Salut Anne,

Ron, 1je vais tenter d'envisager autrement les conséquences de termeg
tels que "savoir-faire" et "autonomie" & l'intérieur d'une raflexion sur
B~U. .

Mais j'aimarais te préciser ceci: ie n'al aucune appréhension quant &
ces motg. Ce sont des mots ot ils ne sont pas pédjovatite, Cuant anx
histoires de baba cool, sincérement je ne sais pas quoi en punser. Mais
11 y 8 sans doute un intérel “historique” dans le truc des baba-coel.
Quel w3t cet artiste qui avait fait “La tombe du hyppie” (Duais, Paul
Thek) un de ces artistes grande classe des aixtias, Ca n'élalt pes Hélio
Qtttica? Soit. Perwonnalement, je dois bien t'avouer qu'il y & certains
dupests, dont ce qufon a appelé le psychédélique que Ja trouve Jde
premier ordre, Ce qu'tl y a avec les "babas" comme d'ailleuvrs avece
beaucoup de groupe de modes autoproclanés, c¢'est qu'on ge rend compte,
avec la distance, d'un aspect extremement dogmalique. 'esl le truc
vraiment ganant,

Revenons en au savoir falre et & l'autonomie. A dire vrai, je viens de
relire la réponse que je t'avais pracédemment anvoyh et je n'un Liouve
pas vraiment dm *maillaura”, 1l me semble, enfin je poux me tromper, que
tu a3 une idéa derridre la téte avec ces deux termes, Sinon, je peux
simpleoment te répondre que nous nous sommes effectivemsnt, débrocillés
avec les compAtancex da chacun. Mails cela est assez complexe. C'est quod
la vompétence de l'artiste? D'un autre c&té, egont passés sur le terrain
d'excellent architectes, !ngénieurs, ébénistes ou dlautres touche-a-tout
indispensables, C'est malnienant que nous voyons la difficuits du
projet: on organiser le récit, avec tonte l'axactituda wmt la
subiectivité que cette entreprixe reguierd,

51 tu peux encore dévelloper ces termes, J'en gerais heursux. §Sinon,
rclis avec attention ma précédente réponse,

le t'emhrasse,

a Lres bientot jlespére

david

328

4

O XIANHddV dIvIAE/SIOTONV



De:

“anne langlois™ <ann. langlo:s@wanadoo fr>
A: <david_evrard@caramail

CC: <building_u@y ahoo.eom>

Date; 09/09/2002 12:35:28

Salut David,

OK, peut-&tre que je me trompe et je relis ta réponse. Je vois dans BU-

quelque chose comme une ravisitation de ces termes et de cette
expérience gu'ont pu mener un certain nombre de personnes dana les
années 70, Il me pambie qu'il ='agit maigré tant d'una réfarence dont
vous parlez trés peu, et qui rend vobre expérience quelque peu
symnbolique, c¢’est tout. .

Cect m*anéne & une sutre question ¢

= Vous aver réalisé plusieurs aménagements d'espaces et de constructions
qui semblent & la fols fonctionnels et symboliques, avec plusieurs
niveaux qui correspondent & différentes activités et postures, ce qui
ast de l'ordre du privé et du collectif etc. Peux-tu me dire plus
précisément quelle ¢tait l'organisation de la vie sur ce terrain ?

J'aspére que Lu vas bien, qu'Harry el Anne aussi,
4 bientdt
Anne

Chére hnne,

Voici la sulte. Désold si Je n'arrive pas véritablement & maintenir mes.
timings, Mais bon, tu comprendra, j'en suis slir, que mon nouveau metier

de papa m'occupe énormément., Faul le temps gue fe m’y fasse...

J'espére que tout va bien pour toil on ¢o début d'annés,

Je mne Buls permis d'envoyer une copia de notre entretien A Nicolas
Rourriaud, que i'ai rencontré 4 ua demands cux il est -apparemente
intérressé par Building Underwood. Nous verrons cela. D'autre part, Tl y
a Stéphanis Bourns qui m'a contacté, #&ygalemmunl Int@rressde par e
projet.. Juw lul si dit gquw je lul eaverrais également netre entretien,
paxcequ'elle voulalt également me poser des questions sur R-1J,

Flle m'a demanda da ta rameblre son bonjour.

Réponse:

Tout, d'sbord, ije voudrwis dire gue nous ke voulons pas éviter la
référence aux annédes septante, Beaucoup de ¢gons nous ont interrggé ou
taquingd lad-degsus, Nous avans eu un probléms avec cels, non pas qu'on
refuse de as faire charrier, au contraire, mais plutdt parcegqu'il y
aVdil, e sous-texte, 1l'envie d'enfermer ¢¢ projet, de le clolsonner,
dong, de l'interpreter trés qrossiédrement. Sur le plan, ja dirais,
pursment artistique, nous n'avons pas  Lravaeiller cette imagerie
directement, Nous le ferons peut-&tre, par la suite, Maig c'était tras
loin de notre soucis mur place. Vars la fin de 1'6Lé 2001 nous avons
téfléchi & situer certaines limages. Nous y reviendrons, Jo dirats juste
Que nous é&tions plus portéd vers un Las Veqas du pauvra que vers un
campement. ralevant d'une ideologqie, A priori.

tour ce qui est da l'organisation de la vic sur place, et, plus lein, de
comnent cette organisation 3 ippligué des tormes construites, nous
avons, d'entrém, ouvart Jes espaces. Comme Ly le sdis déjd, le niveau
zéro, d'abord, puis cette rampe. L'ouverture que produisait cette rampe
¢linminait de facto le vieux eentier wqut contournait la ruina pour
arrtver A ce niveau. Ensuite, il y & eu deux directions, deux cheminsg et
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espaces qui ont 8tés ouvert: la sallé de bain (& hatteur du niveau zéroe)
et la plage (ou la piscinel ‘au niveay intérieur de- ls cascade, Ces
espaces ont érés "naturellamant™ uxplm\.es. ils. étafent nécessalres,
-ecmme 1'abri général.

Un ces é&venements quotldien autour duguel se retrouvaient tout le monde
atait le repas. Cals a dut faire 1’ocbjst d’une organisation pragmatique.

Au fur et & nesure dey &tés, nous avons: pris en main, de plus en plus

{essentieliement grice au concours d'Anne} ce moment du jour. Le dernier
ére, nous avions l'entisre reaponaubnxté duq repas (collecte dtarcqent,
courseas, cuisine).

En paralléle, nous discutions avec les gens sur plare, et aouvent !ppuyé“

. par certaines parsonnes du village, des idaes qui wa dévelloppalent. far
-exsnple, un des villageols nous & emmend-dany la montagne, afin de nous

sounettre queclques points de vues, Le Jour ol le Tour de France est’
passé dans: le. coin, nous avens édté  {d'autant -qu'lve adore le ‘vélo) .
peindre la route du slogan Building Underwood, Noug avons construit,
‘avee Enzo Riguer, qui est comédien, un amphithéatre, dans fequel il »

© fait das lectures. Il y a eu, aégaluement, Alesxis (dont '3de ne me rappelle
pas le pom de famille), Irlondaise, conservateur d'un musée du textile
et de la tapisserie 3 Dublin, qui a fabrique une robe avec de la
végétation ~ pour lss lecturas d'inzo dans son mspace théatral, Dettle

Flinn, photographe, ou Guillaume Janot, . ont réalisés des projets .

photographiques: Frangols Thiry et Carcle 3¢l~m1t, srcnitecte. et

‘urbaniste, se sont impliqués dans las cnnrapnnnn AL mesurey des espaces g

el constructions. D'un autre cotd, Jean-Michel UJagot, qui est venu
thague fois une ‘quinzaine de Jjours avec ses enfants,. était  plua

simplemant an "vacance® mais participait pleinement aux discussions, &

1'oryganisation du quotidien, wete... Il ¥y a énormément d'exemples. Peut-
&tre un exemple par personne, de ceux qui sont venus ld-bam,

Te fait est, st jlaimerais 3Jnsister la-dessus, qua ce projet a été
dillué dana le temps et a évolué durant ces trois &tés. Le dernier était

trés dense. Mais le fait de definir "cela" ~cet cbjet / sltuation- au

préalable, de déterminer cs cadre; et c'sst & il me senble un enjoux
tréds fort, dmpliquait des comportements, des  réflexions, des

possibilités, L'idée qu'il y avait 18 un recit entrain dea se faire, que

chacun aur le terrain en était acteur, impliguait- un 3systéme
d'organisation, des arrangements, peut-&tre des postures., Nous avons
congus et construit au fur et 4 mesure, ‘avec une sccéléracion
déterminante la dernier été, les formed qui encadreraient, fLinalement,
ll'orgonisation, 1a circulation ‘et, plus loin, les “projections”
individuellea et callactivas qui émanaiant da om ré4cit parmanant.
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These questions raise the characteristics of a model of practice that I feel is related to form of provision rather than a
production of object. By answering to these questions you are helping me to identify the characteristics of the mode
of dissemination that make the concerned practice visible and therefore credibie. In another words this questionnaire
aims to find a common analytical language that will lead to the definition of an authored visual art practice that
differs from the institutionalised authored based product.

Here are the sections of the questionnaire and issues I would like you to address in the project ‘Vernacular’, we
coordinated at Duff House:

SECTION 1: VALUING AND NAMING THE WORK

SECTION 2: RELATIONSHIP WITH THE AUDIENCE

SECTION 3: DISSEMINATION OF THE WORK

SECTION 4: COMMUNAL SPIRIT

SECTION 5: TRANSFERABILITY

Section 1: Question générale de cette section: Quels sont les moyens de communication permettant d’évaluer et
de donner un nom A cette pratique artistique?

1. In the planning of the work, how do you think the work relates to the current institutional critical
system to create its story? Dans la création de son histoire, quelle relation le projet entretien t-il avec la critique
institutionnelle actuelle? '

Do you mean relies or relate??? if it is relate then I assume it does relate to it, but How?? I think you need to
ask your supervisors, this is too difficult for me.

2, In implementing and organising the project, what major mode of dissemination (exhibition, event,
etc...) was used in the different phases of the creative process? Dans la mise en oeuvre du projet, quel est le
principal moyen de communication (exposition, événement, etc..) utilisé dans les différentes phases du procédé
créatif?

For Vernacular: exhibition, pub]lcatlon, some events, exchange with foreign art projects, also some
advertising.

3. Can you describe the structure of the work? Pouvez-vous décrire la structure du travail?

The work was a touring exhibition. there were two main components to it:

. to prove that an exhibition can be site specific and can be toured

. to establish a relationship between present and past heritage

4. In the feedback, who do you think evaluates the practice? Une fois le projet réalisé, qui évalue lal
pratique?

I don’t know? Know body? The art school. There were questionnaires, but I never saw the outcome,

Indirectly it is evaluated by the Arts council, and of course by the people that worked with the artist, in this
case the Chamberlain of Duff House and myself. I remember a sort of disappointment about the exhibition. It
did not relate to the people that come to Duff House.

But it did also not bring new people in as did House at Work.

5. Who sustains the creative process, the local culture or the art institution? Is it both and
how? Qui nourrit le procédé créatif, la culture locale ou Pinstitution artistique? Est-ce les deux et comment?

I think it is both, I think they need to work together. But I don’t think that this is common practice. It was not
realised sufficiently with Vernacular.

House at Work did that very well.

6. In the learning of the experience, would you name the work otherwise than an artwork? Why? A la
suite de 1'expérience, nommeriez-vous le projet autrement qu’une oeuvre d’art? Pourquoi?

No, I think Vernacular was a quite traditional art work. The other events I have been involved with Stephanie
would be described differently.

7. What type of dissemination do you think the project needs after the event?

Quel genre de communication pensez-vous que le projet ait besoin aprés I'événement?

1 don’t really know, Difficult. I think the publication should have been thought different. The whole project in
my view was difficult, at least in Duff House, where I worked. I don’t think people could relate to it. The same
1 wonder, counts for Kitzbiihel, 1 think.

This was again different for the other projects.

House at Work really deserved a publication and appreaching institutions like Historic Scotland, crafispeople
in the area, maybe making this as an annual event at Duff House; adopting by National Trust, etc.
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SECTION 2. How is the relationship to audience made visible in the art experience?

1. In the planning of the work, which audience does the project address? And why? Dans le cadre de la
‘conceptualisation” du projet, 3 quel public pensiez-vous que le projet s’adresserait-il? Et pourquoi?

The project in my view addressed the normal Duff House audience (although I understood much later that
Stephanie thought that it meant to have addressed a much more general Banff audience).

2. In the implementation and the organisation of the project, is the environmental context more

important than the human context? Dans le cadre de la mise en ocuvre et de I’organisation du projet, le contexte
géographique et physique est-il plus important que le contexte humain?

No, I think the human context is vital. But of course making site-specific work,, the environmental context is equally
important. It should be seen as one,

3 Do you think that the structure of the work and its relationship to its audience would benefit from
addressing local institutions in its dissemination instead of the current art critic institution? La relation entre le
public et I'expérience artistique peut-elle étre davantage visible par une dessimination locale plutdt que par le biais de
1a critique artistique actuelle?

Yes, I think so. It would have been good to address e.g. historic Scotland. But I think still it is vital to address
and make your work known to the art institutions too, This to promote your work and its model of working,

4. In the learning of the experience, would you think the artist should consider inviting others
professionals to contribute to the creative process. What would their role be? Dans le cadre de I'étude de
Pexpérience artistique, pensez-vous que Vartiste devrait inviter d’autres professionnels 2 contribuer au procédé
creatif. Quel serait leur réle?

1 think that could be a good idea. For example work with a professional crafts man or a heritage specialist.

5 How do you think the relationship to the audience contributed to the creative process? Comment
pensez-vous que la relation avec le public contribute au procédé créatif?

In vernacular the relationship was almost absent, if not alienated.

In House at Work, the relationship to the audience was vital and at the heart of the project. Without the
audience there would not have been a project.

Had the audience related to Vernacular, then there would probably also be more of a project.

6. Is the outcome of this relationship deferred when lived in the art experience instead of the
postproduction of the art experience? Le résultat de cette relation serait-elle différente si elle est vécue in-situ ou
en differée dans la postproduction de I'expérience artistique (expo, catalogue, etc)?

Don’t understand the question. Sorry.

SECTION 3. What are the modes of dissemination that make the work visible?

1. In the planning of the work, how would you describe the different phases of the project? Dans le cadre

de la planification du travail, comment décrivez-vous les différentes phases du projet?

Coming up with the idea, talking it through with curator, applying for funding, artist to realise project at Duff
House, negotiating spaces in other places abroad, exhibiting, touring....there would be much more...

2. How do you see those phases contributing to the construction of the story?

Comment voyez-vous ces phases contribuer 2 la construction de I"histoire, du projet?

I think it is important, but retroactively there was a problem in communicating what the story is to the staff at
Duff House; it was only clear to us that new audiences were meant to come in to watch the TVs.

Former projects worked very well, and there was almost ‘too’ much trust given to the artist in coming up with
a new project.

3. What partnerships would be more important for the visibility of the work?
Quel est le partenaire le plus important pour la visibilité du projet?

1 think partnerships with local' communities (but with Vernacular they would not have helped) otherwise with
heritage institutions, tourism, etc.
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4. In the implementation and the organisation of the project, can you define the relationship between the
dissemination process and the creative process? Dans la mise en oeuvre du projet, pouvez-vous définir la relation
entre le procédé de dessimination et le procédé créatif?

5. What difference do you make in the dissemination process between the event in-situ and the event

‘exhibition’? Quelle différence faites-vous entre les moyens de communication du projet m-sxtu et ceux de son
‘exposition’?

Do you actually mean dissemination or communication???

Don’t understand the distinction, the exhibition was the in-situ event,

6. In the feedback, how would you go about leading the visitor on understanding the nature of such
project? Comment accompagnez-vous le visiteur dans sa compréhension d’un tel projet?

I would change the project (leave out the tv). Maybe it was too difficult to have the two objectives in the
project. One of the objectives would have been enough.

7. How do you think the project should rely on a marketable product to communicate the work?

Comment ]a communication du projet doit-elle s’accompagner de produits commerciaux?
7

8. What is the value of the word of mouth in the context of the event?

Quelle est 1a valeur donnée au ‘bouche 2 oreille’ dans le contexte du projet?

yes, important, but did not work with Vernacular, also was not sure whether it worked in Austria.
Definitely worked with House at Work.

9. In the Jearning of the experience, how do you see the dissemination of a project? Should it be about the
process or about the impact of a product/event used during the project? Les moyens de dissémination ont-ils été
appropriés? Ces moyens de dissémination ont-ils révélé le procédé ou I’'impact de I'événement?

If you mean communication; I think it should be about the impact.

10. Could this practice benefit from being dissociated from the institutional critic and create its new language
inspired from a non- artistic status? Why? Cette pratique pourrait-elle bénéficiée de sa dissociation avec le milieu
artistique et créer son propre langage inspiré d’un statut non-artistique? Pourquoi?

Yes, sure. It is an interesting practice, but it needs to find ways of communicating this that it is still art. which
is a challenge.

SECTION 4. Is the practice all about institutional dissemination or is it sustained by a communal spirit?

1. In the planning of the work, what were the intentions in regard to the notion of communal spirit? Dans
la planification du projet, quelles €taient les intentions par rapport 2 la notion d’esprit communal?

I think there was a great expectations because of House at work.

In the planning we should have more discussed what your intentions are. It took me a long time afterwards,
that you thought that ordinary people ought to come to the show and actually watch TV there (to me thisis a
non-starter),

2. In implementing and organising the project, how were used the place/location historic/geographical
information provided? Dans la mise en ocuvre du projet, comment étaient utilisées les informations locales données
sur I'histoire, la géographie, etc?

Yes, they were used, but the artists did not really thing about the people.
This was not the case with House at Work.

3. In the structure of the work, would you relate the work to the tradition of the ‘artist shaman’? Why?
Dans I'événement, compareriez-vous le travail 2 la tradition de ‘I'artiste shaman’?
don’t understand question,

4. Has the project made an impact or contributed to any present or future local communal ritual? Le
projet a t-il eu un impact ou a t-il contnbué aux rituels communaux locaux présents ou futurs?
No, not in Vernacular.

1t did definitely in Local Growers (was that the title?).
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5. In the feedback, what do you think the local interpretations of the art project structure (place and
time) were? Dans le cadre des retombées, quelles étaient les interprétations locales de la structure (lieu et temps) du
projet artistique?

1 only had feedback from staff and friends. Unfortunately the feedback was not pasitive. People were
disappointed, as they had high expectations after the other two events.

6. In the learning of the experience, do you think this idea of communal ritual has consequences on the
art practice? Pensez-vous que I'idée de rituel communal ait eu des conséquences sur la pratique artistique?
What is the idea of communal ritual?

SECTION 5. Does its relationship with the communal spirit indicating that the practice is transferable rather
than authored based?

1. In the planning of the work, how would you define the administrative and creative methods, authored
or a transferable product? Dans le cadre de la planification du projet, définiriez-vous la gestion et le procédé créatif
comme appartenant  I’auteur ou comme pouvant étre utilisés par tout & chacun?

We should have talked more about the intentions. The TV was not working, it was if at all alienating,
patronizing.

2. In implementing and organising the project, would you describe the process of the work as an
authored creative process rather than a transferable product? Why? Dans la mise en oeuvre du projet, décririez-
vous le procédé€ du travail comme un procédé créatif d’auteur, ou comme un moyen utilisable par tout le monde?
Pourquoi?

authored creative process, Stefanie is unique.

3. Is the outcome of the project an authored or a transferable product?
L'issue du projet est-elle celle d’un auteur ou d'un produit commun?
same, cant be transferred. the individual artist is essential.

4, In the feedback, do you feel there is a large part of transferability in the different stages of the project?
Dans le cadre des retombées, avez-vous ressenti la marque de I'auteur dans les différentes étapes du projet?
no

5. In the learning of the experience can the artwork or its method be transferable? L'ocuvre ou sa méthode
seraient-ils utilisables par d’autres personnes? -
No, I don’t think so, although I have tried.
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I sojourned at Building Underwood two summers in a row.

In 1999 | tried and failed to persuade the ANPE to fund my voyage, so with regret | stayed at home.

In 2000 | was driven from Nantes (via Bordeaux) in a beet up old Reno s by
Yves Cotinat (following a fax sent to the Caudiés town hall). We were on route
for a camping holiday in that bit of France (destination chosen to coincide with
the geographic location of B_U). We intended to stop about 4 days with our
Eals Ivo&Simona (motivated by nosiness: what the heck are the up to, but also

y fear to miss something). We stayed on the terrain for all of our previewed
holidays and then some, leaving only when our presence was absolutely
required in Nantes and even then driving all night to be able to assist at the
conference/presentation/slide talk in the Codiés village hall before leaving. |
think we stayed 21 days in all.

In 2001 | flew Ryanair (Dub-Std / Std-Per) from Dublin where | was on
residency at the Irish Museum of Modern Art with Alexis Bernstorff and a three
lefgged pot. We stayed 10 days which included preperation for and the weekend
of the big party/public event/barbeque/art calender thingimy and also the
departure of David Evard & Anne Grandhenry and thus the end of
Building_Underwood.

Do you feel those (not clear as a question what notions?) notions are related to the
project? I am interested in your contributor’s analysis in both your positions of viewer
and of partner' in the project. Your vision of the project. Please come back to me for
clarification of the enclosed.

SECTION 1: VALUING AND NAMING THE WORK

What are the modes of dissemination that evaluate and give a name to this art practice?

1 In the planning of the work, how do you think the work relies to the current
institutional critic system to create its story? All the artists (or / and comedians,
authors, critics, curators etc.) involved in this project (as collaborators, guests,
partners, or general hangers oners) are savvy, ambitious, conseincious, urban,
sophisticated, individuals with a healthy interest in the history of Art, a certain
experience either as or working with the more traditional (state sponsored) art
institutions and with a considerable amount of third level education behind them.

2. In'implementing and organising the project, what major mode of
dissemination (exhibition, event, etc...) was used in the different phases of the

! Nous croyons que ce n’est pas évident de juger le travail et les artistes participants & 1998

simplement sur la base de leur intervention dans ce projet. La structure que nous avons mise
en place ne fonctionnait pas comme une “nouvelle galerie” ou “nouvelle institution”, mais
comme project artistique. D'ol la difficulté de voir les interventions des invités
indépendamment du cadre général de 1998, dans lequel 1a tension de “I'étre 12 3 ce
moment-1a” et toute la relation humaine que cela apporte (méme comme spectateur) étaient
indispensables. Le choix des invités s‘est effectué pour nous de maniére trés naturelle : ce
sont les artistes de notre génération que nous connaissons le mieux, des amies dont nous
défendons le travail. .

- Simona Denicolai & IvO Prevoost, “Attention, ceci n'est pas une version définitive» D
Echange de questions et réponses par écrit entre les dix pensionnaires entre le 20 mars et le
14 avril 99, ERBAN Post-Dipl6me 1998-1999. Nantes, France, 1999. '
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creative process? Invitation®.
3.  Can you describe the structure of the work?

4.  Inthe feedback, who do you think evaluate the practice? Everyone implicated.
The iniciating artists engaged in a daily practice of evaluation. As very little was pre
determined there was a continual automatic process of taking stock in order to
identify the next step.

Who sustain the creative process, the local culture Local culture (the community)
tolerated-Building_Underwood’'s existance by not (or rarely anyhow)
refusing the invitations to partenership, but one could not accuse them of
sustaining creativity — skeptical allofness (excluding a handful of noted
exceptions Christophe et al). The 700 residents of Caudiés did not feel (initaly)
concerned, After 3 years of estival cohabitation there grew a certain inevitable
acceptance. or the art institution? Surely Building_Underwood is an art

institution, in some kind of a way. Is it both and how?

5. In the learning of the experience, would you name the work otherwise than
an artwork? No. Why? Because lvo, Simona & David (&Anne) were completely
clear with themselves, each other and all to whom they presented
Building_Underwood that what we were dealing with was cutting edge
contemporary art. The fact that the project functioned perfectly also as a
summer holiday to them posed no contradiction thus was not problematic to
those ‘in the learning of the experience’.

Different to Kaprow’s relationship to site® — the terrain occupied by the folk of
Building_Underwood was not a ‘place of everyday life’, it was designated an
Art Site by Ivo, Simona & David, thus everything which took place on the site:
from permanent interventions through to the consummation of our annual
allotted 200L of co-operative wine and the subsequent bonfire conversations
(not to mention the documentation of same) was in some way Art.

What type of dissemination do you think the project needs after the event?

2 La collaboration avec d‘autres personnes n'est pas un parti ni une recette. Cest une possibilité qui se
concrétise autour d’une envie commune, d’'une proximité d'idées 3 un instant donné. C'est I'introduction
d’un processus de travail complexe ol I'on se remet constamment en question et par lequel toute décision
est le résuitat d'un dialogue continue 3 l'intérieur d'un réseau d'idées. C'est une possibilité de s’éloigner de
{identité “romantique” et individuelle de l'artiste, de faire abstraction et de se placer & l'intérieur d'une
société fluide.

Collaboration with other people is neither a *parti pris’ nor a recipie, it's a possibility (opportunity) which
happens around (because) of a common desire, of a closeness of ideas at a given moment.

1t is the introduction of a working process in which one constantly questions one’s self and by which every
decision is 3 continuous dialogue within a net of ideas. It is an opportunity to move away from the
‘romantic’ and individual identity of the artist, to ignore (what?) (to be more abstract??) and to put
yourself inside a more *fluid’ (flowing?) society

— Simona Denicolai, *Attention, ceci n’est pas une version définitive” — Echange de questions et réponses par écrit
entre les dix pensioneres entre le 20 mars et le 14 avril 99, ERBAN Post-Diplome 1998-1999. Nantes, France, 1999.
3*1 began to do pieces that were based upon a short text of actions that only involved a handful of friends
or students at some specific site — 3 site that was not marked as an art site, a ravine somewhere, or a
roadway, or somebody’s apartment, or the telephone, that is, the places of everyday life, not designated
as sites of art. And the work itself, the action, the kind of participation, was as remote from anything
artistic as thesite was,” Robert C. Morgan interwiew with Allan Kaprow (February 23, 1991), Conceptual
Art An American Perspective, McFarland, north Carolina, 1994.
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DE LA PART DE : DETTIE FLYNN
Date : 11/08/03 a 23h15
A: Stefanie Bourne

SUJET : Re: aux nouvelles....
Thought it might be equally informative to let you hdve a peek at these.
Dettie

En photographie, la question du vocabulaire et du langage n"est jamais
innocente : est-ce que I"on shoot (canarde, mitraille), prend ou fait une
photographie ?

Je propose une autre possibilité, qui est de donner une photographie. Pour
faciliter cela, j"accorde un long temps d"exposition au modele pour quTil
puisse donner cette photographie. Par ce processus, j"améne le modele —qui ne
fait alors plus que cela -, a quitter son rdle passif pour devenir
actif,apasser de | Dbjet au sujet.

Dans les séries faTtes en collaboration avec des artistes, par exemple durant
ma résidence a 1"Irish Muséum of Modem Art ou ma participation au projet
Building Underwood, je passe de plus un peu de ce temps d"exposition dans
I"image et un peu de ce temps derriere l"appareil. Les images sont réalisées
dans le contexte du travail de l"artiste concerné, qui devient

alors partie de mon travail. Je suis a la fois la photographe et la
photographiée. L"image résultante est un document de la rencontre entre
artistes et entre leurs travaux respectifs.

Grandhenry (Building Underwood) & Dettie Flynn O
© Dettie Flynn, 2001

337



Ivo Prevoost (Building Underwood) & Dettie Flynn
©Dettie Flynn, 2001

Simona Denicolai (Building Underwood) & Dettie Flynn
© Dettie Flynn, 2001
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