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What are the power relations between art, activists and cultural institutions? Who ultimately
benefits from these relationships? What critical role can art and/or activism really have

in a situation where any form of critique is automatically recuperated and neutralised

by the mainstream? Under such conditions, what are effective strategies of opposition?
What is to be done (with art)?
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GLOSSARY

ACTIVIST: Not necessarily one of those people who wears

a Che Guevara T-shirt in an un-ironic way. Activists are those
involved in action looking to create social, political, economic,
or environmental change. The action is either in support of,

or opposition to, one side of an often controversial argument,
thus habitually adopting a binary/oppositional stance. Some
forms of activism do not necessarily involve direct protest,
but look to change the behaviour of individuals rather than
directly focusing on power.

APPARATUS: Apparatus (or dispositif in French) is both

a ubiquitous and nebulous concept in Foucault’s later thinking,
according to Agamben’s essay ‘What is an Apparatus?’ (2009).
Agamben’s essay tries to clarify things: “l will call an apparatus
literally anything that has in some way the capacity to capture,
orient, determine, intercept, model, control, or secure the
gestures, behaviors, opinions, or discourses of living beings”.
Seen from this perspective, Agamben’s work, like Foucault’s,
may be described as the identification and investigation of
apparatuses, together with incessant attempts to find new
ways to dismantle them. An apparatus is a kind of network
between elements; it acts within relations, mechanisms

and plays of power - bound to processes of subjectification.
Agamben says: “It would probably not be wrong to define

the extreme phase of capitalist development in which we live
as a massive accumulation and proliferation of apparatuses.”

THE ART STRIKE: Alain Jouffroy first suggested an art strike
in 1968 to “not to end the rule of production, but to change
the most adventurous part of ‘artistic’ production into the
production of revolutionary ideas, forms and techniques”
(‘What’s to be done about art?’). In 1974, Gustav Metzger
called upon artists to support a three-year Art Strike between
1977 and 1980, to protest against the relationship between
art, the state and capitalism in methods of production,
distribution and consumption. Metzger looked to bring

down the art system through a total withdrawal of labour,
where artists would refuse to produce, sell or let work go

on exhibition, and refuse any collaboration with the art world.
He was unable to gather support from other artists however,
and the strike was unsuccessful. Stewart Home and others
took part in an Art Strike from 1990-1993 in opposition

to neo-liberal EU policies, moving beyond the gallery system
to question artistic production and the role of the artist.
More recently, Redas Dirzys and a Temporary Art Strike
Committee called for a strike in response to Vilnius becoming
a European Capital of Culture for 2009; and in Eastern Europe,
there have been successful actions by artists including

a strike in Poland where artists refused to exhibit work

in state galleries.

ARTIVIST: An activist looking to create change using the
medium and resources of art.

COMMONS: The idea of the ‘commons’ is generally taken

as an antonym of private property. The enclosure movement,
at the end of the 18th Century in the UK, demonstrates how
common land was fenced off and entitled to private owners.
Landowners used the legislative framework at the time to
appropriate common land for private profit, and the landless
working classes became the labour force of the industrial
revolution. In other words, what was inherently held in common
(common-wealth) was stolen. As property rights have been
extended from land to capital to information, clear parallels
exist to how issues of class and property flow from the
commodification of information. Nowadays the term is often
used in relation to intellectual property, the ‘intellectual
commons’, and its meaning comes close to the public
domain. Behind this is the identification of common assets,
and the ways these are organised, governed, used in practice,
and become part of particular ownership regimes (Copyright
or GNU General Public License, for instance). The importance
of a discussion of the intellectual commons lies in emphasising
that this is not simply a legal issue but one that necessitates
political action to protect the commons from privateers.
Closely related is the term ‘commons-based peer production’
as an alternative form of organisation of productive activity.
Peer production suggests that the commons is good for
innovation outside of the capitalistic relation of property.

COPYLEFT: Copyleft is an ethical, philosophical, and political
movement that seeks to free ideas from the constraints of
intellectual property law. According to the proponents of
copyleft, duplication is part of the very essence of what it
means to have an idea and to share it. They say, “sharing is the
nature of creation”. The earliest example of a copyleft license
is the GPL written in 1989 (see GPL below). In his essay
‘Copyfarleft and Copyjustright’ Dmytri Kleiner takes the
concept further by linking it to waged labour and thus arguing
for licenses with different rules for different classes.

GPL or GPL: The GNU General Public License, is intended

to guarantee a producer’s freedom to share and change free
software. By free software, the qualification is important

that free refers to freedom as in speech not price. The Free
Software Foundation explain: “Free software is a matter of
liberty, not price. To understand the concept, you should think
of ‘free’ as in ‘free speech’, not as in ‘free beer’” (http://www.
gnu.org/philosophy/free-sw.html). To be free software, the
human-readable form of the program (the source code) must be
released fully into the public domain. But this goes further than
‘open source’ b it emphasi the ideological aspect of
freedom. There are broader social implications too, in making
comparisons with other examples of multiple production and
rethinking the concept of the public. Arguably new forms of
creative and political practices emerge from such principles
alongside new social and subject formations.

GREEN IMPERIALISM: A form of hypocrisy from the Western
privileged classes. For example, the case of rich countries
running polluting industries with cheap labour in places like
China, whilst simultaneously pointing the finger at them for
climate change. Or post-reproductive, wealthy, white men
(such as Optimum Population Trust members like James
Lovelock and David Attenborough) blaming the population
growth of the rural poor in developing countries for global
warming. In the arts, Green Imperialism can be seen in

the practice of ‘activist-artists’, who are very often, again,
from the privileged cl telling audi how to live their
lives, whilst consistently taking no regard for the energy,
resources and funding streams required in producing an
exhibition about such an issue.

IDEOLOGY: Even the denial of ideology is an ideological issue
in itself (to paraphrase Slavoj 2iiek).

INFORMATIONAL CAPITALISM: Informationalism is the result
of the restructuring of capitalism’s mode of production to

a mode of information; from a mode of development focused
on economic growth and surplus-value (industrialism) to one
based on the pursuit of knowledge and increased levels of
complexity of information (informationalism). Networked
technologies have enhanced the effectiveness of global
capitalism, enabling it to become more flexible, adaptable,
faster, efficient and pervasive. To a large extent, in the
‘over-developed world’, the assembly lines have been replaced
by the network as the organisational model and metaphor for
production of all kinds. Industrial production is superseded by
information, and capital is regenerated in a new form suitable
to the general state of science and progress of technology
and to maintain its logic. New forms remain instruments

of domination but also they present new opportunities for
resistance leading to an alternative vision of communication
and the commons.

ISAs: The ‘ideological State apparatuses’ (ISAs), that include
the family, schools, church, legal apparatus, political system,
trade unions, communications media, arts and culture, and

so on, are distinct from the ‘repressive State apparatuses’,

the government, army, police, courts, prisons, and so on.

Both function through repression and ideology but the essential
difference is that rather than predominantly acting by
repression or violence, ISAs function through ideology and

do so more covertly. State power is thus maintained by the
State apparatus that includes institutions that represent the
repressive apparatus and the ideological apparatus. This is

not a new phenomena. In pre-industrial times, the ideological
state apparatus worked through the Church predominantly,
controlling other apparatuses like education, communications
and culture. Writing in 1969, Louis Althusser, in ‘Ideology and
Ideological State Apparatuses: Notes Toward an Investigation’,
thinks this central position has been taken by the education
apparatus in capitalist social formations, and the contemporary
conception of cognitive capitalism would appear to confirm this
idea. In education, there is a captive and free audience for the
reproduction of the capitalist social formation: “the relations
of exploited to exploiters and exploiters to exploited, are
largely reproduced” as he puts it. The ideas of a human subject
are “material actions inserted into material practices governed
by material rituals which are themselves defined by the
material ideological apparatus from which derive the ideas

of that subject”.

NEW INTERNATIONAL DIVISION OF LABOUR: The New
International Division of Labour (NIDL) is an outcome of
globalisation and processes of production driven by trade
liberalisation, technological change and economic reform.
Developments in transportation and communication have
enabled companies to search for the cheapest places to
manufacture and assemble components, and from the early
1950s to late 1990s, there has been a global shift in
manufacturing pr from developed to developing
countries where costs are substantially lower.

POLITICAL AESTHETICS: Rather the politics of aesthetics
than the aesthetics of politics, to use Benjamin’s formulation.

POVERTY JOURNALISM: A journalistic activity based on
capturing images of extreme poverty, usually in the developing
world, through the work of lens-based media (photography and
video) practitioners. Most often, the imagery is created by

and for the Western news media. A certain lack of reflexivity
often exists towards poverty journalism from ‘politically-
engaged’ artists using the documentary style to depict scenes
of exploitation and poverty, raising ethical questions of their
own gaze.

REFUSAL: Refusing to work follows the logic that capitalism

is an irrational system that cannot be replaced by anything
through better planning or anything that employs its logic.

It derives from Mario Tronti’s essay ‘The Strategy of Refusal’

of 1965, pointing out that capital uses workers’ antagonistic
opposition for its own development. The mistake in Classical
Marxism had been to simply see the working class as the
antagonistic subject of capitalism, and therefore the advocated
alternative to break free of exploitative conditions is for work
itself to be transformed through self-determination and made
more autonomous (sometimes referred to as ‘self-valorisation’).
Creative labour can re-appropriate the instruments that are
part of its very domination in the ‘cycle of struggle’ between
labour and Capital.

RECESSIONAL AESTHETICS: A term coined by art historians
Hal Foster and David Joselit presented in a talk entitled
“Recessional Aesthetics: New Publics or Business as Usual”
in New York in 2009, at the height of the global recession.
Initially looking to propose a series of questions to address
the condition of contemporary art in a recession era, Foster
eventually conceded “David and | know more about receding
hairlines than we do about recessional aesthetics.”

RECUPERATION: Recuperation is a sociological term, first
proposed by Guy Debord of the Situationist movement. It is

the process by which ideas and actions deemed ‘radical’ or
oppositional become commodified or absorbed into mainstream
society and culture.

SEMIO-CAPITALISM: Semio-capitalism is the term Franco
Berardi gives to the current system where informational
capitalism incorporates linguistic labour (he combines
semiotics — the science of signs, and capitalism - the

social system founded on the exploitation of labour and

the accumulation of capital). The term emphasises how
language has become fully integrated into the valorisation
process effecting both the economic and linguistic fields,
thus contributing to the crisis of value. The Marxist theory

of value is seen to be inadequate because of the difficulty

in calculating working time related to signification as opposed
to the relative ease of calculating working time against making
traditional objects. Similarly there are effects on language
production as it becomes increasingly economised: supply
and demand correspond to an excess of signs and levels of
social attention (the so-called attention economy). Berardi
sees added consequences in terms of the psyche, as language
acts on the construction of subjectivity itself.

WHAT IS TO BE DONE?: ‘What is to be Done?’ is the title
of a famous essay by Vladimir llyich Lenin, written in 1901.
It addresses key ‘burning’ questions of tactics, party
organisation, and terror, arguing for the positive role

of intellectuals to direct the efforts of the working class

to reach full socialism, and questioning the liberal notion
of freedom. See also ‘What is to be Done (with Lenin)?’ by
Slavoj Zizek from 2004. In 2007, Documenta 12 also asked
‘What is to be done?’ — with art.
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State Britain, Mark Wallinger, 2007

Installation at Tate Britain, 2007

Courtesy the artist, and Anthony Reynolds

Gallery London

Overcome Party Dictatorship Now,

Joseph Beuys, 1971
Courtesy Tate, London

Photograph Dave Morgan

In recent times there has been a string of high profile ‘political’ artworks supported by
mainstream art institutions, which have featured heavily in the media. Anti-war protest
art such as Mark Wallinger’s State Britain (2007), an exact replica of Brian Haw’s one-
man peace camp re-located from Parliament Square to Tate Britain, or Jeremy Deller’s

It is what it is (2009), which took the wreckage of a car destroyed by a bomb in Baghdad
on a tour of art museums across the USA, have been widely féted by the cultural
establishment - both artists mentioned have been awarded the Turner Prize, for example.
But what is it that public-funded institutions find so appealing about art that purports

to be political, especially as such works would seem to directly criticise the policies

of the very state that funds them? Or perhaps the question should be turned around to
ask, what does it mean for the political efficacy of the artworks to be so whole-heartedly
embraced by the cultural institutions of the state?

It Is What It Is, Jeremy Deller, 2009
Performance at Guggenheim Bilbao, 2007
Courtesy Creative Time, New York

Photograph David B. Smith

There is, of course, a long tradition of artist/activists in contemporary art, from
Joseph Beuys to the Artist Placement Group, the feminist art movement of the 1970s
to the environmental activist groups of today. Reflecting upon one’s own individual
relationship to social conventions, or how ‘my’ experience is translated and represented
in the wider world, is inherently political, inevitably bound up with an awareness of the
distribution of power in society. However, as soon as this process of reflexive inquiry
becomes involved with the institutional structures of art, the focus of the questions
must inevitably shift away from a straight forward critique of the politics of
representation, to the more introspective issues of recuperation and one’s own
implication in the processes of absorption and neutralisation by the mainstream.
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Courtesy Friedrich Petzel Gallery,

Little Frank and His Carp,
New York

Andrea Fraser, 2001

Since the 1960s many artists, from Hans Haacke to Michael Asher, Fred Wilson
to Andrea Fraser, have made work which specifically takes as its subject a critique
of the institution that houses art, and the structures - financial and ideological - that
support them. However critical such art may itself be, paradoxically, it also serves to
highlight the institution’s liberalism by allowing it to be there in the first place. Inevitably
such inclusiveness defuses the very criticism being offered. It is as if the critique has
been turned into a form of validation; as if the act of ‘dissent’ has been drained of
its power to effect change and turned instead into a hollow signifier of liberal democracy
in action. Thus, despite an individual’s best intentions, as soon as they partake

11



TV’s Bill
Grundy
in rock

ey

|
BRITAIN'S BIGGEST [I.!.IL'lr SALE n“tragﬂ

by Thuriday, December 2, 1976 bia. 12658

Judge in
‘murder’
pardon

- shocker

By ARRDGT MewHINAIE

THE GROUP IN THE BIG TV RUMPUS
Johkeay Rearen, lesder of the Sen Fabsli, opest o con of beer,
Laat might their lingeaqe made TV weweri frath

When the air
turned blue..

IRTERVIEWER Bill Grundy CRUSDY : SSpgees ther i
- v gesyle w0 ;

iiroguced the Sex Patels DRI R B
b vwers WiEh LE CEMMERL! ot Ll

viewers Toot ignt i the UProar as

filthiest language heard on

Bnmh television. i “iewers

v Sex Pisid beaiders of

gl;nLluL |||I hurlsd a strimg of

[Frogrranmms

L & four-letber olescemities sl mlervaewer I 1 m h n
“Words actualiy il me  GEUSE \::JI-:I_J. e weea Tmmdy on Thames TV's [y aily Leatime

Absul 1% Iu'll. gumis  an
h

?'m T What
2 ma, sl was A
for il il The Thames
= e = il i
ORUSTY: Was B seally T Gad -
Brarems  WThal abet yem g el
Mav yem married e

By STUART GREIG,
| MICHALL MsCARTHY
snd JOMN PEACOCH

ams, Hiaen [
[ .
R
The meste Ui memier.
GEUNBY | Really
FESTISL - Yra, ra
GRUNEY | Tell mwr mare (hes

il sew rrlIIlh 'Wru
-ﬁ’l altrrwards whall
:I ST Tes Jlu IH .

GEUNDY: G wn poatve ool 8
lang flme el Tew'vr oo snsiber
FISTOL  F——ing sornl W mr verend Sa) semsibing e
e i e

GEUNET | Veu e srism?
FESTOL © M
GELNEY - teriheren, Meart,

n-.-m Tizre, wdeninl’ FREYOLL WRgl o it poiiar
e At WL Lngs W Bar s

MUY ;e Shey T oo TH e wrrbay vea
FISTOL: Yes Akes sralls fmm | ug..- Fm st g YOU
Hp Gaminich

(ST b ' ' 3 PAGE
F e i R 4 & J NINE
! Bisd e Cutes. Puta ch B . : g . s

Daily Mirror,

12

Thursday 2 December 1976

Courtesy Mirrorpix

Rioting students block Gay Lussac Street,

Paris, 11th May 1968

Courtesy TopFoto

in the public discourse of contemporary art they are inevitably implicated in a process
of recuperation.

Guy Debord, who co-founded the Situationist International in 1957, described
recuperation in a sociological sense, as the procedure by which the mainstream takes
a radical idea and repackages it as a safe commodity for consumer society. According to
Debord, recuperation is a process by which “avant-garde innovations might be recovered
for use by the reigning social order, that revolutionary negativity might be recouped
to strengthen bourgeois affirmation.” The mainstream apparatus actually feeds off
the energy of dissent and gains strength from it. As such, the Situationist notion
of recuperation was a development on from Antonio Gramsci’s concept of ‘hegemony’,
which theorised the ways in which one set of bourgeois values are normalised as
everyday ‘common sense’ by allowing space for dissent.

Of course such an idea is immediately in danger of recuperation itself. Debord’s
strategy therefore, was to employ the language of consumerism but to turn its back upon
itself. In The Society of the Spectacle, he defines the principle of ‘détournement’ as using
mainstream communication but including an element of self-critique within it in order to
turn the attention of passive consumers of spectacle culture back towards the material
considerations of everyday life and historical struggle. As capitalism has fetishised
the ‘sign’ (the seductive images of consumerism), Debord argued that by adopting the
language of spectacle culture, but including a reflexive critique within it, the underlying
contradictions would be revealed.

Situationism came to the peak of its influence in the protests of May 1968 in
France. It was decided to bring the group to an end in 1972 as, according to Debord,
they wanted “to destroy the revolutionary commodity it had become”, saying “the more
our theses become famous, we ourselves will become even more inaccessible, even more
clandestine”. Ironically, the shock tactics and mocking, cynical stance of disengagement
put forward by the Situationists went on to spawn punk in the late 1970s in the UK,
which started out as a radical style of refusal but very rapidly became sanitised and
re-packaged as mainstream popular culture. The resistant attitude of Situationist
ideology was thus itself commodified and recuperated by the market, leaving the likes
of Joe Strummer to sing in vain about “turning rebellion into money” (in The Clash’s
best-selling record White Man In Hammersmith Palais), while fashion entrepreneurs
Malcolm McLaren and Vivienne Westwood cashed in on the new-found marketing
potential of rebellion.
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Whilst punk would undoubtedly not have had such a far-reaching impact if it were
not for McLaren’s instinct for hype and the intelligence with which he played the media
at its own game, it is also undeniable that, in the years since, the market has made
full use of the consumer appetite for shock and the re-packaged signifiers of so-called
‘counter-culture’. Indeed, in his book Hello I’m Special, Hal Niedzviecki describes the
post-punk model of rebellion as the ‘new conformism’, where we are all “invited, urged
and commanded to rebel against the system to gain access to the system”. It could
be argued that the true inheritors of the Situationist tools of détournement are the
advertising executives and media spin doctors of the last decade or, in respect of the art
market, Banksy, Damien Hirst and Tracey Emin.

So, what is to be done? If every action one takes to try to change society is simply
turned into so much fuel to sustain the prevailing order, would it not be better just to
do nothing? While reflexivity enables an understanding of one’s own implication in the
processes of recuperation, such self-consciousness can lead to a kind of paralysis and
ultimately become an obstacle to change in itself. ‘Institutional critique’, for example,
has become a standard strategy for contemporary art within the museum, so much
so that it appears like an orthodoxy that stifles any other form of critique, effectively
marginalising more direct artist/activist practices in a wider social context. Under such
conditions, what are effective strategies of opposition?

The maxim (generally attributed to Gramsci), “pessimism of the intellect, optimism
of the will”, deftly sets out the challenge of nurturing a self-critical yet constructive
scepticism that still does not fall prey to cynicism or passive resignation in the face
of seemingly overwhelming forces. ‘Pessimism of the intellect’ is only constructive if,
while remaining sceptical in the best Enlightenment tradition, it avoids the cynicism
that can undermine ‘optimism of the will’. Thus, whilst the pessimist’s analysis might
be that hegemony feeds off dissent, it does not mean that one should not continue
to voice that dissent, in full knowledge of its imminent recuperation, and so pursue
change, teetering on the edge between activism and absorption.

In terms of the institutions of art, parallel to the increasing corporatisation of larger
museums and cultural spaces that has been taking place since the 1990s, new forms
of more flexible institutions have emerged in close alliance with artists’ critique. Whereas
in the 1960s critique was directed against the institution from the ‘outside’, more
recently this reflexive principle has been internalised by the institutions themselves
as a kind of auto-critique so as to effect change from within. What is fundamental to the
new concepts of the more progressive institutions is a radically different understanding
of the public sphere and thus the structure of public spaces. Rather than conceiving
of a singular, homogenised and essentially passive public, which demands a populist
programme of mass appeal, the so called New Institutionalism seeks to actively
‘produce’ multiple and diverse communities of interest as co-generators. The public
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Cops and Clown, Clown Army, 2009

Courtesy Creative Time

Photograph David B. Smith

sphere is considered as a space structured by diversity, in which different conflicting
interests exist in parallel. With the recognition of dissonance as a productive force,

the more progressive art institutions therefore seek to create “a democratic space

of polyvocality”, as Nina Montmann describes it, in which the public takes an active role
as producer, and from which new social and artistic structures can emerge within civil
society. Thus the institution becomes a means for involving art in democratic processes,
a means for re-politicising art.

Through the mediation of progressive institutions, art is therefore able to introduce
subjectivity back into the democratic process or, as Lars Bang Larsen has written,
“introduce levels of desire into political concepts”. Post-1968, Michel Foucault
fundamentally re-shaped an understanding of the relationship between institutions
and subjectivity, and their relation to the idea of hegemony. The asylum, the prison,
the school, all of those institutional bodies that form the disciplinary matrix of modern
society were now analysed as mechanisms of discipline, and the kind of subjectivities
they produced as modes of subjection. Foucault characterised his work as a ‘genealogy
of the modern subject’: a history of how people are constructed as different types of
subjects, whether as delinquents, homosexuals, mentally ill, or, through such exclusions
as ‘normal’ and ‘healthy’. By focusing on the ‘histories of the present’, such as the
history of sexuality, madness or criminality, Foucault aimed to show how our subjective
conceptions of reality and social relations are entirely relative, shaped by “a precarious
and fragile history”. It is only by studying how we have become what we are, that we
can begin to imagine becoming something else. Thus Foucault’s archaeologies and
genealogies are explicit efforts to re-think the subject, so as to enable the transformation
of society.

Contemporary art has always been a space for re-thinking subjectivity. The order
of the day then becomes to forge new modes of subjectivity and to re-shape the
‘economy of desire’, as described by Gilles Deleuze and Félix Guattari, redefining desire
as a form of productivity rather than a manifestation of lack, and thus as an instrument
of liberation. In his late work The Three Ecologies, Guattari extended the definition
of ecology to encompass social relations and human subjectivity, as well as the
environmental context, as the inter-connected sites for the transformation of society.
He argued that just as nature is threatened by the forces of globalisation, so is society
and our own mental health. It is within this framework, and through the mediation of
its more self-critical institutions, that contemporary art can begin to produce a space
of democratic multiplicity that enables an exploration of the relationship between
subjectivity and hegemony, ever mindful of the thin line that exists between activism
and recuperation.

Tom Trevor is Director of Arnolfini.
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RECUPERATOR/
RECUPERATED

For this issue of Concept Store, a selection of
artists and curators were invited to respond to
the following question: As an artist/artists’
group/curator, you are known for work that prob-
lematises power relations both within the art
establishment and in a wider social context. To
what extent do you feel that the system has effec-
tively ‘recuperated’ the oppositional aspects of
your work? Reflecting upon your own implication
in these processes of absorption and neutralisa-
tion, how can you avoid becoming an agent of recu-
peration yourself? In other words, are you
‘recuperated’ or ‘recuperator’?

Recuperator/Recuperated 1: PLATFORM
Recuperator/Recuperated 2: Thomas Hirshhorn
Recuperator/Recuperated 3: Institute for the
Art and Practice of Dissent
Recuperator/Recuperated 4: Sarat Maharaj
Recuperator/Recuperated 5: FREEE

Recuperator/Recuperated 6: Piratbyran
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RECUPERATOR/
RECUPERATED 1
PLATFORM

What are the power relations between art, activ-

ists and cultural institutions?

Working definitions: in these responses, ‘cultural
institutions’ is taken to mean mainstream organs
run by the dominant culture; ‘activism’, from PLAT-
FORM’s perspective, is vision, collaboration, and
action towards social and environmental justice;
‘art’ i1s an imaginative, sensual, skilled, social
and powerful practice with impacts beyond rational
explanation, that can happen anywhere and which
belongs to everyone. Activists can be artists, art-
ists can be activists, and activists can be found
within cultural institutions.

In a healthy democratic society, power relations
between these three areas are productively tense,
constantly challenging, full of potential and very
fluid. In a repressive society, relations are aggres-

sive, embattled, manipulative and desperate.

Who wultimately benefits from these
relationships?
In a healthy society, everyone. In a repressive soci-
ety, it’s a struggle - often literally - to the death.

What critical role can art and/or activism really

have in a situation where any form of critique

is automatically recuperated and neutralised by

the mainstream?
In late capitalism, every interesting, imaginative,
rebellious idea is fodder for market or state appro-
priation. However, the strategic aim of activism
can often be precisely to use this fact to make a
new idea mainstream, to stigmatise a previously
accepted norm so that it becomes unbelievable that
it ever was considered normal, to create new reali-
ties. The constant danger is of pick-and-mix: that
only part of the thinking or new vision is accept-
able and made mainstream, and that systemic change
is left off, or contorted. Activists have to keep
vigilant, keep upping the stakes.

Usually, everything is happening at once: art-
ist-activists or activist-artists are at one and the
same time way out in advance, while being appropri-
ated (whether intentionally or not), while also
heavily critiquing dominant forces, including their
own practices. This work may at times have to take
place underground, sometimes for long periods, but
it is irrepressible.

Under such conditions, what are effective strat-
egies of opposition?
It's impossible to be totally recuperated or neu-

tralised, unless you give your consent. Activist
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art is viral as are all cultures of resistance,
protest, and vision. It’s like a critical relay. As
such, even if there are signs of consent, defeat,
or cooption, somewhere else there will be people
jumping up to point this out and grab the baton.
Strong cultures of activism are centred on solidar-
ity, networks, and building resilience. These cul-
tures grow sophisticated early warning systems and
healthy support mechanisms, while always building

towards the society they want.

And above all - what is to be done (with art)?
There’s nothing to be done apart from the core work:
constantly and publicly to ask the question:
“Who speaks, under what conditions, on behalf of

whom?” (Henry Giroux)

To what extent do you feel that the system has

effectively recuperated the oppositional aspects

of your work?
The key is to have a vibrant internal critique,
incisively planning for where recuperation might
happen; cross-examining risks, looking for inten-
tional or unintentional recuperation or neutralisa-
tion. Firstly, you have to know who, or what values,
you are in solidarity with, to whom or to what you
are ultimately accountable in terms of the issues
core to your work. If this is clear, then it’s pos-
sible to be honest and clever about recuperation.
Sometimes a bit of seeming or actual recuperation
is a good tactic for a wider goal. ‘Playing the game’
can get you into certain places which might be very
useful. The main thing is to identify the risks,
listening carefully to what allies have to say, and
plan for the exit, or for when you are spat out. And
do this together. Every group, every project is cor-
ruptible by ideological rifts, egos out of control,
financial pressures, political seductions, let
alone recuperations, so it’s important to take the
risks together. Build in a shared understanding of
the conditions under which you would pull the plug,
to “sink the project for a principle”.

Reflecting on your own implication in these
processes of absorption and neutralisation, how
can you avoid becoming and agent of recuperation
yourself? In other words, are you ‘recuperated’
or ‘recuperator’?
See above. There’s always the possibility of abuse
of power in all directions. PLATFORM is not exempt
from this.

Finally to return to the point that it’s impos-
sible to be totally recuperated or neutralised,
unless you give your consent, we're put in mind of
Osip Mandelstam who wrote the poem below in response
to his imprisonment under Stalin:

You took away all the oceans and all the room.

You gave me my shoe-size in earth with bars around it.

Where did it get you? Nowhere.

You left me my lips, and they shape words, even in

silence.

PLATFORM is a group of environmental and human rights
artists, activists, campaigners and researchers.
Jane Trowell & James Marriott.
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Where are we, and where are we going now? It’s a quest. | want to begin by looking back
to a time about 6 years ago, when | wrote a text called ‘Liar’s Poker’. The motivation

for writing this text was just after the Strasbourg No Border Camp, a week long direct
action on the issues of open borders in Europe held in the centre in Strasbourg where
the Schengen Information System is based. Following the camp, | went to Documenta
11 and looked around at all the works. Every work it seemed was about the problems
of migration, situations of people being subject to the power of the state, the ravages
created by the capitalists and an already neo-liberal all-guard South American self.

I thought - fantastic, here | am at this big museum after this direct action border camp,
and | see the same things everywhere.

Outside the museum door, there was a partly-public, static caravan that had also
been at the border camp; a sort of mobile theatre structure initiated by an interventionist
art activist group who had suffered imprisonment only a year before. The next thing
that | knew, the security team of Documenta was descending on the bus, causing and
enforcing its departure.

So | wrote a text called ‘Liar’s Poker’ and it starts like this, Basically, what

| have to say here is simple: when people talk about politics in an artistic frame,

they are lying. Indeed, the lies they tell are often painfully obvious and worse is

the moment when you realise that some will go forever unchallenged and take

on, not the semblance of truth, but the reliability of convention. In a period like

ours when the relationship to politics is one of the legitimating arguments for the

very existence of public art, the tissue of lies that surrounds one when entering

a museum can become so dense that its like falling into an ancient cellar full

of spider webs and choking on them as you struggle to breathe. Now, the mere

mention of this reality will make even my friends and allies in the artistic

establishment rather nervous, but it is a reality nonetheless. And like most of

the political realities in our democratic age, it has directly to do with the question

of representation.

The basic idea of ‘Liar’s Poker’ was that activism in the museum is a kind of game.
The game works like this, there are actually two ways of playing it: the usual way

of playing Liar’s Poker is that the artist who claims to hold the great legitimate
winning card in the game - the Ace of Politics - is bluffing. The artist really has no
real connection to any kind of social unit and what is more, his or her bluffing will
never be called because everyone is very comfortable for the artist and the artwork
to live like a king inside the white cube. The other way of playing the game is to bluff
that you are bluffing, to pretend that you are only pretending and occupy the museum,
or engage in a process in the public institution, just up to that point where you must
in fact play the Ace of Politics. This is the very point at which you then withdraw
whatever resources you have been able to gather, and leave or are rejected from

the institution.

Now you can ask — where are we now, am | bluffing? Or have times changed,
is it that | would like to maybe get a job, buy a new house, become a university
professor or perhaps be a curator. | think that times have changed. | think that times
have been changing slowly for a long time and what is happening now is quite an
acceleration of that. The question that | will go on to talk about changes in a moment.
The overall question is whether we can really succeed or not in changing this artistic
frame, which is essentially the frame of hypocrisy. This frame allows the representation
of problems and efforts to change them, but only their representation; which allows for
the common play of the image of social and political action, but not the real unfolding
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of the necessarily antagonistic process. Politics itself, in Western societies at least,
is antagonistic and involves risking something essential.

So the question: whether it is really possible that we change the artistic frame
and to eliminate hypocrisy. The reason that times have changed I think, is that
increasing numbers of people know that the way we live really will change in our
lifetime. Our lifestyles are on the way to becoming necessarily different to the ones
we have known up to now. What we have now is an explicit situation of triple crisis:
economic crisis, ecological crisis and security or military crisis. We have an economic
melt-down, we have the precipitous melting of polar ice caps, and we have two blazing
wars going on (in which the UK is involved).

These crises have finally come into the Western European and North American
parliaments after an entire neo-liberal period marked by crisis all around the globe.

In a recent article Alex Foti notes that climate change means an increased
consciousness of precarity for the simple reason that it is a carelessness of life, and
it touches people who are less fortunate in situations more immediately. We see this
very clearly in the United States with Hurricane Katrina, and events in Britain such
as floodings which are certain to continue, growing more intense, and highlighting
this relationship between climate change and a precarious existence.

Something real, which may or may not become clear, is that climate change also
brings a new kind of fascist. In fairly large areas of the world - in particular, low-lying
cities, but also areas subject to desertification, areas subject perhaps to new kinds
of storms that will cause people to flee uninhabitable areas - there is no way to avoid
the rising conflicts associated with this environmental decay. | think that we are already
in this period. There is already an emphasis on security and border closures, on the
homogenisation and purification of national identity, on the biometric identification
of individuals. All these things are the elements of new kind of authoritarian society,
which we already have experience of, particularly in the United States, in the UK,
and the regimes approaching Iraq. This is not science fiction, this is something that
already exists and is shown to grow.

So, under these conditions: the awareness that people have, the kinds of
political engagement without a misplaced fanaticism, or a misplaced utopianism,
and an awareness of the different types of critiques that have been levelled with
anti-capitalist movements for years. That kind of critique is now dissipating as an
awareness of the triple crisis that we’re involved in grows, the question is of how to
respond to this? Changes which are incremental cannot simply be a dramatic single
response to such changes; there could only be a rather deep process-based social
response that involves the taking of many, many, many different positions by a vast
range of individuals and with groups of institutions and organisations in society,
at all different levels of society.

There are many ways that those kinds of conditions have been taken already,
and those kinds of processes are being launched. We here are even one of them with
the attempt to bring the critiques embodied by direct action movements, embodied
by non-governmental organisations, embodied also by figures of public intellectuals,
into an institution that is no longer a classic institution, but a neo-liberal institution
in the ultimate neo-liberal state that we live in. Obviously there are going to be
problems with this and these problems are something that we should think about
and work on, because in a way we have no time, and in another way we have: this
is the time that we have, this is the time to be doing this, and there is no other time
to be doing this.
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So the questions that | see are: how to create sites where highly differentiated
groups become not only visible to each other, but capable of collaborating with each
other, or at least knowing that they are working in parallel? This is something that
you can do with an institution like a museum, which is all about showing, telling
and discussing.

How do you legitimate these kinds of projects so that they don’t come under attack,
either for not being art - that is the classic old refusal from the art establishment that we
know very well, there are many forms of this attack based in various environments and
conditions, or for not being neutral — a great demand of classical institutions, for not
being entertainment which is the great demand for the neo-liberal institutions, for not
being bipartisan, which is the great demand in America with anything public that goes
for and against the republic? How to legitimate this kind of problem is a major question.

Another question, how do we avoid getting lost in the complexity of what is now
world society and world politics? How do we avoid the contrary dilemma of getting lost
in the passion of politics and the passion of what becomes a sort of extreme version of
political commitment?

Another question: how to make the new perception of the world and the new
imaginary of what the world could become into subjective forms, forms that are not
simply confined either to their representation in the museum or to the actions that
people take, but into subjective forms to conceit into daily life and instruct a change
in expectations that people have towards their daily life?

So, how to ensure the transformation of the artistic frame to make the museum
a very different kind of platform for middle- and long-term activism, without cutting off
the possibility of revolution? The only way to sustain a critique like this is to realise
that fundamentally it is a critique of capitalism and therefore it is a revolutionary idea.

I don’t think that there is any other way to sustain critique than realising that the
entirety of the system is what has produced the triple crisis.

I have maintained this very intense relationship with the official institutions
throughout the last few years but | have also had these ideas of transformations,
so | want to go back a little further to a text | wrote in the year 2000 called
‘Reflecting Museums’.

Writing in 1986, the German sociologist Ulrich Beck showed how impossible it

is for modern democratic governments and administrations to carry out a critique

of the major orientations of society (“progress”). Faced with the risks of techno-

economic development, embodied at the time by the nuclear industry, such

a critique appeared extremely urgent: modernity had to learn to reflect on its

own priorities. Beck predicted the growing importance of social movements

as the ‘sub-political’ agents of this critique; he also pointed to the importance

of ethical stances within the professional disciplines.

I think that this is very interesting; the conjunction, or at least the parallel, between the
socially operated, outside the established institutions and frameworks, and on the other
side, the ethical commitments that professionals who are bound by the obligations that
they have to mandate the institution, but at the same time have an ethical sense which
gives them the power, the courage really, to take certain kinds of stance where of course
their professional career is placed at risk. The understanding that there are two very
different kinds of input into this sort of reflective process is very important.

Can the museum become a site for artistic demonstrations of this social reflexivity?

Can it become a social laboratory, redefining the meaning of progress? With the

intensifying grip of the informational economy on all aspects of human
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communication, we reach one of those moments “when knowing if one can think
differently and perceive differently than one sees, is absolutely necessary if one
is to go on looking and reflecting at all.” To bring about this shift in perception and
thought, one would first have to dispel the postmodern enchantment, and cease
to believe that culture, politics and the economy are always inseparable, caught
in a system of reciprocally produced effects with no exit. Concretely, for an artistic
institution, that would mean seeking other publics, outside the flows of international
tourism, outside the productive loops of immaterial labour.
The museum has to open its doors, or better, shift these resources, toward the sources
of a healthy alienation located in social and psychic spaces within the distance of
dominant systems, or in direct opposition to them. This is extremely difficult for
museums to do, not only must they invent new processes for working with their publics
— at risk of upsetting the internal hierarchies of the institution; they must also legitimate
results before funding bodies and trustee boards without help from the usual criteria.
I would like to say that over the last decade this has really been key. It is not at all
the case. It will not be the case until the financial casino is transformed into centres
of ecological sensibility, where people learn about different aspects of life, and different
relationships within society. To get there it would involve all kinds of direct action,
conscientious objection, ethical stances, social movements, educational processes —
all sorts of things which can represent the principal of hope in society. There would

need to be some kind of generosity in a social condition which we now know will change.

Where we can become the agents of our healthy change by maintaining a dialect
between, on one side, a sort of refusal — the position of radicality, and on the other,
willingness to work.

This is the basic outline of what | would like to bring up here. | think that the
notion, one of the key notions that is being developed here, that is being denounced
here, and also maybe where an alternative is being suggested, is the notion of desk
murder: a kind of harm and aggression and an actual force of destruction that is exerted
at a distance essentially for money. These processes of remote control face what
money does. Money controls people, it dictates our actions. There’s a real resistance
happening here and also an attempt to open up a sensible space where we can feel
things differently, we can imagine things differently and from there you can go out
in front of the world.

Brian Holmes is a theorist, writer and translator living in Chicago.

This text is the edited transcript of a talk given by Brian Holmes at the symposium Who’s Recuperting Who? at Arnolfini,
26 November 2009.
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Letter from The Arts Council of Great Britain
to the Artist Placement Group, 1972

Courtesy Tate
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. THE ARTS COUNCIL OF GREAT BRITAIN

105 Piccadilly, London, wiv oau

TELEFHONE: s3-65 3403

CHAIRMAN: THE LORD GOODMAN
SECRETARY-GENERAL: HUGH WILLATT

Dear Will:

______‘.Many thanks for your letter of Z1lst April.
problems over the APG grant from the Council. | Our

TELEGRAMSE: AMEC, LONDON, Wa

26 April 1972

There are indeed

Advisory Panel has now taken the view that APG is more

concerned with social engine ith éfraight art,
—————— e

and that whi

e done some useful Work in this

area, there have not been quite enough tangible advantages

to artis {

eseie T RS ]

1x_continued support on the former

—

I can well understand your support since the fellowship
given to Garth Evans by the Steel Corporation was
exactly the kind of result we were hoping to see from

APG's activities.

William Camp, Esq
100 Wigmore Street
London W 1

Yours,

Robin Campbell
Director of Art
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RECUPERATOR/
RECUPERATED 2
THOMAS
HIRSCHHORN

As an artist, you are known for work that prob-

lematises power relations both within the art

establishment and in a wider social context. To

what extent do you feel that the system has

effectively 'recuperated' the oppositional
aspects of your work?

Nobody and no one I never

think of or about this. To think of this is a defeat-

'recuperates' my work.

ist attitude and a loss of energy. To believe that
art can be 'recuperated' is faithless to me, it’s an
opinion, it’s journalism, it’s an evaluation and it’s
a complete weakness. I am for the weak and I am often
weak - but I am fighting against weakness and I am
fighting my own weakness. Furthermore I am against
cultivating weakness. I never give a thought for
concerns about ‘being recuperated’ or to ‘recuper-
ate’ because I have my work to do! I have work and

I want to work! There is no ‘oppositional aspect’

in my work. There is no more of an ‘opposition-

al aspect’ in my work than in any other artwork!
Because all art - is opposition. Art is opposition
to culture, to tradition, to un-freedom, to exclu-
sion, to calculation, to education, to sentimental-
ism, to control, to fear, to security, to harmony,
to consumption, to capitalisation, to correctness,
to the past.

However I have faith in art. I have faith in the
autonomy of art, in the universality of art and in
art as resistance. Not resistance against something
or resistance against someone or against ‘the sys-
tem’. No, art as such is resistance! That is perhaps
the misunderstanding about the faithless concern
for 'recuperation'? Today, the terms 'political art'
and 'political artist' are used too often as sim-
plifications, abbreviations and cheap, lazy clas-
sifications. I am only interested in what is really
political, the political that implicates: Where do
I stand? Where does the Other stand? What do I want?
What does the Other want? The politics of opinions,
of comments and of commonly accepted views, does
not and has never interested me. I am concerned with
doing my art politically - I am not, and was never,
concerned with making political art. To me, doing
art politically means deciding in favour of some-
thing, for something, towards something - it’s never
'recuperating' something! My decision is to position
my work in the realms of love, politics, philosophy
and aesthetics. One of these realms is politics. To
choose politics means that I always want to ask:
This also

What do you want? Where do you stand?

means that I always want to ask myself: What do I
want? Where do I stand? I am aware that politics -
just as the field of aesthetics - could be
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interpreted negatively. But the point is to never
exclude or reject the negative, it is precisely about
confronting the negative, also and involving
oneself in it. It is always a matter of not being
negative oneself. Through my work, I want to create
a new truth beyond negativity, beyond current

issues, beyond commentaries, beyond opinions and

beyond evaluations.

Reflecting upon your own implication in these
processes of absorption and neutralisation,
how can you avoid becoming an agent of recupera-
tion yourself?
I am not trying to avoid becoming this or that, nor
trying not to be an agent of this and that. I am
trying to work hard and I am trying to use art as a
tool! I understand art as a tool to encounter the
world. I understand art as a tool to confront real-
ity. And I understand art as a tool to live within
the time in which I am living. I always ask myself:
Does my work have the ability to generate an event?
Can I encounter someone with my work? Am I trying
to touch somebody through my work? Can something
be touched through my work? I want to consider the
work that I am doing today - in my milieu, in my
history - as work which aims to reach out of my
milieu - beyond my history. I want to address and
confront universal concerns. Without being afraid
of what you call 'absorption' or 'neutralisation'
or 'being an agent'! Therefore I must work with what
surrounds me, with what I know, with what I love and
with what affects me. I must not give in to the
temptation of the particular, but on the contrary,
try to touch universality. The particular, which
always excludes, must be resisted. For me this means
that I want to do my work, the work that I am doing
here and now, as a universal work. The essential
question to me as an artist is: does my work have

the power to implicate a non-exclusive audience?

Das Auge, Thomas Hirschhorn, 2008

Secession, Vienna

Superficial Engagement,

Thomas Hirschhorn, 2006
Gladstone Gallery, New York

Courtesy Arndt & Partner Galerie, Berlin

Courtesy Gladstone Gallery, New York

Poor-Racer, Thomas Hirschhorn, 2009
Exhibition One-day Sculpture, Christchurch,

New Zealand, 2009

It’s burning everywhere, Thomas Hirschhorn, 2009

Dundee Contemporary Arts (DCA) Dundee, 2009

In other words,

are you 'recuperated' or
'recuperator'?
Neither. Why should I be one of them? Why should I
take things on these terms? I never use these terms
myself? As an artist, shouldn’t my work consist in
creating new terms, new notions? Yes, I am an artist
with the ambition to create a new term for art - with
my work! I want to create something new. Not more
and not less. I want to work ahead towards something
- I do not want to look back. But I am convinced that
I can only create or fulfil something new if I
address reality positively, even the hard core of
reality. It is a matter of never allowing the pleas-
ure, the happiness, the enjoyment of work, the posi-
tive in creation, the beauty of working, to be
asphyxiated by criticism. I do not want to work with
the fear of being 'recuperated'. This means to be
active always. Art is always action, Art is never
reaction. Art is never merely a reaction or a cri-
tique. It doesn't mean being uncritical or not mak-
ing a critique - it means being positive despite the
sharpest critique, despite uncompromising rejec-
tion and despite unconditional resistance. It means
not to deny oneself passion, hope and dream. Creat-
ing something means to risk oneself and I can only
do that if I work without simultaneously analysing
what I am making. To take the risk, to have joy in
working, to be positive, are the preconditions for
making art. Only in being positive, can I create
something that comes from myself. I want to be posi-
tive, even within the negative. But if I want to be
positive, I must gather the courage to touch also
the negative - that is where I see the challenge,
the problem and the hardcore. I want to be critical,

but I do not want to let myself be neutralised by

being critical.
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And above all - What is to be done (with art)?
I can only speak for myself and say what I have to
do, what I want to do and what is a pleasure and joy
to do: it’s to work! To work for a non-exclusive
audience! I want to give form and I want to build a
platform with my work. Not making a form - but giv-
ing form. A form which comes from me and can only
come from me because I see it that way, I understand
it that way and am the only one to know that form.
To give form, as opposed to making a form, means to
be one with it. I must stand alone with this form.
This means raising the form, asserting this form
and defending it against everything and everyone.
It means confronting the great artistic challenge:
How can I create a form that takes a position? How
can I create a form that resists facts? I want to
understand the question of form as the most impor-
tant question for an artist. What I want is to build
a platform with my work. Creating a platform enables
others to come in contact with the work. I want all
my works to be understood as a surface or a field.
This surface must be a locus for dialogue or for
confrontation. I think that art has the power and
capacity to create the conditions for a dialogue or
a confrontation, one-to-one, without communication,
without mediation, without moderation. I always
want to ask myself: Does my work possess the dynamic
for a breakthrough? Is there an opening, is there
a path into my work? Does my work resist the tendency
toward the hermetic? My work must create an opening;
it must be a door, a window or even a hole - a hole
carved into today's reality. The notions I am con-
cerned with today are: Precariousness, Presence and
Production! I want to make my artwork with the will
to create a breakthrough. The question to me is:
Can I - with and through my work - contribute to the

construction of a ‘critical corpus’?

Thomas Hirschhorn is an artist based in Paris.

The Bijlmer Spinoza-Festival, Thomas Hirschhorn, 2009

Courtesy the artist

Photograph Vittoria Martini
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In the past decade, we have witnessed how governments have phased out democratic
and cultural institutions. At the same time, art has become norm as an asset in creative
industries and the experience economy. In the so-called creative city, talent, invention
and desire became normative and prescriptive for work, for the building of the economy
and for the production of subjectivities. In this way, aesthetic modalities have become
instruments for state and commerce to re-organise the workplace and to re-enchant
markets. Such mechanisms lie in continuation of those of the culture industry, but they
also go beyond this logic. Analyses of the culture industry have typically revolved around
a critique of the mass-consumption and mass-mediation of art, and not about the
production of subjectivity, the marketing of cities or the reinvention of work.
Art was also normative and prescriptive in the 19th and 20th Centuries to
be sure, but today it is so in a specific sense that is relatively independent
of what art meant within the cultural order of the bourgeoisie. In this way
the question of how one makes, consumes and engages with art when art
is a norm, a must, a mechanism of control, urgently reasserts itself.1 From
the point of view of artistic production, a not unusual response to art’s new
normativity is to engage with forms of activism. Through direct action, art
activism makes art re-appear on a political stage in a de-hierarchised form.
However if the historical avant-gardes reflected a limit between political
representation and artistic representation, art activism is often less certain
what to do with the artistic side of this question; while the creative
industries and the experience economy are now putting pressure on the
art concept, we can ask if art activism — from a quite different angle — may
in fact be doing the same. The following is a generalising deliberation of art
activism and its relationship to the art concept that | hope can serve to
continue a discussion on this subject and break open up new questions.
I should also mention that | am writing from the point of view of art history
and critical theory, and not as someone with activist experience; just like
I would write about art without being an artist.
We cannot pretend to fully know what we talk about when we say ‘art activism’, and
thus be pulled into a categorical piousness or ontological showdown.2 Perhaps because
it is a critically-charged practice, important aspects of which are to explicitly address
urgencies, support and negate, construct and start over; or insofar as it operates
with binaries such as inside and outside the institution and subversion of pre-existing
repression, art activism both employs and provokes judgment. The last thing we need
today, in debates concerned with art activism and its connections to aesthetics and
democratic debate at large, is to reinforce judgment. The jury stays out. | will argue
that a deferral of judgment (in favour of knowledge production, scepticism and
speculation) is not inimical to activist art forms; at least | wish to emphasise other
aspects in order to confront paradoxes that manifest themselves in art activist practices
that see art as a problem-solving device.

ACTION, ETHICS, GESTURE

The hybrid term ‘art activism’ was coined in the 1970s, the counter-cultures and student
revolts of the late 1960s having paved the way for it. These movements “posed questions
to politics without themselves being reinscribed in a political theory”, as Michel Foucault
put it, and thus often developed anti-authoritarian practices through aesthetic tropes

of play and creativity.3 However it was not uncommon that happening inspired protest,
street theatre and artistic behaviour transferred onto social process developed into
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explicitly anti-artistic forms post-1968. At this point many activists dropped symbolic
production altogether in order to engage with forms of direct action that were perceived
to be more real such as squatting, solidarity work, urban activism and production
communes.* After the ‘festival of life’ of the late 1960s, came a hardening of the
attitudes upon which the concept of art activism recuperated artistic agency, after
militant stances had eclipsed art.>
However if post-1968 militancy negated art, art activism tended to negate
the entire question of art versus anti-art by exceeding and replacing the
art concept with terms such as ‘cultural democracy’ (Lucy Lippard), or by
responding like Nina Felshin: “[activist artists] are creatively expanding art’s
boundaries and audience and are redefining the role of the artist. In the
process, they seem to suggest that the proper answer to the question
‘But is it Art?’ is: ‘But does it matter?’”6
This appears to be the right question: only for a retrograde, segregating interrogation,
or for the capitalisation of such clear-cut differences, would it be relevant whether
something can be unequivocally called art, while other events and objects are discarded.
On the other hand such a position doesn’t necessarily encourage an integrated
analysis of the work or event that takes into account a multiplicity of (linguistic,
affective, sociological, epistemological, scientific, etc.) perspectives necessitated
by a contemporary concept of art. As long as agents prefix their work with the term ‘art’,
and as long as there exist such things as the art institution and a domain of aesthetic
thinking, aesthetic discussion remains relevant. Moreover, since art activism tends to
circulate within the art system, its relation to the art institution, beyond that of a tactical
use of the latter’s resources and infrastructures, should be analysed. Lastly, in Felshin’s
assertion, there is a modernist remainder of the idea that an art that sublates itself
into the life world, through a rejection of the bourgeois concept of art as the ultimate art
form. This is the avantgardistic Aufhebung of art; to realise something through a negation
that is capable of abolishing and maintaining it at the same time.”
Just as it can be conservative or unproductive to insist on categorical
stability, the refusal to reflect on concepts depletes critical insight as well
as experience. Hence the consideration of whether or not a phenomenon falls
within the theoretical and linguistic domain of aesthetics, is not the same
as a traditionalist re-territorialisation of art. In fact, art activist resistance
to such a discussion is often informed by a quasi-modernist concept of art
that doesn’t take into account the integrated analyses that contemporary
art calls for. Art is based on the concept of art and on ways in which
culture and individual subjects re-imagine that concept - as it must always
be re-imagined.
Art activism resolves aesthetic problems in social space. This is an idea it shares with
artistic strategies since the 1990s that revolve around participation and collaboration.
Art historian Claire Bishop sees a tendency in “socially ameliorative art”, and critical
discourses around it to equate social labour with artistic success.8 Her criticism of
an ‘ethical turn’ in art focuses on socially collaborative practices in which the good
collaboration becomes the good art work. These are set to work to heal (through
empathy, recognition of difference, empowerment), and may even operate with more
or less transcendent modalities (happiness, consensus), under which Bishop detects
unarticulated religious sentiment. In this way, she asserts, we tend to judge such
art for its artistic intentionality rather than for how it produces aesthetic reflection
and affect.
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A debate between ‘activism’ and the ‘properly artistic’ is often marked by
refrains and mutual blindness to heterogeneous concatenations of politics,
affect and aesthetics. Beyond that a criticism of work that engages with
art’s social forms must obviously be historically informed; we can look behind
the 1990s to projects such as Group Material, whose ‘cultural activism’
was socially collaborative without falling into traps of intentionality. Ethics,
however, is indeed a panic of signification that reinstates judgment and,
in aesthetic work, risks collapsing in an evangelical common sense. When
art resorts to ethics, disagreement and thinking — that is, politics as an
experimental and open-ended, interpretive process - is trumped; in activism
by the reappearance of the Kantian Judge in the garb of the street fighter,
educator or labour organiser who delivers a critique of the status quo through
demands to truth expressed in transparent forms. One can further argue that
when it is the case that art activists predicate their work on the good act -
on what must be done — they take a super-ethical stance, in which they
overrule as insufficient the way existing social institutions represent
citizens, and instead take democratic representation in their own hands.
Any normative art revolves around the conversion of art into value: not only
into economic and cultural values, but also apodictic ‘human’ and ‘social’
values. It is impossible to rely on the good act for a subversion of normativity
as such, insofar as one wishes to maintain an art concept that is more than
merely instrumental.
Giorgio Agamben writes how Aristotle’s Nicomachean Ethics distinguishes between
production and action: “Action [praxis] and production [ poiesis] are generically different.
For production aims at an end other than itself; but this is impossible in the case
of action, because the end is merely to do what is right.”® The good act doesn’t have
to await interpretation, analysis or meditation the way the art work does, and hence
the good act sacks artistic parameters. This may matter little to art activists who work
from an instrumentalised or sociological interpretation of art. However one may take note
of the fact that according to the Aristotelian definition (and this is ironic vis-a-vis art
activism since it is explicitly heteronomous), action, by being in itself an end, relies
on autonomy as much as the art concept does, or did. What should matter to activists
is the fact that action is not (the same as) production. Action is a supplement. This
reveals a vacuum at the heart of agency which must be qualified if it isn’t to remain
self-fulfilling; and it cannot be qualified by way of art, if art is repressed or sublated
in the process.
If producing is a means in view of an end and praxis is an end without means,
Agamben sees the gesture as that which breaks “the false alternative
between ends and means that paralyses morality and presents means which,
as such, are removed from the sphere of mediation without thereby becoming
ends”.10 The gesture is “undertaking and supporting”, Agamben says,
and therefore “opens up the sphere of ethos as the most fitting sphere
of the human.”1! Today, much art activism is gestural. In our era of desktop
publishing and immediate access to the internet as a global medium, it isn’t
enough to take over means of production that are accessible anyway. Instead
activists create effects through enterprising and effective gestures; the
media freaking of the Yes Men is a famous example. However the gesture —
hovering between action and production - is a highly ambiguous concept that
differs from structural and analytical efforts; just like it brings aesthetics
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back into play and hence displaces the essentialism of the good act and
artistic intentionality. In the context of the media happening however, it is
difficult to see how gesture escapes mediation, understood as a condition
that can no longer be a choice for contemporary agency and production.12
Put differently in the words of Henri Bergson, the gesture is profoundly different from
action because it is an automatism, “a mental state that expresses itself (...) from
no other cause than an inner itching”.13 He considered the gesture as “something
explosive” that disturbs or arouses us and “prevents our taking matters seriously.”
Accordingly, one can polemicise media happenings by characterising them as socio-
cultural tics. The fact that a protest reaches hearts and minds doesn’t change the
way that the matrix of mass media society replaces the event; it reaffirms this matrix,
prevents us from taking it seriously. The gesture is then a recording of a loss rather than
the re-appropriation of what we have lost. Such a strategy arguably had greater impact
and reason in the 1960s when the focused unseriousness of the Yippies, for example,
was pitted against bourgeois culture. Today there is a fine line between media-freaking
and the effervescent imagery that spin doctors plough into the collective memory.14
Thus agency can be problematised from the point of view of gesture,
of how it differs from production, and of how it necessitates an aesthetic
and linguistic analysis supplemented by the sociological insight of how
mediation has eclipsed production in the info-society.

RECONSTRUCTION, STRUCTURAL AGENCY AND AFFECT
When one begins to problematise normative power, laborious processes of reconstruction
are needed. These processes may be of a semiotic kind or the kind that art activists
often take it upon themselves to undertake through self-organised, collective practices.
In both cases, it is about developing new sites from which to speak, and thus self-
organisational and self-institutionalising processes are an important, structural form
of action. They also embody the particular time-space of art activism; the slowness
that is a result of the group author as an explicitly produced space of production that
is intrinsically opposed to the desire for immediate effect, when such a time-space
is characterised by collective processes that are painfully democratic. Such a slow
temporality, such a tarrying militancy, is in itself a valuable asset of art activism
that knows how to make its own time through self-organisation, and does not buy
into the proliferation of pretexts to make art. Art activism must be credited for such
attempts, within any multitude, at providing conditions of possibility for articulations
that recompose social corporeality.
However one cannot stop at reconstruction. An aesthetic event is indeed
in excess of the sociological analysis that will have lead to the conclusion
that reconstruction is required. At the same time, the reconstructive process
is an inextricable part of the artistic enuncitation: it will always mumble
along, the way the ideological setting of the salon des refusés informs
readings of the work of Pissarro or Manet.15
Art activism typically has aspects of functionalism in so far as it has a pronounced
therapeutical, ameliorative or enlightening purpose. It is meant to work within the direct
mode of address that underlies a politics of visibility.16 Such an operationality revolves
around the possible from the point of view of critical organisation. It typically takes
place in ‘the outside world’ — outside the studio, gallery or institution — in protest against
market and professional exclusion, and in order to include marginalised subjects. Where
this is the case, the production of space is of special interest; the self-organised space,
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the counter-public sphere, alternative networks of distribution, and so on. In this way the
plaisir of interpretation, that informed so much post-structuralist theory, is supplemented
by parameters such as use value, social value and political effect (or it is, in some cases,
annulled altogether).
But while art activism often foregrounds instrumental reason,
it is not entirely based in rationalism. Brian Holmes writes in his
‘Affectivist Manifesto’,
Expression unleashes affect, and affect is what touches ...
An artistic event does not need an objective judge. You know
it has happened when you can bring something else into existence
in its wake. Artistic activism is affectivism, it opens up
expanding territoriums.1?
Somewhat counter-intuitively, Holmes defines strategies for social change in terms
of an interiority, namely intimacy; art activism does indeed operate with a concept
of desire, then. In this way it can neither claim, nor be taken to task for, an exclusively
sociological reading of art. But Holmes’ concept of affect is affirmative and hence one,
I would argue, that again passes artistic parameters by. As he sums up, “lI am interested
in art that goes outside of art”.18 Because of its focus on what we can call sociological
outsides, art activism is often insensitive to the vague and indefinite perception and
signification; outside of any instrumentalised production of space whether governmental,
corporate or anti-authoritarian.
One artistic parameter that could be used to put an affirmative concept of
affect into perspective is Antonin Artaud’s concept of cruelty, with which
he coupled agency with theatre. When Artaud in the early 1930s wrote that
“everything that acts is cruelty”, he couched cruelty in terms of “diligence,
unrelenting decisiveness, irreversible and absolute determination.”1® As
a Nietzschean concept it had little to do with blood and sadism, but touched
instead on something that also activists can subscribe to; something “very
lucid, a kind of strict control and submission to necessity.”20 There is, in
this sense, cruelty in decision-making, in making visible, in stirring up affect,
in social relations, in language itself. An activist’s discipline in the face of
the chaos they take upon themselves is cruel; it is always easier to play the
game. So why does much activism only have an affirmative language for this?
Artaud’s theatre of cruelty is of course a hyperbolic, modernist position, but
one that can be used to stir up transparent public ideals.
One may replace art activism’s positive intensities (intimacy, recognition, togetherness,
‘shared heartbeats’), with a register of ambiguous and negative ones that come with
an avant-garde pedigree (provocation, shock, absurdity, pleasure).21 However even
if such ambiguities may be better equipped at opening up to artistic experiment and
self-reflexivity there is, in late capitalism, no such thing as uncontaminated tropes.
Indeed, one must struggle to regain and rearticulate a concept such as ‘pleasure’
from the abuse it has suffered, not to mention shock and provocation. In this way, one
cannot replace affects for structural work; one remains on the level of intensities and
strategic calculations of their effects. If the revolution that ushered in the modern
subject in 1789 was an appeal to democratic reason, then it can in fact be claimed
that much post-1968 activism has appealed to life through (a departure from) art. Such
a position is not only aesthetically ambiguous, but also politically unreconstructed when
notions of affect are in themselves no longer transgressive, but have been transformed
to the very infrastructure of cognitive capital.
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The above remarks may hopefully serve as a few starting points for

a discussion about art activism’s relationship to aesthetic processes.
Beyond that one can also consider the larger relationship of activism

and democracy. The fact that anti-democratic political movements such

as fascism also appear in activist forms annuls an inherent relation
between activism and democratic reason. In contemporary society,

we can also take note of another development. We are used to thinking

of activism as pre-institutional, either according to the demands for rights
claimed by a marginalised collectivity, or in a broader sense in terms of
Marx’s description the bourgeoisie as the first ruling class whose authority
was based not on who their ancestors were, but on what they themselves
actually did; their purposefulness, organisational abilities and production
of visions as an ‘activist’ class.22 But if we take into account how militancy
has risen in the wake of the onslaught on cultural and democratic
institutions - from anti-global resistance to the Tea Party movement in

the US - we can also consider it a post-institutional and post-political
phenomenon that defies governmental representation.

If democratic reason is a measure for forms of activism, it is more unpredictable
than ever how the latter relate to it. What do such departures from parliamentary
politics entail for the ways in which we reimagine society in the 21st Century?
And how does aesthetics factor into this, as one of the spaces still available

to us for democratic deliberation?
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In my pamphlets ‘Kunst er Norm’, ‘Organisationsformer’ and ‘Spredt veeren’ (‘Art is Norm’, ‘Forms of Organisation’ and ‘Dissipated
being’, published by the Art Academy of Jutland, 2008-2010), | discuss art’s new normativity.

Julie Ault sums up various definitions of the notion of an activist art: “Vanalyne Green and Margia Kramer, for example, described
activist art as an art of ‘unique, compressed, intense, visual constructs of experience, information and material’ that responds
to specific social needs, an art distinguished form ‘fetishized consumer commodity art’ ... Lucy Lippard, for her part,
characterised activist art as a paradigm for the practice of contemporary political art wherein ‘some element of the art takes
place in the ‘outside world’, including some teaching and media practice as well as community and labor organising, public
political work and organizing within the artist’s community ... Greg Sholette further refined the term as ‘the opposite of those
aesthetic practices that, however well-intentioned or overtly political in content, remain dependent on the space of the museum
for their meaning.’ (Ault, J. Alternative Art New York, 1965-1985. Minneapolis: Minnesota University Press, 2002. 339.)
Foucault, Michel. The Foucault Reader. Ed. Paul Rabinow. Pairs: Pantheon, 1984. 34.

See for example my book Palle Nielsen: The Model. A Model for a Qualitative Society (1968). Barcelona: MACBA, 2010.
‘Festival of life’ is the term Abbie Hoffman uses in Revolution for the Hell of it — by Free. New York: Pocket Books, 1970.

But Is It Art? The Spirit Of Art As Activism. Ed. Nina Felshin. Seattle: Bay Press, 1995. 13. Commensurately, the New York City
radicals Black Mask wrote in the late 1960s, “We are neither artists nor anti-artists. We are creative and revolutionary men.”
(My translation from Motherfuckers! De los veranos del amor al amor armado. Madrid: La Fulgueta, 2009. 110.)

Miwon Kwon writes about community-based activism that while it understands itself as heir to the historical avant-gardes, it in
fact reverses their project. The avant-gardes saw it as their mission to provoke and disturb with inorganic (explicitly produced)
art, while activism focuses on healing communities and reintroducing an organic social bond: “A culturally fortified subject,
rendered whole and unalienated from or through an encounter or involvement with an art work, is imagined to be a politically
empowered social subject with opportunity (afforded by the art project) and capacity (understood as innate) for artistic self-
representation (= political self-representation). It is, | would argue, the production of such ‘empowered’ subjects, a reversal

of the aesthetically politicised subjects of the traditional avant-garde, that is the underlying goal of much community-based,
site-specific public art today.” Kwon, M. One Place After Another. Site-Specific Art and Locational Identity. Massachusetts:

MIT Press, 2004. 97.

Bishop claims in ‘The Social Turn: Collaboration and its Discontents’ (Artforum, February 2006) that there “can be no failed,
unsuccessful, unresolved, or boring works of collaborative art because all are equally essential to the task of strengthening
the social bond.”

See Agamben, G. “Notes on Gesture.” Infancy and History. On the Destruction of Experience. London: Verso, 2007. 154. Italics
as in original. | am grateful to Niels Henriksen for this reference.

Ibid.

Ibid. 154.

Franco ‘Bifo’ Berardi puts it succinctly, stating that we now live in a milieu where “mediatization prevails over any other form of
relation with the human body.” Berardi, F. The Soul at Work: From Alienation to Autonomy. New York: Semiotext(e), 2009. 114.

| am relying on Scott Lash and Celia Lury’s discussion of Bergson’s text ‘Laughter. An Essay on the Meaning of the Comic’ (1911)
in their Global Culture Industry. London: Polity Press, 2007. 92-3.
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14. | am paraphrasing Michael Taussig here: “What is ‘spin’ if not the intoxicating and unstable mix of power and fear bound to
effervescent imagery plowed into collective memory so as to change the future?” (Taussig, M. My Cocaine Museum. Chicago:
Chicago University Press, 2004. 235.)

15. Bishop doesn’t take into account such a politics of enunciation; to me, this is a sociological and aesthetic blind spot in her
reading that revindicates the individual author and that disregards parameters of the particular kind of institutional critique
that self-institutionalising art projects embody. It also exacerbates the rift between ‘mainstream’ and ‘alternative’ art that
is so apparent in the U.S. Bishop pits ‘socially ameliorative art’ against what she sees as more complex artistic takes on
collaboration, exemplified by works by Jeremy Deller, Art| wski, Phil Collins, Carsten Holler and Thomas Hirschhorn.
Their many qualities notwithstanding, none of these pro, erate on the levels of self-institutionalisation and integrated
collective authorship; while this is perhaps a point in its ishop, it comes across as conventional that none of these
artists are women or non-European. Furthermore, where it is no doubt necessary to consider how rhetorics deployed by New
Labour are “almost identical to the practitioners of socially engaged art in order to justify public spending on the arts”
(Bishop, ibid.), we cannot isolate the problem to cultural policies, but need to address the fact that cognitive capitalism
in general colonises aesthetic tropes. Seeing how contemporary biopolitical regimes are linking up life, work and social
imagination, the instrumentalisation of art is much more viral than that.

16. Peggy Phelan writes about visibility politics, “Visibility politics are additive rather than transformational (to say nothing of
revolutionary). They lead to a stultifying ‘me-ism’ to which realist representation is always vulnerable. ... Visibility politics
are compatible with capitalism’s relentless appetite for new markets and with the he most self-satisfying ideologies of the
United States: you are welcome here as long as you are productive. The production and reproduction of visibility are part
of the labor of the reproduction of capitalism.” Phelan, P. Unmarked. The Politics of Performance. London and New York:
Rotuledge, 2006. 11.

17. Holmes, B. “The Affectivist Manifesto. Artistic Critique in the 21st Century.” 2008 < http://brianholmes.wordpress.
com/2008/11/16/the-affectivist-manifesto/>.

18. Brian Holmes in a talk at Platform Garanti, Istanbul, for the launch of his book Escape the Overcode. Activist Art in the Control
Society (Eindhoven: Van Abbemuseum/Zagreb: WHW, 2009), in connection with the opening of the 11th Istanbul Biennial,
13 September 2009.

19. Artaud, A. The Theatre and its Double. London: Calder, 1999 (1933). 65 and 79.

20. Ibid. 80.

21. Claire Bishop writes, “By contrast, | argue that shock, discomfort, or frustration — along with absurdity, eccentricity, doubt
or sheer pleasure — are crucial to a work’s aesthetic and political impact.” (Ibid.)

22. Engels, F. and Marx, K. “The Communist Manifesto.” The Marx-Engels Reader. Ed. Robert C. Tucker. New York: Norton, 1978.
473-83.

Lars Bang Larsen is an independent writer and curator based in Bilbao and Copenhagen.
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Banksy vs Bristol Museum Banksy vs Bristol Museum

The exhibition Banksy vs Bristol Museum was presented at Bristol’s City
Museum and Art Gallery from June 13—August 31, 2009. The following
facts and figures evaluating the exhibition were compiled by Destination
Bristol and provided by the museum.

$E)

34 35




120,000 —

100,000 —

Banksy vs Bristol Museum

VISITOR AGES

0-16 years

16-25 years I 25-40 years I 40-60 years

36

60+ years

Banksy vs Bristol Museum

REPEAT VISITORS /
PLACE OF RESIDENCE

180,000 —

160,766
160,000 —
140,000 —
120,000 —
100,000 —
80,000 —
60,000 —|
40,000 —
22,658

20,000 —
8,735 11,761

6,482
. mm [ ] o -
0 —
Overseas

<5 miles I 5-25 miles I UK > 25 miles

Previous Museum Visitors
I New Visitors

37



Banksy vs Bristol Museum

ACORN CLASIFICATION ALL
VISITORS

Wealthy I Urban I Comfortably I Moderate
Achievers Prosperity Off Means

38

I Hard
Pressed

Banksy vs Bristol Museum

Headlines:

* A total of 308,719 people attended the exhibition

+ 106,744 visitors lived within 25 miles and 201,975 lived farther away
* 6,482 overseas residents viewed the exhibition

* 97.8% of non-local visitors (197,531) had prior knowledge of the exhibition,
the rest found out about it after their arrival in the city

* 69.4% of all non-local trips were motivated by the exhibition —
that is if the exhibition had not been on, these people would not
have visited the city. The exhibition therefore generated a total
of 140,170 additional trips to Bristol by non-local people

+ Of these additional trips, 88,307 were day visits and 51,863 were
staying trips, (averaging 1.51 nights per trip)

* Non-local visitors spent:
23,612 nights in friends and relatives homes,
50,165 nights in hotels, and
4,792 nights in other accommodation

+ Spending generated by non-local visitors whose trips were solely
motivated by the Banksy exhibition was:
£6,169,610 by staying visitors
£4,238,736 by day visitors
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Banksy is a graffiti artist from Bristol.
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This publication asks, what are the power relations between art, activism and the
institution? What is the role of a critical art practice that is immediately recuperated

by the mainstream? In this relatively short essay | have less than 2000 words to describe
two changes that have developed but gone largely unnoticed by the artworld. Both

of these changes are complex and have implications for the questions posed by this
publication. The first of these two changes is in how art has been defined ‘institutionally’
in recent years, going from a wholesale exclusion of activism as legitimate art practice,
to a recent re-emergence of activist art or activism as art within the institution.

The second change is broader than the milieu of the artworld. It is in the understanding
of the role of culture within bourgeois society, which could be described as the shift
from Gramsci to Foucault (described later in this text). Because these changes have
gone largely unmarked, questions of recuperation and opposition, market versus state,
left versus right, continue to be asked within the artworld and not just by this publication.
| believe there are more generative lines of enquiry, which might reflect a more nuanced
understanding of the state of culture and society today, if we acknowledge these changes
instead of harking back to 20th Century frames of reference.

My perspective comes from a somewhat ‘sociological’ or outside view of the
artworld despite the fact that | am an insider. By this | mean that | am interested in
how the artworld operates within society; | am interested in its normative structures,
how it self-regulates and also how the artworld works within wider bourgeois society.
Both my artwork and my writing explore the individual relationship with a system,
be it a microcosm or wider society. It is the characteristics of this relationship that
fascinate me. First | will try to describe the shifts briefly, though | am aware that any
in-depth description or analysis chafes at the word count.

I’ll begin with a description of the Institutional Theory of Art. Its most famous
proponent is Arthur C. Danto who, in 1964, when confronted with the philosophical shock
of Andy Warhol’s Brillo Box, concluded that “To see something as art requires something
the eye cannot descry — an atmosphere of artistic theory, a knowledge of the history
of art: an artworld.”! The paradox that Danto describes is when two sets of materially
indistinguishable objects — a grocer’s brillo boxes and Warhol’s Brillo Box — are exactly
the same, and yet only one is art. Danto concludes that it is criticism, philosophy and
theory that make one art and the other not-art. In other words, it is the artworld that
makes art. There is no quality, be it aesthetic or anything else, that necessarily makes
one thing art and another not-art. This was a great shift from previous theories of art
which were based on beauty or other transcendent or universal values, as described
by Kant, among others. Philosopher, George Dickie takes the institutional definition
seriously concluding the following:

A work of art is an artifact of a kind created to be presented to an artworld public.

An artist is a person who participates with understanding in the making of a work

of art.

A public is a set of persons the members of which are prepared in some degree

to understand an object which is presented to them.

The artworld is the totality of all artworld systems.

An artworld system is a framework for the presentation of a work of art by an artist

to an artworld public.2
In other words, anything the artworld says is art, is art. There is no criteria other than
artworld consensus. The making of art may therefore be understood as a highly social-
political act. This is especially so given Pierre Bourdieu’s observations about art, class
and value. Because, according to Bourdieu, art carries markers of social distinction,
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it has ‘cultural capital’ which has a fungible value. Art has cultural capital that may
be exchanged for large sums of money proportionate with its cultural capital.3

It is important to understand this relationship because we realise through
the institutional theory of art that the category of art therefore rests on numerous
exclusions. One of the little acknowledged jobs of the artworld is to police the boundary
of art; to determine what is and is not art. Generally an artworld assumption is that
the definition of art is always an expanding, progressive one, going from exclusion
to inclusion. The artworld is generally proud of art’s ability to shock whenever there
are new, highly visible inclusions in the definition of art. We can think of a parade of
shocking incursions into the definition by Marcel Duchamp, Andy Warhol, Carl Andre,
Martin Creed and Tracey Emin; but this belies a historical reality of constant flux.

Since Danto’s 1964 text, the definition of art has accommodated and expelled a variety
of practices including both the highly commercial and the highly political. The definition
of art has both expanded and contracted over time. It is only recently that the political
or activist has been reintroduced as a legitimate art practice in the UK. (The notable
exception during the 1990s was artists whose backgrounds were expected to be
‘political’, like those from Latin America, China and Russia.4) That decade saw the
highly commercially orientated becoming legitimate art practice for the first time since
the late 19th Century. The fall in Warhol’s artworld credibility in the 1970-80s and
then his reinstatement as an artworld great in the 1990s is one example of this trend.
In the 1970s and 80s in Britain and USA, it was a politicised art production that was
de rigueur, while in the 1990s that same mode of practice became marginalised

or invisible as Martha Rosler bemoans in Interventions and Provocation: Conversations
on Art, Culture and Resistance.> We see a waxing and a waning of both the commercially
orientated and the political as legitimate art practice within the institutional definition
of art during the post-war period of the 20th Century. Far from a story of growing
inclusion, what counts instead as legitimate art practice is specific to its moment

in time and space and is perhaps somewhat arbitrary. Thinking about Danto, we could
say that by the late 1990s and early 2000s the likes of Claire Bishop, Nicolas Bourriaud,
Jane Rendell and Grant Kester (to name but a few writers on a politicised art practice)
almost follow his dictum in their creation of a space for this type of practice through
the creation of a legitimating artworld discourse. It should be no surprise that activism
is back in the institution by the early 2000s.

What | am saying is that the questions of power and recuperation asked here are
basically irrelevant if we consider the history of art as seen through the prism of the
institutional definition of art. Together, artist, institution, critic, historian, dealer, (et al)
comprise the artworld and therefore create art. Instead of talking about recuperation,
we could ask which type of art practice is legitimated as art at any given moment and
why that particular type of art is deemed to be art as a more interesting line of enquiry,
but this is a question for another essay. | want now to describe the relationship of
culture, specifically the artworld, to bourgeois society as this shift too has not quite
sunk in.

Though many in the artworld have been quoting Foucault for decades, it seems
hearts still lie in the oppositional politics of Gramsci or even the Frankfurt School,
judging by the questions raised by this publication and elsewhere. | am not going to
argue that these theorists have no relevance for the contemporary moment (and here
I’m thinking in particular of Adorno as well as Gramsci), just that it is no longer accurate
to describe the cultural milieu of the UK in terms of dichotomy. Foucault’s description
of power in liberal democracies is far more nuanced and more accurate — where each
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of us is our own agent of power, self-managing as good citizens and helping others also
to act as the good citizen of a liberal market democracy. Each of us embody and enact
the values of society and each of us help to acculturate ourselves and others through
discourse. Tony Bennett uses both Gramsci and Foucault to describe and analyse how
culture, including museum culture, is implicated in this process. He asks:
Are museums not still concerned to beam their improving messages of cultural
tolerance and diversity as deeply into civil society as they can reach in order to carry
that message to those whom the museum can only hope to address as citizens,
publics and audiences? ... If this is so, however, we shall have to see these contact
zones as both the sites and artefacts of government and, as such, tethered to the civic
programs which put them — and intellectuals who work within and criticise them —
at work in the world.6
It is also worth remembering that since the 1990s, centre-left governments of the UK
and USA entrenched economic policies which leave the notion of separate public and
private spheres in tatters. There is now little grounds for imagining socio-politics in
bipolar terms of left/right, public/private, market/state.” Gramsci wrote from a time
when political dichotomies prevailed and so describes the State as an ‘educator’
where the State is “the entire complex of practical and theoretical activities with
which the ruling class not only justifies and maintains its dominance, but manages
to win the active consent of those over whom it rules.”® While his analysis has certain
components which help us today understand how the State does in fact create
consensus in its citizenry through its various educative outlets, like museums and
culture, it is also predicated on an idea of a dialectic — a push and pull between two
opposing forces, the working class and the ruling class. Foucault instead describes
how each and every one of us order and shape power relations. For Bennett, the site
of a politicised engagement therefore must not be understood as an outmoded dialectic
but in the ‘politics of detail’ that entails ways of addressing and acting effectively
in relation to the governmental programmes through which particular fields of conduct
are organised and regulated.® In other words, it can no longer be understood as helpful
to use the old dichotomies, the old binaries, when understanding the artist’s role or the
institution’s role within society. We are each of us constitutive of the various worlds we
operate in and a politics of engagement must start from that understanding. This essay
aims at shifting our perception of that engagement and our participation in it in the hope
that the questions we ask in the future take us forward in a generative, relevant way.

Danto, A. “The Artworld.” The Journal of Philosophy 15 Oct. 1964: 571-84.

Dickie, G. Art Circle: A Theory of Art. Chicago: Spectrum Press, 1997.

Bourdieu, P. The Production of Belief. Cambridge: Polity, 1983.

See Julian Stallabrass on this point in Art Incorporated, 2004.

Martha Rosler interviewed by Robert Fichter and Paul Rutkovsy. Interventions and Provocation: Conversations on Art,

Culture and Resistance. Ed. G. Harper. New York: State University of New York Press, 1998. 13.

Bennett, T. Culture: A Reformer’s Science. London: Sage Publications, 1999. 213.

7. As Anthony Giddens remarks in The Third Way, 1999, these were the neoliberal policies of right wing governments
which the left adopted for various reasons.

8. Gramsci, A. The Prison Notebooks. New York: International Publishers, 1971. 258-260.

9. Bennett, T. Culture: A Reformer’s Science. London: Sage Publications, 1999. 83.
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Alana Jelinek is an artist, curator and writer, and is currently AHRC Creative Fellow at Cambridge University Museum of Anthropology
and Archeaology.
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As an artists’ group, you are known for work that
problematises power relations both within the
art establishment and in a wider social context.
To what extent do you feel that the system has
effectively 'recuperated' the oppositional
aspects of your work? Reflecting upon your own
implication in these processes of absorption and
neutralisation, how can you avoid becoming an
agent of recuperation yourself? In other words,

are you 'recuperated' or 'recuperator'?

Dear Tom,

In answer to your email questions we are sending
you an image, a budget and this email.

It is important for us to say two things by way
of introduction. First, what it means for us to be
asked to participate in this debate, and second, we
want to critically contextualise the image and the
budget we’ve sent you.

We think the first point is very important to
discuss because it is so easy to ignore. You have
selected us for a contribution. Already there is a
lot to talk about in terms of power relations and
how they operate between us and you, Tom Trevor,
Director of the Arnolfini, and the cultural
institution(s) that you and we work for. It strikes
us that 90% of what could be said in these pages has
already been said by accepting the invitation to
contribute. We are now, already, participating in a
set of complex relations - sometimes referred to as
the culture industry - something that, for whichever
reason, tends to maintain political and social
inequalities both within the gallery system and in
wider society. What we now choose to say from this
platform is largely, almost entirely, irrelevant.
That’s the 10% that’s left for the artist (or whoever)
to play with. We have noted that usually the most
instructive feature of artists’ participation in
the culture industry is the silence they maintain
about their own participation. Most artists, and
you can’t blame them, see the opportunity to present
work in a gallery (or in this journal) as a chance
to express or explore something dear to them. In
our experience it is rare that artists or groups of
artists want to look critically at their own posi-
tions within the processes of production, both
within the gallery and in wider society. And who
can blame them, it sounds really boring, doesn’t it?

Of course we can feel proud to have been invited,
even seduced by the idea that other important art-
ists may be contributing alongside us. We all have
egos and enjoy the recognition, but if we are really

honest with ourselves we can’t ignore the 90% to 10%
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ratio this platform offers. In other words we are
doomed from the start if we believe that by partici-
pating in the culture industry we can say something
very important to the rest of world. At most, and
if we’re very lucky, our 10% may encourage a con-
nection made subsequently with others. Our email,
image and budget is our 10%. We suppose there’s
always hope.

The image is our promise that our artist’s fee
of £2000 from the taxpayer for our commissioned work
with PLATFORM for C Words: Carbon, Climate, Capital,
Culture (Arnolfini, 2009) will fund our activism at
the Copenhagen Climate Change Summit (COP15),
December 2009. The budget that we have sent you is

a breakdown of what we spent the money on.

We believe that exposing our positions in the
processes of production within the gallery system
is worthwhile. The hope is that this invites in
others, whilst nurturing in ourselves, a deeply
critical sensibility. One of our methods for doing
this is refusing to remain silent about the nature
of our participation by providing a degree of finan-
cial transparency about our funding. That in itself
isn’t going to change the world but it might help
some of us reflect on our conservative positions
regarding art’s function in the world. So, we are
not being oppositional as such, to you or the culture
industry or Concept Store, but positional in rela-
tion to it. Exposing the machinations of the culture
industry is a form of opposition to it, but getting
strapped to the ‘us’ and ‘them’ see-saw is something
we haven’t yet dedicated our energies to. We are

part of the problem.

The Institute for the Art and Practice of Dissent at
Home is a home-run initiative, run out of the spare
room of a council house in Liverpool. It is run by
a family of two adults and three kids, collectively,
twoaddthree (Gary, Lena, Neal, Gabriel and Sid).
www.twoaddthree.org

Red Banner on Canal Barge, The Institute

for the Art and Practice of Dissent at Home,

Arnolfini, 2009

IAPDH Budget Breakdown

With Our £2000 Artist Fee We Are Going to COP 15

EXPENDITURE

Harwich - Esbjerg Ferry Return Ticket
Liverpool - Harwich Train Return Ticket
3 croissants Delicie de France @ Euston
3 baguettes 2 waters @ Upper Crust
Harwich International Terminal Cafe

Ferry Food: Dinner and Breakfast
Ulla Present: L’Oreal and Glenlivet
3 bottles of wine and bottle opener
Shop

Virgin Mobile Top Up for L&G

Extra in £ on Carmel’s dog & wine

M&S Food @ Euston for train journey

Wizz Kidz donation @ Euston

Two Virgin train teas

Taxi home

3 LFC scarfs - present for Ulla and kids
postage includng envelope

Cash Book

Esbjerg - Copenhagen Train

4 hot dogs and waters

tissue/bags & plastic bottles, 1 given
back to the shop for

chocolates

crisps and teas on train

bus tickets in Copenhagen

2 pints and 3 juices near Ulla's

8 beers and 5 juices from shop

3 sweatshirts Climate Justice
pastries near Christiania

Nemoland café food, juices and teas
bus tickets in Copenhagen

butchers - mince beef for Shep Pie
corner shop veg + stuff for Shep Pie
corner shop veg + stuff for Shep Pie
wine and cheese

metro ticket for 10 rides

pizzeria near Reclaim Power march

given to Ulla for hot chocolate
butchers - leg of lamb, Louise dinner
rosemary

potatoes and parsnip

given to Ulla for beef soup-dinner club
ice skating

muffins, coffees, hot juices

lemonades

wine and beer

Copenhagen - Esbjerg train
bowling next to Klima Forum
sandwiches at Klima Forum
teas and juices at Klima Forum
cakes at Klima Forum

bread at Netto

tooth fairy

food for train journey

one cup of tea on train
toilet on Esbjerg train station

Carmel’s present: beer, sausage, chocolate
Carmel’s present: dog + wine on ferry
dinner on ferry

breakfast on ferry

Art not 0il Diaries

£2000
£332.10
£142.80
£4.05
£13.97
£8.65

£100.80
£53.15
£43.35

£20.00
£4.65
£20.90

£1.00
£3.20
£5
£17.97
£5.59
£0.65
DKK 608
DKK 124

DKK 51
DKK 72

DKK 140
DKK 195
DKK 600
DKK 106
DKK 100
DKK 42
DKK 62
DKK 176
DKK 151
DKK 200
DKK 130
DKK 255

DKK 100
DKK 237
DKK 40
DKK 30
DKK 500
DKK 115
DKK 155
DKK 200

DKK 250
DKK 775
DKK 175
DKK 100
DKK 55
DKK 60
DKK 33
DKK 50
DKK 227

DKK 18
DKK 2
DKK 300
DKK 450
DKK 796
DKK 327
DKK 8049
£ 974.06

£50.00

£1667.90
£1525.10
£1521.05
£1507.08
£1498.43

£1397.63
£1344.48
£1301.13

£1281.13
£1276.48
£1255.58

£1254.58
£1251.38
£1246.38
£1228.41
SUREAE
£1222.17

£248.11

£198.11

RUBBISH

A4 receipt

tickets

Delicie de France bag + napkins

Upper Crust bags + napkins + 2 bottles of Buxton water

3 Ribena juices, straws, plastic, 3 Walkers crisps, 2 polystyrene
cups with lids

some food waste + napkins

packaging for makeup and whiskey - to be dealt with by Ulla

3 bottles, packaging for wine opener, 2 plastic bags from Duty Free

3 drinks carton, 1 water bottle, 4 banana skins + packaging around
them, 5 packs of crisps, 3 plastic boxes for ham, 1 plastic box
for cheese, 3 plastic small wraps for cheese, chocolate chip cookies

wrap, chocolate raisins bag, 2 plastic bags

packaging from two teas, 2 cups, 2 paper bags

train tickets

hot dog

chocolate wrappers

crisps packets, 2 teacups, 2 bags of tea, more napkins which are used
as tissues

bus tickets

3 bottles from juice but café will deal with it

8 cans of beer + 5 bottles of juice - will be recycled, says Ulla
2 bags+ napkins from pastries

2 plastic cups + 2 wooden sticks

bus tickets

packaging from food shopping, from meat, carrots.

tomatoes, peas, potatoes, peppers, cheese

1 wine box
1 metro ticket for 10 rides
6 plastic cups, 2 pizza boxes, 1 plastic bag, 1 bottle of

lemonade, napkins

meat packaging - some paper

veg packaging

stuff around muffin, juice bottles that café deals with 4 falafels +

foil in which falafels were wrapped, one plastic bag, lots of

napkins, 4 cans

cans of beer - not sure how many, lots; box of wine

4 sandwich wrappers

3 plastic cups, 2 teabags, 2 paper cups, 1 wooden stick

2 paper plates, 4 serviettes for cakes

2 bags of bread packaging, also eggs cartoon

5 banana skins, 1 plastic bag, packages from 4 sandwiches,
4 plastic bottles from apple juices

(=

paper cup

plastic bag
3 bottles of wine
minimal food waste, 2 toothpicks

some blue napkins

recipts in general

26 nappies out of which 14 were soiled

45 wipes, two of which were randomly used, one was bloodied
1 nappy bag

8 cosmetic pads

Klima forum magazine

packaging from Ali Kazam and 2 Jack the Pirate costumes

£198.11 is the left over money that we are sending to vacuum cleaner in Stanley Picker gallery in a package. We will deduct p&p expenses
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FRANCO BERARDI (BIFO)

Does art have something to do with the creation of subjective autonomy in the sphere of
immaterial production and Semiocapitalism? In order to answer this question I’ll briefly
explain what Semiocapitalism is. In the classical form of manufacturing capitalism;
price, wages and profit fluctuations were based on the relationship between necessary
labour time and the determination of value. Following the introduction of microelectronic
technologies and the resulting intellectualisation of productive labour, the relationship
between different magnitudes and different productive forces entered a period
of indeterminacy. Deregulation marked the end of the law of value and turned its
demise into a political economy. In his main work, L'échange symbolique et Ia mort
[Symbolic Exchange and Death], Jean Baudrillard intuitively infers the overall direction
of the development of the end of the millennium: “The principle of reality coincided
with a certain stage of the law of value. Today, the whole system has precipitated
into indeterminacy and reality has been absorbed by the hyper-reality of the code
of simulation.”
The whole system precipitates into indeterminacy as all correspondences
between symbol and referent, simulation and event, value and labour time
no longer hold.
Isn’t this also what the avant-garde aspired to? Did not the experimental art of the XX
Century wish to sever the link between symbol and referent? In saying this, | am not
accusing the avant-garde of being the cause of neo-liberal economic deregulation.
Rather, | am suggesting that the anarchic utopia of the avant-garde was actualised
and turned into its opposite when society internalised rules and capital was able to
abdicate both juridical law and political rationality to abandon itself to the seeming
anarchy of internalised automatisms, which is actually the most rigid form of
totalitarianism. As industrial discipline dwindled, individuals found themselves in
a state of formal freedom. No law forced them to put up with duties and dependence.
Obligations became internalised and social control was exercised through a voluntary
albeit inevitable subjugation to chains of automatisms.
In a regime of aleatory and fluctuating values, precariousness became
the generalised form of social relations, which deeply affected the social
composition and the psychic, relational and linguistic character of a new
generation as it entered the labour market. Rather than a particular form
of productive relations, precariousness is the dark soul of the productive
process. An uninterrupted flow of fractal and recombined info-labour
circulates in the global web as the agent of universal valorisation, yet
its value is indeterminable. Connectivity and precariousness are two sides
of the same coin: the flow of semio-capitalist production captures and
connects cellularised fragments of de-personalised time; capital purchases
fractals of human time and recombines them on the web. From the standpoint
of capitalist valorisation, this uninterrupted flow is undifferentiated and finds
its unity only in the resultant value: Semiocapital. However, from the
standpoint of cognitive precarious workers the supply of labour is fragmented:
fractals of time and pulsating cells of labour are switched on and off in the
large control room of global production. Therefore the supply of labour time
can be disconnected from the physical and juridical subjectivity of the
worker. Social labour time becomes an ocean of valorising cells that can
be summoned and recombined in accordance with the needs of capital.
When industrial capitalism transposed into the new form of Semiocapitalism, it first and
foremost mobilised the psychic energy of society to bend it to the drive of competition
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and coghnitive productivity. The ‘new economy’ of the 1990s was essentially a ‘Prozac-
economy’, both neuro-mobilisation and compulsory creativity. Art, in this situation,
far from being a factor of autonomy and self-empowerment, becomes an element
of aestheticisation and mobilisation of everyday life. The same word ‘activism’
is undergoing a similar destiny. Art and activism are united under the sign of the
mobilisation of nervous energies. Should we not free ourselves from the thirst for
activism that fed the 20th Century to the point of catastrophe and war? Should we
not set ourselves free from the repeated and failed attempt to act for the liberation
of human energies from the rule of capital? Is not the path towards the autonomy of
the social from economic and military mobilisation only possible through a withdrawal
into inactivity, silence, and passive sabotage?
By the beginning of the 21st Century the long history of the artistic avant-
garde was over. Beginning with Wagner’'s Gesamtkunstwerk and resulting in
the Dadaist cry to “Abolish art, abolish everyday life, abolish the separation
between art and everyday life”, the history of the avant-garde culminates
in the gesture of 9/11. Stockhausen had the courage to say this, whilst many
of us were thinking the same: terrorising suicide is the Gesamtkunstwerk,
the total work of art of the century with no future. The fusion of art and life
(or death, what difference does it make?) is clearly visible in the form of
action that we might call ‘terrorising suicide’. Let us take Pekka Auvinen
as an example. The Finnish youngster turned up to his class at school with
a machine gun, Killing eight people, himself included. Printed on his T-shirt
was the sentence: “Humanity is overrated”. Was not his gesture pregnant
with signs typical of the communicative action of the arts?
At this point | want to oppose the concept of poetry to the concept of art. The realm of
sensibility is involved in this ongoing process of cognitive reformatting that is implied in
the Semiocapitalist mutation. Central to this mutation is the insertion of the electronic
into the organic, the proliferation of artificial devices in the organic universe, in the body,
in communication and in society. Therefore, the relationship between consciousness and
sensibility is transformed and the exchange of sighs undergoes a process of increasing
desensitisation. The digitalisation of social communication leads on the one hand to
a sort of desensitisation to the voice, to the caressing power of words, to the continuous
flows of slow becoming, and on the other, it leads to a ‘becoming sensitive’ of code:
sensitisation to sudden changes of states and to the sequence of discrete signs.
This mutation produces painful effects in the conscious organism that we read through
the categories of psychopathology: dyslexia, anxiety and apathy, panic, depression and
a sort of suicidal epidemic.
Aesthetic perception — here properly conceived of as the realm of sensibility
and aesthesia - is directly involved in this transformation — in its attempt to
efficiently interface with the connective environment, the conscious organism
appears to increasingly inhibit what we call sensibility. By sensibility, | mean
the faculty that enables human beings to interpret signs that are not verbal
nor can be made so or the ability to understand what cannot be expressed
in forms that have a finite syntax. This faculty reveals itself to be useless
and even damaging in an integrated connective system. Sensibility slows
down processes of interpretation and renders them aleatory and ambiguous,
thus reducing the competitive efficiency of the semiotic agent.
Let’s think of the relation between image and sensibility. Let’s think of youporn.com as
Art. Youporn is the final realisation of art because life is in the image, and the image is
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in the media, and the media are into life. Here the circle of Gesamtkunstwerk and of Dada
is fulfilled. Hyper-speed optic fibre circulation of the image is producing an effect of mise
en abyme of desire, an effect of hyper-stimulation and perpetual postponement of pleasure.
Pleasure becomes asynthotic, in the kingdom of dromocracy and image pervasion.2
The sensuous body is simultaneously provoked and deceived, and at the end it is erased.
More sex-images, less time for caresses. This is the final realisation of art in the sphere
of Semiocapitalist acceleration.
Once upon a time pleasure was repressed by power. Now it is evoked and
promised, and finally deceived. Pleasure is shown and simultaneously
dissolved. This is the pornographic feature of Semioproduction in the sphere
of the market. The eye has taken the central place of human sensory life,
but the eye’s domination is the domination of merchandise as a promise
never fulfilled and always postponed. Acceleration is the beginning of
panic and panic is the beginning of depression. The voice is forgotten,
erased and cancelled in the erotic domain of Semiocapitalism. The voice
and the words are forgotten. Sex has no more words and no more voice,
when it becomes marketing overload, when the education of a new
generation of humans happens in an environment where the body of the
mother is replaced by display machines. When sex loses its voice and
its words, it becomes a desert with no pleasure. Desire becomes frenzy:
lost is the time of caresses when lost is the time for words.
The voice is the gate of poetry.
Poetry is the gate of self-therapy.
Therapy is the gate of pleasure.
And pleasure, the gate of autonomy.
When | say therapy, | do not mean normalisation at all, | do not mean restoration of
the working self either. Rather, | mean the ability to listen to the voice, the ability to
understand words. This is why | want to oppose the voice to images, and poetry to art.
This is why | think that the way toward social recomposition and autonomy
necessitates the de-visualisation of imagination, and the therapeutic action
of the voice.

1. Baudrillard, J. Symbolic Exchange and Death. Paris: Gallimard, 1976. 12.

Franco Berardi (Bifo) is a writer, media-theorist and media-activist, and Professor of Social History of Communication at the Academy
of Fine Arts in Milan.
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Art & Hammer , Dejan Krsi¢

Courtesy WHW/What, How & for Whom

RECUPERATOR/
RECUPERATED 4
SARAT MAHARAJ

Almost everything is ‘taken for granted’ in the art
world as ‘oppositional and radical’. Theory, above
all — even though it seems to have become increasingly
the central ‘spectacle’ in art fairs and biennales
(its original point was to query ‘spectacle’).

Also, we appear to have forgotten the pointed
link Adorno drew between the museum/gallery and
the mausoleum - that art only gets to the former
to be ‘interred-.

There is a tendency to focus on ‘de-territori-
alising’, without enough attention to what comes in
its wake — ‘re-territorialising’ (recuperation). The
philosopher, Gilles Deleuze, tended to give equal
importance to both processes. To the latter, not so
much a ‘shock horror’ or ‘scandal’ or ‘sell out’ but
as a part of the ongoing force of creation, the
solidifying and dissolution of mental and emotional

territories and fields of action.

Sarat Maharaj is a curator and writer. He is a research
professor at Goldsmiths’ College, London, and is
currently Professor of Visual Art at Malmé Art Acad-

emy, Sweden.
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INSPIRATION COMES STANDARD (Chrysler)

In the mid-1930s, at the close of the first thesis of his essay ‘The Work of Art in the

Age of its Technological Reproducibility’, Walter Benjamin wrote of how various concepts
used in the discussion of art had become outmoded, useless for both art criticism

and artistic production. These categories included creativity and genius, eternal value
and mystery, “concepts”, he noted “whose uncontrolled [and at present almost
uncontrollable] application leads to a processing of data in the fascist sense”.
Effectively Benjamin notes the recuperation of art into oppressive political and social
systems through a language of criticism, or rather, more appropriately, and especially

so in the Nazi context, where criticism as such was banned - recuperation through

art appreciation.

I think about Benjamin’s sneer at ‘creativity’ often these days, as the word
‘creative’ has returned forcefully. For a long time now there has been discussion of
the co-option of the notion by the urban gentrifiers — at least since Richard Florida’s
well-distributed and implemented thesis on the Creative City, which stimulated countless
‘creative city’ branding exercises, hitching creativity to economic development as
a motor, in the context of the New International Division of Labour. It might have been
thought that such a political wielding of the term creativity would tarnish it, contaminate
it, set it out of bounds for any contemporary soi-disant critical practice. But creativity
persists, and as a politically loaded term wedded to the theory and practice of anti-
globalists, artivists, art activists or hacktivists in its various forms. Creativity articulates
how culture can re-animate democracy.

Recently there was an exhibition of ten years of anti-global art and culture called
Signs of Revolt: Creative Resistance and Social Movements Since Seattle. Activist art
comes in from the heat of the struggle or coldness of the outside-world and finds a refuge
for a week, its energies, humour, anger and resistant creativity blu-tacked up for marvel.
It is as uninterested in framing each piece, as it is uninterested in the gallery itself
as a frame. The Artivism network of Germany website likewise mobilises the force
of the creative: it “looks for creativity that threatens the conventional wisdom with
progressive ideas”. The group PLATFORM are engaged in “promoting creative processes
of democratic engagement to advance social and ecological justice”. And so on. Perhaps
these initiatives have to proclaim their claim on the creative more loudly than the art
that is ‘political’ but was always, all along, designed for the gallery, even as it fired off
critiques of the institutions under whose spotlights it glowed. Incidentally, the high-end,
high-tech ‘political art’, such as that curated at Laboral in Gijon, by Steve Dietz and
Christiane Paul, Feedforward: The Angel of History, does not need to make reference
to creativity nor the institution. It is comfortable enough with its own relation to both
and to its funders global company Fundacion Telefonica — no insecurity there, even as
the show exhibits back to us the insecurities in which we exist, with “sections relating
to five themes: the ‘wreckage’ of the 20th Century created by wars and conflict;
the countermeasures of surveillance and repression that the state as well as global
capital set up in an attempt to maintain control; the aesthetics and symbolic language
of the media of our times; the forces of economic globalisation such as outsourcing
and migration; and the possibilities of reconstruction and agency”. The post-conceptual
artists represented there are examples of what John Roberts has proposed as the
collaborators in a ‘general social technique’, who gather up their new labour skills
(post-creative ones in a traditional sense) from here, there and anywhere in the network
that is the context of today’s digital and media technologies of communicative action
and build Guantanamo Bay in Second Life, a virtual Berlin Wall, a self-composed
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surveillance database the FBI can only dream of, fictitious off-shore finance companies,
or technologies of obfuscation to parallel the media ones. And yet they remain artists.
The ideology of the artist, the assertion of autonomy, are sustained — even as the world
out there is mediated, sliced, recombined, broadcast and narrowcast in the gallery.

The artworld, that nebulous composite of galleries, funders, collectors, critics
and theorists, have embraced all these different forms of being political and creative.
Perhaps the thesis of the general social technique helps to explain it — political art,
in all these contemporary guises, more or less draws on technology, media, mass
forms and so appears to be a part of the general hubbub of the contemporary that
is so sought after. But, in addition to being contemporaneous with what is, and therefore
relevant, it remains art, which means it carries with it that irreducible meaningfulness,
the gravity absent from all the forms that might approximate it, use the same
technologies, the same points of reference. It is what it is with the creative added
in as bonus.

PASSIONATE ABOUT CREATIVITY (Citibank)
Of course, it seems obvious. In the artworld how can there not be references to
creativity. Creativity is the opposite of alienation. It is that which is expunged from
the labour process as it becomes increasingly automated, rationalised, standardised,
alienated, subdivided into tasks, unfree. Creativity is proper to art, but art is the
problem. To re-spin that which has been spun so much, since Marx and Engels said
it 161 years ago: art is — potentially — just another ‘profession’ now, another type
of wage labour. Its quality, creativity, is recuperated into art, which is recuperated
into the system of labour and consumption. As Adorno insisted, some 40 years ago, —
without even having seen the TV show School of Saatchi — art is a branch of the culture
industry. Though it is also, he maintains, imperceptibly, possibly, tendentially, hope
against hopefully, also ‘functionless’, or rather its social function is to be, apparently,
without function. It is for those reasons - that art is politically and socially and
economically implicated and imbricated — that any mobilising of the notion of creativity
need be probed to see what its attractions and detractions are. Benjamin’s hostility
to it might cast the term into suspicion for us and even allow us to understand that
process whereby art and politics seem to collapse so desirably together in this way
and now. Might the assertion of the value of the creative be the logical outcome
of an aesthetics that refuses to remainder art, or, in other words, the spin-off
a certain desire for recuperation — and one that now happily finds its recuperators
in the galleries. As the Artivist network in Germany says “In a flashy culture of
screens and Second Life, political artists are forced to the margins and must struggle
to find exposure and support”. Why? Or rather might not their continued insistence
on their own existence as artists be a part of the problem of creativity? Is not
thereby any ‘political value’ re-converted back into ‘exhibition value’ — and perhaps
without remainder?

THINK DIFFERENT (Apple)
Benjamin’s decision not to refunction the term ‘creativity’ (in a Brechtian sense) but
to replace it with ‘production’ was a tactical move, made on the basis of the historical
associations of the phrase, its relationship to genius, divine inspiration, otherworldliness,
associations that stems from the Romantic period and characterise the artist as
exception, visionary fool who is to be admired, then, later, perhaps rather tolerated,
but not taken seriously in the workaday world. Creativity is outside society, outside

54

the everyday and, for that reason, creativity is proposed as stimulus to a compassion
that is unusual, or as an alibi for the world’s usual coldness, or a catalyst of the new,
when it is needed.

If creativity returns as sign that is as a signh of an alternative world, of course,
something wonderful is being presented — a world organised in relation to the
creative not the economically productive, a new economy or non-economy.

But at the same time, the proposition of a creativity unleashed, motivating

the anti-global movements, creativity showcased as proof of said mobilisations,

in some sense, is to react, to reinstate a familiar situation. Artists are to assume
for themselves all the creativity and the right to dispense it whenever and wherever
they please - in the name of the better world. The rest get to watch the spectacle
of themselves — or others — being marshalled in a more or less hopeless gesture
towards a better world.

‘The Author as Producer’, from 1934, investigated the prospects for contemporary
critical culture workers, examining strategies that would avoid the pressures on
artists to be individualistic, competitive or promoters of art as a new religion or an
evasion of the ‘political’. Benjamin evaluated artists’ efforts to work out cultural forms
that could not be recuperated by fascism. He assessed what the new mass cultural
forms that existed - radio, film, photography, photomontage, worker-correspondent
newspapers — meant in the wider scheme of the social world, and how facts such as
mass reproduction change humans’ relationship to culture of the past and the present.
The artist as producer abandons traditional skills and their associated creativity in favour
of an alighment with new technical relations of production. That is to say he assessed
and more importantly urged on the overhauling of relations between the creative
and the non-creative, artists and audiences. The revised social and political relations
of art proposed by Benjamin set out from a circuit of participants. When he wrote of
“the author as producer” he meant thereby that everyone was an author of meanings
or no-one was.

Rather more traditional relations of aesthetic production and consumption
are proposed by something such as the Artivist network of Germany, whose starting
point is that art has the power to inspire, imagine, dream. That may be true, but
is it not a concern that it is the same starting point as that of business, as articulated
quite succinctly in Carey Young’s video piece, ‘Product Recall’, from 2007. Young
is on the psychoanalyst’s couch trying to remember what global brand used what
slogan as its advertising tagline — all associate the product with inspiration and
creativity: “Change the way you see the world”, “Imagination at work”, “Where
imagination begins”, ‘It’s not that hard to imagine’. In the advertising slogans,
it is not the labour process that is to be associated with creativity, rather it is
the product - or, more intangibly, the brand, the image of the product. The fetish
object is sprinkled with the Disneydust of creativity. These brand tags stem from
companies that have typically already recuperated the power of art — as quality
of hipness, as humanising coating, through their sponsorship of art institutions,
fairs and exhibitions. What does the endless roll-call of the creative mantras reveal:

a simultaneous assumed power and actual blandness of the notion? Creativity makes
for a limber politics — so unlike the old-style dull moralism of ‘hardcore’ politics.
Creativity melds well with the out-of-nowhere, into anywhere, eventalism of Deleuzian
politique. It’s a flexible concept appropriatable by all who want to gesture towards
their own virtuousness. And why shouldn’t art galleries or funding bodies be the first
amongst them?
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YOUR POTENTIAL, OUR PASSION (Microsoft)
Recuperation is a powerful force — and it only works in one direction, in the Situationist
schema, according to which there would be only one answer as to who is recuperating
whom. In ‘Basic Banalities’ from 1963, Raoul Vaneigem notes that Situationist poetry,
not that of the professional poet or culture worker, but that of everyday resistance
to domination, “is irreducible and cannot be recuperated by power (as soon as an
act is recuperated it becomes a stereotype, conditioning, language of power)”. Once
recuperated, any resistant object or technique crosses over to become part of the
lifeblood of the system that gave rise to it as moment of negation in the first place.
But the true poetry is that which cannot be recuperated, notes Vaneigem, though
it is surrounded by power, which “encircles the irreducible and holds it by isolating it”.
Perhaps the culture industry is even more rapacious than it was in the 1960s - preferring
to recuperate than isolate, where possible. Preferring to turn outwards - screening the
world, interfacing with the world — as this gesture, which undoubtedly, under the same
motivations that have propelled the success of reality TV, speaks to contemporary
audiences who seek in culture some revelation about present-day iniquities, be that
between self and celebrity, first world and third world, tourist and migrant, the self
as worker and as consumer.
Indeed the culture industry, or in its new guise as creative industry, is so fearless,
it is able not only to showcase something akin to constructed situations in galleries.
It even re-releases the concepts into the city spaces for which they were originally
destined. Thereby it recuperates even the base concept of Psychogeography, its
fundamental unit, into its ‘creative cities’ visions: psychogeography, the ‘plaque
tournante’, the turning plate or hub, those magical turbulent junctions in the city
where an excess of energy, a clash of ambiences, a disruption of planning’s logic
generates resonant affectivities, proposes portals of transformation. We know
the language of the hub. Indeed the Arnolfini’s director has spoken of it: in relation
to this spot, in the interests of bringing in tourist revenue in a post-industrial context:
“When we moved to our current venue, there was nothing here at all. Now the
habourside is packed. This part of the city has become a real hub”.1
The gallery is that agent that can make something out of nothing. That is the
ultimate creative act - to pluck something from the air. That is the truly immaterial act.
None of this is to say that galleries, funding bodies, the artists who benefit
from them are wrong or cynical. The question rather is what sort of space is the gallery,
what sort of mechanism is funding? Do both do anything to the things they suck up?
Or do they do nothing? Do they neutralise? Do they, in turn, put the brake on? Simply
by turning the radical and creative gesture of negation into positivity and spectacle?
‘We Call It Recuperation’ comes from an Audi car advertisement from 2009.
We call it recuperation. What Audi calls recuperation is the way energy produced by
applying the brake is captured, stored and used later to recharge the battery. | wonder
how much this notion of recuperation could be applied to the current affection between
political art and galleries. The recuperated energy in the car is used to keep the system
going, to top up the depleting energies of the engine. The energy produced by critical
political art’s efforts to apply the brake to the system - the global system, the neo-liberal
device - is gathered up in the gallery, diverted even to the gallery, to keep at least it,
if not the hub of which it is a component, dynamic.

1. Inflight Magazine of Brussels Airlines.

Esther Leslie a writer and editor, and is Professor of Political Aesthetics at Birkbeck, University of London.
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The Long Avant-Garde

Since Peter Bilirger’s Theory of the Avant-Garde did
to political art what Adorno and Horkheimer had done
to Reason in The Dialectic of Enlightenment, the
accusation that art’s critique of its own institu-
tions has been recuperated by those very same insti-
tutions has been a perennial argument of art’s
discourse. In fact, the theory of the incorporation
of the avant-garde into art’s commercial and offi-
cial mainstream has become almost too easy to
assert. It is a cliché.

The problem with the theory of recuperation is
the implication that prior to the process, or for
those who steer clear of institutions etc, there
remains the possibility of not being institution-
alised. As a theory, recuperation is structured
around a paired opposite of two terms, one signify-
ing independence, critique, resistance etc, and the
other signifying neutralisation, institutionalisa-
tion and corruption. This opposition, which is too
black and white to navigate the complexities of
art’s relation to power, leads to simplistic tac-
tics. Artists in the 1980s, for instance, attempted

to dilute the effects of recuperation by announcing,

up front, that they were corrupt through and through.

Why would anyone subscribe to this strict divi-
sion? We should note that it is not only presupposed
by those who cynically insist that since recupera-
tion is unavoidable then there is no argument
against business-as-usual. It is required, also,
for the radical to pitch themselves against a cor-
rupt and corrupting world. The division has another
related purpose, too. Recuperation is used as an
insult by one section of the left to another: it
distinguishes between the true radicals who
staunchly resist recuperation, and the liberal left
who sacrifice the cause for a share of the spoils.
Recuperation is an idea that lends itself to roman-
ticised notions of resistance.
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It is fair to say that critical art’s recupera-
tion is felt more keenly during periods of conserva-
tive backlash against previous avant-garde gains.
As we can see with YBA, for instance, when the market
leads developments in contemporary art the result
is not a return to previously sellable works, but
the commodification of the latest thinking. And one
of the key elements of thinking on art at the time,
evident in Technique Anglaise, Blimey and High Art
Lite, was the recuperation of critical art.

How convenient! Imagine young artists in the
company of fame and fortune being able to comfort
themselves with the latest postmodern catchphrase
from Baudrillard, telling them that there is no
difference between complicity and critique in a
world characterised by simulacra. Under such cir-
cumstances critical artists, political artists and
engaged artists are regarded as naive (or worse).
John Roberts showed this fashionable position to
be a “retreat from complexity” in his unflinching
defence of ‘critical postmodernism’ in his agenda-

setting book Postmodernism, Politics and Art.

BEAUTIFUL

It wasn’t just Roberts’ arguments, impressive as
they were, that convinced. Roberts’ case was lit-
tered with examples of conceptually sophisticated
politically engaged art, thus drawing together a
formidable cast of critical artists, including
Terry Atkinson, Art & Language, Jo Spence, Rasheed
Araeen and Mark Wallinger. These artists were not
ignorant or neglectful of the issue of recuperation,
but their response was not to retreat from critique
but to “problematise the political status of art at
the same time as asserting this is where art is to
find its conditions of relevance”.

Peter Osborne is convinced that critical art
(especially institution critique) can be judged in
terms of its reception by the institutions it
addresses. In 1971, he says, three major exhibitions
were closed or cancelled, and this is a measure of
their critical success. He argues that these rare
moments of institutional rejection show that such
projects “reveal where a limit was by surpassing
it”, but the epistemologisation of recuperation
cannot hide the all-or-nothing opposition that it
spells out for culture. When art’s institutions came
to understand the value of institution critique, or
“smartened up”, as Orborned puts it, such work “never
seriously challenged” art’s institutions again.
Proof: no more shows were cancelled or closed.

In one sense Osborne introduces a Realpolitik
of critical art, testing its success against whether
the existing Ideological State Apparatus is pushed
beyond its tolerance, but its binary is too stark
to respond to specific historical circumstances.

Crystal clear oppositions of this sort are always

Protest is Beautiful,
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abstract even when their intention is to bring us
firmly to the ground. Osborne adds urgency to the
heroism of resistance (in one of the shortest win-
dows of opportunity for avant-gardism available),
but as a formula for recuperation it lacks nuance.

Compare Osborne’s formula with what Ranciére
calls the politics of the part des sans-part. For
Rancieére something outside the system forces its
way into the system but, by doing so, reconfigures
the system itself. This is the work of politics.
Following Ranciére we would have to say that poli-
tics in its full sense does not take place until the
act of recuperation backfires on the system. So long
as the part des sans-part remains in its designated
place outside the system then it has not fulfilled
its political mission. Without such a shift, of
course, the part des sans-part is depoliticised by
occupying the very place that the system has allot-
ted for it. We might think of recuperation as one
aspect of the process by which this allotted place
is challenged and changed, reconfiguring the whole
system as a result. It is clearly too one-dimension-
al, therefore, to regard the process of recuperation
as an event whereby the institution cancels critique

by incorporating it.

Recuperation is one of the names the Left in
Europe has given to the various processes by which
its critique of existing conditions is fatally com-
promised by being channelled through dominant
structures. Debord points out that militants are
transformed into passive consumers of their own
militancy by the spectacle. This is recuperation.
And the same effects are produced by the State, as
well as market forces, when it legitimates and funds
its own opposition. As such, the theory of recupera-
tion is part of a shift in Left thinking that brought
about an extension of the Left’s agenda from politics
and economics narrowly understood to questions of
ideology and hegemony, that is to say, from produc-
tion to reproduction. And the current state of play
in political theory on the Left continues to develop
these themes in the writing of Badiou, Ranciére,
Balibar, Habermas, Lecercle, Butler, Laclau, Mouffe,
Zizek, and many others. Ideology remains at the
heart of Left thinking today.

In order to understand the core issues raised
by recuperation in terms of contemporary theories
of ideology we need to grasp the essentials of
Althusser’s rearticulation of the material and
social reality of the production of ideas within
what he called the Ideological State Apparatuses.
In addition to the State apparatus itself (comprised
of the police, the courts, the prisons and the army)
with its various mechanisms of coercive force, the

Ideological State Apparatuses (including churches,

schools, the family, the law, the political system,
the media, and culture) reproduce the existing
social relations (always relations of domination)
not by repressing individuals but by transforming
individuals into subjects.

He argues that the present society is structur-
ally dominated by a combination of two ISA’s, the
school and the family. “What do children learn at
school?” he asks. He answers that in the very proc-
ess of learning techniques and knowledge; children
learn to behave like good citizens. Althusser points
out, therefore, that as well as being an Ideological
State Apparatus, the school is protected from its
ideological function by the ideology that it is a
“neutral environment purged of ideology”. The Ideo-
logical State Apparatuses are certainly the insti-
tutions where we encounter dominant ideas such as
‘God’ and ‘beauty’, but we do not understand ideol-
ogy very well unless we see ISA’s as the places where
citizens are produced as subjects.

Althusser adds another new concept to the ISA’s
in order to explain the functioning of ideology. He
uses the word ‘interpellation’ to name the process
by which individuals are constituted as subjects.
Althusser argues that subjectivity is not ‘mental’
but ‘practical’, existing not in consciousness but
in rituals, practices and institutions. Interpel-
lation is the process by which institutions produce
the subjects they require. They do not just wish
for subjects, they use rituals and simple physical
acts (such as kneeling, praying, sitting, standing
and singing) to produce these effects.

We can see then that Althusser’s analysis does
the opposite of vulgar ideological critique: instead
of dismissing ideas as quickly as possible to reveal
the reality behind appearances, Althusser sees the
ideological content of simple physical acts and
regards practices, rituals and institutions as the
material existence of an ideological apparatus.
This is why we have to think about recuperation
through the Althusserian concept of Ideological
State Apparatuses.

One can enter a church without being subject to
it, without performing the subjectivity that it
institutionally produces, but inevitably one will
enter a church as one subject or another, as a tour-
ist perhaps, or someone who appreciates architec-
ture. And these other subjects will have been
produced by their own institutions, rituals and
practices. Here, ideology functions effectively
without having to pass through the consciousness
of the subject. It does this, not by persuading them,
but simply by welcoming them into institutions,
providing them with meaningful tasks, and identify-
ing them as members of a community. So, if we know
from J L Austin that speech acts “do things with
words”, we can say, after Althusser, that ideology
interpellates individuals as subjects with speech
acts and ritual acts.

Jean-Jacques Lecercle adds: “the function of
ideology is to interpellate individuals as subjects
- a task in which it never fails: all individuals
are always interpellated”. Hence, the individual
will be interpellated as one kind of subject or
another. No-one escapes, not even the agent of the
Ideological State Apparatus who interpellates you.
It is inevitable that, while teaching her class of

toddlers to be good citizens, the teacher does not

Workers of the World Unite, Freee,

2008, Billboard Poster

only interpellate her pupils, but interpellates
herself as a ‘good teacher’. Or, as Lecercle explains,
the policeman does not only interpellate you as
subject to his authority, he also interpellates
himself as the holder of authority: “the policeman
whistles not only at ‘little Louis’ but also at
himself”. As such, interpellation should not be
thought of only in terms of something that happens
to individuals, or even as things that one indi-
vidual does to another, but as acts that we perform

by ourselves and on ourselves.

Since interpellation forms and reforms subjec-
tivity, we can expect recuperation to have an emo-
tional effect. If its interpellation is successful
recuperation must feel great. Recuperation is an
affirmation that feels like victory. If the inter-
pellation of recuperation fails, however - which
means that a previous interpellation still stands
- then recuperation must feel awful, like betrayal
or disgust. And, of course, one interpellates sub-
ject can feel disgusted on behalf of another who
had been successfully recuperated.

At roughly the same time that Debord and the
Situationists developed the idea of recuperation,
Habermas articulated the twin processes by which
the ‘public sphere’ - the social space designated
for open critical opinion formation - had been ‘colo-
nised’ and ‘debased’ by market forces and the state.
Despite his reputation for a parliamentary and con-
sensual politics, Habermas is one of the key theo-
rists of the ways in which grass-roots activism and
critique is colonised by the two ‘steering media’
of money and power. One of the key differences
between Habermas’ conception of the ‘debased public
sphere’ and Debord’s conception of the recuperation
of critique is that when Habermas theorises the
conditions of recuperation he also, simultaneously,
provides a theory of the continual struggle, after
recuperation, between power and emancipation.

During the same period Raymond Williams argued
that the Left needed to supplement the theory of
revolution as a coup d’état with an understanding
of the ‘long revolution’ of culture. He, too, knew
well that culture and the media had been cynically
prevented from reaching its democratic potential
for the sake of private gain. His conclusion was not
to pronounce popular and critical culture as recu-
perated, but to argue that men like Rupert Murdoch
“must be run out”. Here, again, we see how a politics
of critical culture need not be brought to a prema-
ture conclusion at the first recuperative blow. And,
following Williams, we might develop a theory of
the ‘long avant-garde’.

Williams reminds us that recuperation is never

final but calls for perseverance and resourceful-

ness if resistance and struggle are not going to be
lost. The Left have been better at theorising the
impossibility of social and cultural transforma-
tion, and they have excelled in theorising the ease
with which the existing structures absorb all oppo-
sition. Williams is one of the few on the Left who
have attended seriously to questions around the
persistence of hope and critique in the most objec-
tionable of circumstances. Recuperation is a com-
plex, conflictual process. It is never one-way,
automatic, inevitable, 100% complete and irrevers-
ible. It is the persistence of the avant-garde’s
struggle after recuperation that we would call the
‘long avant-garde’.

Even when Althusser first devises his theory of
ideology as always ‘state ideology’ through the
Ideological State Apparatuses, primarily the family
and the school, he refers to those teachers who
resist the official dogma as ‘heroes’. They are
heroic because they act against the apparatus from
within its own institutions. So, there is no call
to be dismissive of art’s institutions who “smarten
up”, as Osborne puts it. In fact, the very process
of ‘smartening up’ shows that recuperation must be
a two-way transformation if it is to occur at all.
Institutions which do not change cannot recuperate
practices that are critical of them. And what’s more,
those individuals within art’s institutions who
work against the existing “partition of the sensi-
ble”, to use another of Ranciére’s phrases, should
be given credit.

It is not better for critical art to stay in the
wilderness for as long as possible. Critical art
doesn’t stay critical for longer because art’s insti-
tutions lag behind developments. Art moves on any-
way. We saw this during the period of what Blirger
called the historical avant-garde, when artists
moved on at an accelerated rate without needing
institutional recuperation to egg them on. Any
theory of critical art that prefers art’s institu-
tions not to ‘smarten up’ is irresponsible, trite
and vulgar. The thesis of the short avant-garde had
to be replaced with an understanding of the long
avant-garde. The persistence of the avant-garde
despite and through its recuperation is secured by
the continuation of the struggle for emancipation

in and against the current conditions.

Dave Beech is an artist and writer. Freee is a col-
lective whose members are the artists, Dave Beech,
Andy Hewitt and Mel Jordan.
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Today the enemy is not called Empire or Capital.
It’s called Democracy. Alan Badiou 1

Critique is an essential part of capitalist production. The ability to express one’s opinions
in public allows the system to verify itself as democratic. Through such means, it is able
to generate its own critique and then quickly neutralise it. Within the neo-liberal spaces
of contemporary art, thereby some opinions not readily acceptable in other public places
can be displayed but the politics easily contained. The critical artist offers soft politics
that is easily recuperated to legitimate the art institution’s self-reflection. But it’s not
quite that simple — and far more dialectical. On the one hand, art appears to have lost

its critical power as any form of critique is automatically recuperated; but on the other,
the new situation opens up different strategies of opposition that respond to the ways

in which power is organised.?

wede?
ineffective
democratic
processes?

o

What is required is a more detailed examination of the power relations at work,
and how they are configured as part and parcel of informational capitalism, and how
social relations and control structures are managed. With no longer a centre of power
to be found or established opposition as such, it is clear that the (class) enemy is
increasingly hard to identify across its networks, and yet power continues to produce
its own vulnerabilities. Correspondingly, the recommendation of those developing
oppositional tactics is to take advantage of the vulnerabilities in networks (much
like successful computer viruses do) by exploiting power differentials that exist in the
operating system.3 Such tactics draw on methods informed by network and information
theory, as well as reverse engineering mass culture.* The approach offers direct
responses to recuperative processes, and yet the effect of tactical media is paradoxical,
as Lovink contends, leading equally tactically to “benign tolerance”.> That may be sadly
the case, but the reappraisal of recuperative processes and interventionist responses
is necessarily ongoing, not least in the context of how social media have changed the
face of the representational political process. This is evident in the apparent success
of various campaigns that hope to influence the outcomes of elections and in the rise
of services that offer effective participation in the political process.

The tactics of dissent have changed too. Seppukoo, a recent hack of Facebook
by Les Liens Invisibles (2009),° provides an example where users were able to commit
virtual suicide in a ritualistic removal of their virtual identity.” Critique here operates
in the challenge to the living-death user-experience of Facebook and other similar
programs that express the social relation in restrictive form. The action provoked
a litigious response by Facebook not least.s Part of the friendly (inter)face of capitalism,
restricted social relations are perpetuated through networks of friends (everyone is
a potential friend rather than enemy), such that antagonistic social relations are masked
and the politics nullified. Evoking Schmitt’s notion of enmity (in The Concept of the
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Seppukoo (screen grab),

Les Liens Invisibles, 2009

Courtesy the artist

Political, 1927), the political differentiation of friend or enemy (aka Facebook or
Seppukoo) lies at the heart of this, and offers a certain definition of politics. The
reference to the Japanese ritual suicide of Seppuku (literally stomach-cutting) evokes
the stubborn refusal to fall into the hands of the enemy - and the preference for
autonomy even at the cost of one’s life.® Virtual suicide stands as the refusal to operate
under intolerable conditions of service and as an affirmation of creative autonomous
practice. Refusal responds to the way in which those in power regenerate themselves
through constant upgrades to break opposition; the position derives from Tronti’s essay
‘The Strategy of Refusal’ of 1965, following the logic that capital uses workers’
antagonistic opposition as a motor for its own development. But crucially, capital does
not wish to destroy critique entirely, as it is fundamental to its operations, but obscure
its origins and subdue its effectiveness. Moreover, this is its friendly face whether you
like it or not. For instance, in the case of Facebook, they keep your account details for
perpetuity and commercial exploitation. The Seppukoo ‘about’ page explains: “Suicide
is a free choice and a kind of self-assertiveness. Unfortunately, Facebook doesn’t give
to its users this faculty at all, and your account will be only deactivated.”’1

Democracy and authoritarianism operate dialectically. This is in keeping with the
liberal tradition, as Balibar explains, and the distinction between individual opinions
and collective actions in the ways they “reciprocally ‘underwrite’ each other”.12
Individuals voice their diverse opinions, both for and against the ruling power, in order
to legitimate its effects. Expressing the violence of participation, this is the basis of
liberal democracy as well as the basis of its democratic renewal — what we together
refer to as participatory democracy. Individuals actively imagine their participation in
what ultimately is part of their subjugation. This comes close to Lazzarato’s discussion
of participative management in the workplace as a technique of power in restructured
form, and one that appears to grant special privileges to artistic labour. Indeed, Lazzarato
thinks the technique is more totalitarian than the production line as it involves the
willing subjectivity of the worker in the participatory process.13 Again, popular social
media platforms like Facebook come to mind, and more specifically applications such as
Causes through which users can imagine the effectiveness of their political engagement
by creating petitions in support of a particular cause. The ‘about’ statement expresses
the ambition of no less than changing the world:
Facebook Platform presents an unprecedented opportunity to engage our generation,
most of whom are on Facebook, in seizing the future and making a difference in the
world around us. Our generation cares deeply, but the current system has alienated
us. Causes provides the tools so that any Facebook user can leverage their network
of real friends to effect positive change. The goal of all this is what we call ‘equal
opportunity activism.” We're trying to level the playing field by empowering individuals
to change the world.14
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Another project by Les Liens Invisibles, commissioned by Arnolfini in 2010, uses the
tactic of over-identification to respond to such tendencies.1> In the age of over-mediated
democracy, Repetitionr provides a platform for activism with minimal effort, an online
petition service with a difference; offering advanced Web 2.0 technologies to make
participatory democracy a truly user-centered experience.16 The success of every
campaign is guaranteed as just one click is all it takes to generate a whole campaign
with up to a million automatic fake signatures. The project reflects the acknowledged
need for new institutional forms that challenge existing systems of governance and
representational structures, as a blatant expression of non-representational democracy.1”
The approach challenges the limits of representational democracy and the discourse

of neo-liberalism in general, offering a means to rethink politics within network cultures.
If this is an example of over-identification with real existing participatory democracy,
then the provocation is that we need to develop far better strategies and techniques

of organisation.

In opposition to informational capitalism lies commons-based peer production.
Indeed, concerns over the commons are encapsulated by the title of Hardt and Negri’'s
recent book Commonwealth, to indicate the ‘common-wealth’ of land, water and the
atmosphere.18 Current political, economic and ecological crises derive from aggressive
and primitive forms of property (such as disputes over copyright and intellectual property)
and energy production (geopolitical disputes over carbon fuels) — a lack of recognition
of the common. Historical parallels between the ways in which the commons were turned
in private property (through the enclosure movement), and the ways in which intellectual
property is being privatised have been well established. In addition, the way that code
is being privatised offers a useful focus to discuss wider issues of organisation and
power struggles.

The cultural significance of this is captured by the term recursive public to account
for the ways in which the public is “a collective independent of other forms of constituted
power and is capable of speaking to existing forms of power through the production of
actually existing alternatives”.1° Somewhat related to the concept of the public sphere,

a recursive public is capable of modifying itself through participation, relatively
unmediated by higher authority. For Kelty, the collective technical experiment of the
Free Software movement is an example of a recursive public that draws attention

to its democratic and political significance and the limitations of our understanding

of the public in the light of the restructuring of power over networks, struggles over
intellectual property rights and sharing of code. In this sense, the concept of the public
sphere itself is taken as open to modification and reuse — made recursive in other words.
As a consequence, a reconceptualisation of political action is required that combines
traditional forms of expression such as free speech with coding practices and sharing
associated with Free Software. Making reference to the work of Arendt, Kelty’s
intervention is to extend a definition of a public grounded in discourse — through speech,
writing and assembly - to other legal and technical layers that underpin the internet in
recognition of the ways in which contemporary power and control are structured — through
both discourses and infrastructures.20

Such a reconsideration of public space or a politics of the common exposes the
sad reality of liberal participatory democracy. To Ranciére, the origin of the political lies
in the properties of its subjects and in how they come together, how they ‘part-take’,
or in other words how they participate in contradictory forms of action. “Politics is
a paradoxical form of action” according to Ranciére, and hence can be defined in the
contradictions at the heart of action — between acting and being acted upon. It is the
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very “axioms of democracy” (of ruling and being ruled) that require rupture to open up
discussion of the constitution of the subject and its relations.21 New publics are required
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Bush to Face

Most observers weren't surprised by the
high treason indictment itself, but rather
by the party that brought it. The case

Iragi Refugees Worldwide

Celebrate Withdrawal

Two million Iragl exiles, and three million ould also provide an unexpected boost A Baboon Troop's Experience
internal refugees, celebrated the end of to the Intemational Criminal Court, pav- A particularly peaceful batsoon troog
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International

After Withdrawal Peace Spreads
to Conflict Zones Worldwide

Leaders Worldwide Scramble to Follow American Lead

By F. NANSEN

In the wake of the LLS, withdraw-
al from Iraq and -

Democratic Republic of Congo.
“Now that the LS. is lacing its
responsibiliies in lrag, what If
that here in

L
ernment leaders and warkords in
conflict zones worldwide seemed
to be lalling over themselves to
pledge peace.

The President of Sudan declared
an end to hostilitkes in Darfur. “We
are modern, or at beast we live ina
modern workd, near modern coun-

tries like the US. And like the h

we understand that blood cannot
be the path to benefit, whereas
peace can be.”

In the Congo, where 45,000 peo-
ple continue 1o die every month,
dwarfing the toll in Darfur, reac-
tions were more muted. N the
strongest country on earth can
face not getting everything that
It wants, | guess we can too,” sald
Laurent Kabila, Fresident of the

the Congo? We'd better clean up
R act.”

In Sri Lanka, Somalia, Columbia,
the Kashn “had, and elsewhere,
fighters on all sides of the con
flicts there pledged to take the US,
withdrawal to heart. “We cannot
continue this way,” said one tribal
leader in Somalia, who wished to
remain anomymous, “The time has
comse to leam forelgn policy just
like the Americans.”

In Belgium, Walloons and Flems
promised to cooperate. “We've
beeen Idiots, Nke pinheads from
outer space,” sald Filip Dewinter,
leader of the secessionist Viaams
Belang. “If America is a real coun-
try, 5o Is Belgium, They've shown
us how to behave,”

D WO

Ehe New ork Times

United Nations Unanimously Passes Weapons Ban

By HELEN PREJEAN

NEW YORK = A spontaneous
celebration erupted i the UN.
General Assembly alter represen-
tatives of 192 member states unan-
imously ratified the Comprehen-
sive Arms Ban Treaty, The treaty
outlaws possesshon, production
and trade of military equipment
ranging from small arms to tucke
ar warheads,

“This Is watershed moment in
the security of people and the
security of the planet Hsell” sald
US. President Barack Obama.
“With weapons off the table, we
can finally focus on the workd's
real threats: global povesty, pollu-
tion, and climate change.”

The Comprehensive Arms Ban
Treaty is an Initiative of the LLN.'s
new  Global Security  Protocol,
which identifies  environmental
sustalnability as its prine direc-
thve,

“We cannot have any kind of se-
curity unless our planet remains
livable,” said Secretary-General
Ban Ki-moon. “The tens of trillions
of dollars freed by disarmament
makes it easier to focus on the big-
plcture issues.”

The weapons ban includes ex-
tensive subsidiles for the retool-
ing of arms manulacturers. Hours.
alter the agreement was reached,
German weapons glant Heckber &
Koch announced its first contract
to take advantage of the incen-
tive packages by refitting its P11
assault plstol factory to produce
an improved “life straw,” an indi-
wvidisal water filtration system that
greatly reduces watesborne dis-
ease, The company’s plan will use
former weapons brokers to deliv-
er the straws, and they will train
former child soldbers 1o handle the

The US's stockpile of WM.D.s, which includes arms like the one above, will soon be a relic of the past.

labordntensive task of local distri-
bution.

Impetus for the CABT. devel
oped alter the 1998 Ewropean
Union Code of Conduct, which
prohibits  selling  weapons  to
countries that may use them for
external aggression or intermnal op-
pression, went Largely unhesded,
In one contravention of the code,
Europe did not cease trade with
the United States and Britaln dc-

percent of them women and chil-
dren. A survey conducted last May
showed fewer than onetenth of
one percent i faver of comtinuing
these deaths. In addition to man-
dating the immediate cessation of
production, the CABT includes
a buyback program to repossess
mast of the 640 million small arms.
already In clreulation, and melt
them down in small mobile smelt-
ers which will recycle the steel

spite their unp
Tray i 2003,

In  Britain, massive public
protests, inchuding a sitdn that
blocked exit from the British Par-
lament bor two weeks. convinced
the government 1o reverse course
and uphold the EU. Code of Con-
duct, as well 45 to support pas-
sage of the CABT.

Ome of the primary focuses of
the CABT is small arms, which
kill one person every minute, 75

inte tools and equip-
ment to be distributed locally.

As for the 20350 nuclear war-
heads known to exist, they will
be destroyed using monitoring

developed under the
Strategic Arms Reduetion Treaty.
The: last country to sign off on the
new plan was North Korea, who
agreed to dismanthe their last war-

televised by members of the now
defunct Olympie Gamses Commit-
tee. The Olympic Games were
canceled in December after most
member pations realized that con-
tests 1o see who could do useless
things in the name of archabe na-
tional boundaries ane not helping

anyone.

Alling leader Kim Jong 0l made
A Fare appearance to comment.
“Finally, we have rid ourselves
of the Clymples. Our best ath-
letes will do uscful and strenuous
things. And we are very pleased to
o bonger need bombs to protect
ourselves from Americans with
more bombe. W can now focus on
avoiding the collapse of our plan-
et's ecosystem, and on other pur-
suits e Greal Leader would have
The people of North

head with that of
the LS, The disarmament will take
place In dand  bright future

Korea will enjoy this challenging,

Iraqgis Around the World Celebrate U.S. thhdrawal Rebuilding Plan

By F. WUNDERLICH

JORDAN — With the news that
LIS, forces were withdrawing from
Iraq, nearly five million lraqh refu-
gees leamed that the nightmare
that started in 2003 was over
However, most are convinced that
going back 1o a presanctions or
even preswar braq is a mere pipe
dream,

“All lraqis wanted the war to
be aver, but the Irag that existed
before has disappeared Irom the
face of the earth, and no one has
any iddea how living in the new one

For two million
exiles, tempered
hope of return to a
shattered land.

will fieel,” sabd Malik Ab<dul-Razzag,
a 3iyear-old Iragi refugee pow liv-
ing in Amman, Jordan. Abdubiaz-
zag) belt Baghdad, where he had
lived all his li
being threaten
armed group™ due to his relation-
ship with a human rights organiza-

tion.

“Politically what will hapgpe
The country is destroyed, the mi-
litias are everywhere,” sakd Abdul-
Razzaq. whose feclings of bewil-
derment were a common theme
amorny relugees.

Of the 4.7 million people that are
estimated to hav uproated
since 2003, half of them remain
In the country. but far from their
towns and cities and separated
from family and [riends, Approxi-
mately two million have s

have been living In what human
rights organization Amnesty Inter-
national calls “ramshackle camps
and struggling to meet  basic
needs, like food and medicine.”
About 200,000 have made it be
yond the Middle East., mainly 1o

Traql teens participate in team-bullding exerclses organtzed by ald workers In a Jordan arca refuges camp.

Eurape. In most cases, Iraqh refu-
sees are not allowed to work and
masst depend on the black market.

Amira alFadl, 31, now living
in Stockholm, says that “since
the Samarra bombing in Febru-
ary 2006 [when a dome of the Ak

Askari Mosque was destroyed by
bombs], my parents have been
locked in thelr netghborhood,
away (rom my sisters.” AlFadl is
doubtful that she will return. “To
teave, | had to peddle my house,
my furniture and the family jew-

Times Reporter to Embed with Peace Groups

By DARLA FIMBALIST

Recent studies have shown that
embedded reporters lose per-
spective and objectivity. Thrust
Into hightension  situations  of
dangerous conflict, and surround-
e by & conps of strong personali-
ties devoted to a single objective,
journalists almost inevitably write
subjectively and sympathetically
of situations that are best ad-
dn-sscdannlnmliy

that might be better served by a
more  sympathetic  approach—
like the cause of those who work
to correct Injustices done by our
eountry abroad. Yet The Times'
coverage of protesters has often
been anything but sympathetic.
This paper has belittled the move-
ment, marked Its participants as
wingnuts, and all in all written as if
it were beholden to those against

wham the protests were almed

Veteran Times reporter John
Hess noted that during his 24
years of service at the paper he
“never saw a lorelgn Intervention
that the Times did not support,
never saw a fare increase of a rent
increase of 4 utility rate increase
that it dic not endorse, never saw
it take the side of labor in a strike
or lockout, or advocate a raise for
underpatd workers,” When anti-
war protesters are covered, the
Times has regularly undercounted
the numbers and glossed over
violent acts by riot police, i has
never given the demonstrators
editorial support

After returning stateside {rom
16 weeks embedded with the
101st Arborne division in Irag,
this reporter decided to right this
imbalance herseld, beginning with
some of the most interesting anti-
war protest groups: Irag Veterans

Against the War, who stage simu-
lated military operations in Ameri-
can cities in order to “make the
truth of this war visible™; United
for Peace and Justice, a coalition
of 1400 peace groups nationwide;
and CODEPINK, a group singled
out by former President Bush as

To right a longstanding
bias, a focus on those
fighting for change

setting a “dangerous, radical agen-
dda” bor American politics,

Beginning next week, embed-
ded reports from this movement
will be leatured every week in this
space. You, like The Times, will
come to see twese organkzations
in an entirely different light.

elry, and 1 stll needed to borrow
SI0000. I'm sleeping on & rels-
thve's couch, but I'm not sure what
1 have to go back 1o

Leyla Jarrah, 33, also in Stock-
Teodm, can't keep tears of joy from
coming down her cheeks. But she

s not planning to go back either.
“I've lost most of my family and |
don’t think I'd be able to find my
Iriends. As promising as people
say It now is, | can't see myself
starting all over again.”

Harun Saced, 45, Is planning

to return to Baghdac, He is one
ol only 2000 or &0 Iragis to have
made it to the LS. “Two of my
Air Force colleagues were assas-
sinated. | spent 14 months and
all my savings in Syria. Now, | am
barely surviving” Despite exten-
sive experience as a techniclan for
the Iraqi Air Force, Saced has been
unalbibe to find a job paying more
than minimum wage. He is now
dreaming of going back and seeing
his wike and two children. I have
o bdea what will happen now, but
for the first time in many years, |
am hopeful ™

When Timur Barzani, 47, heard
the news, he thought of his chil-
dren. “Life in Damascus ks hard,
and my wife and | have had to send
U S00E Lo work. My sons now say
they will be ton embarrassed to go
to school, they think they are too
old to keam the ABCs. But | think
i Majad wee will find many children
I thee same situation, and they will
not be embarrassed.” Barzan ex-
plainedt.

Until the US. withdrawal, Iragi
refugees usually had only two op-
tions. Either they could face the
humiliation of living as refugees
without rights or hope for a bet-
ter future, o they couledl Eace likely
death il they returned to their
shattered country, The comman
fexling among Iracl refugees today
15 of hope for their country, for
their Iriends and relatives, and for
their lives,

They know that the social fabric
of the county has been destroyed
by the war and the occupation,
and Uhat the challenges are huge.
But as AbdubRazzaq says., “The
withdrawal ks only the first step,
At beast nave, we Iraqis will be free
to choose our own future.”

What the Future Holds for Afghanistan

By EMIL LEDERER

A 400-page plan, written by Ak
ghani leaders under LN, supervi-
sion, cutlines the final stages of
U5, aned NATO withdrawal, and de-
talls a rebuibding effort on a scale
ot seen since World War Two.

Core to the plan |s the presence
o the UN. peacekeeping and hu-
manitarian forces in order to

antee the quality of lie of all citi-

K TUCKER
was toppled by US-backed Muja-
hedeen in 1992 “An abundance of
mumh has shown that individu-

& means to eam a living. and baske
food and health care. “Afghani
warlords and the Tallban use ac-
cess 10 resources as a source of
power. When these resources are
readily availalle, their authority
will be neutralized or minimized,”
the report states.

The plan focuses heavily on
rebuilding schools and  retrain-
ing teachers who have not taught
since the Sovietbacked regime

wiva are llaral
Il‘u likely to address problems
with non-diplomatic means™ the
report states, adding that this is
also true for LS. political leaders.

One Taliban official, who was
In a minority opposing the plans,
explained that his group was be-
Ing supported by Baptist groups
I the LS. which “understand the
need for men to rule women and
the legitimacy of martyrdom as a
political strategy.”

Alghani leaders are hopeful that
future powerful states will finally
attend to the lessons learned by
previous  imperial  powers.  in-
cluding Britain, Russia, and now
the LS, Mikhall Gorbachev. in a
recently-published book on the
collapse of the Soviet Unlon. has
reveabed that e warned President
George W, Bush against attemjting
to occupy Afghanistan, Mr, Bush's
response: “Hey, Gorly, lighten up.
The Taliban and the Mujahedeen
may have brought you down. but
it was we who provided the fund-
ing. They're In our packet and
they know it."

“I wonder what he thinks now

had to nationalize banks because
Americans wanted controd of the
means. of production and ot just
blank checks for the financlers.”
Mr. Gorbachey said.

Turned Into
Global Solution

From Page Al

level rise has been overblown.
And one thing 'm sure of, is that
nationalizing private industry s
Just another name for theft.”
“The private ol interests have
been nvolved in thelt for de
cades” responded  Deputy Un-
der Secretary of the EPA Gavin
Newsom. “They've stolen our alr,

run their hual.neua without mas-
sive theft.”

=l we're going to give corpors-
tions the same rights as people.”

‘They've stolen our
air, our oceans, our
health, and our land.
They've proven they
can't run their busi-
ness without massive
theft."

said House Speaker Nancy Pelosi,
“then we need to hold lhun a0
countable like  people.

parents abuse their chlldm the
government takes over. When oll
companies abuse the planet, the
government needs to take over
A

Arco CEO. Rex W, Tillerson was
philosophical. “We fought this
long and hard, W did everything
we eould do. But do we want more
blood in the streets? Or do we
want 1o move on?™

“You can't fight the street,” said
Mr. Newsom, “The people are go-

are just going to have live with it”

Court Indicts
Bush on High
Treason Charge

By BART GARZON

WASHINGTON (AF) — George
W, Bush, the 43rd President of the
United States, was indicted Mon-
day o charges of high treason. The:
charges, filed by Attomey General
Russ Feingold late in the evening,
allege that Mr. Bush, knowing full
well that Irag possessed no weap-
ons of mass destruction, falsified
Information I erder to pursue
the disastrous Irag War, (See “LLS,
Enew Mo WM.DUS in lrag.” on Page
ALY

Federal District Judge Michael
Ratner denled Mr, Bush's request
to represent himscll, Ratner is the
Tormeer president of the Center jor
Constitutional Rights.

High treason is usually defined
as participation in a war against

A move to avoid the
death penalty brings
its own risks.

ane's own country; attempting to
overthrow its government; spying
on its military, its diplomats, or its
secret services for a hostile and
farelgn power: or attempting to
kill ins head of state.

“ln this ease, high treason has
been interpreted to include pursu-
Ing an ilegal and devastating war
that has cost hundreds of billons
of dollars and the lives of over
A.000 Americans and perhaps o

Ari Fletscher contribeted reporting.
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Global Problem  Last to Die in Battle Remembered, American and Iraqi

By J. FINISTERRA

BAGHDAD — Secretary of De-
fense Scott Ritter was jolned by
Iraegi Prismee Minister Nurl A-Maliki
and representatives of the lormes
“Coalition of the Willing™ in Bagh-
dad this afternoon for the ground-
Treaking of a monment to the kst
todie during the allies’ occupation
of Irag.

An enormous granite obelisk to
the Iragi desd, 300 feet high, will
stane in Firdos Square, where eo-
alition troops famously attempted
to topple a kfoot-tall statue of
Iraqi tyrant Saddam Hussein in
April 2003 A 15-4oot-high obelisk
will stand nearby, honoring the
coalition casualties.

The difference in size between
the two obelisks will represent
the different numbers of casual
ties. For the Irag) dead, the most
conservative estimate of 93067
was chosen to avoid the coalition
monument being absurdly small
or the Iraql monument probibi-
tively large.

On the side of the allies, the
last to die was Corporal William
Whitman, age 28, of

cumbed carly the next morning
to Intemal Injuries, and was either
the S3067th, the 755 265th or the
1.233657th Iragi civilian casualty
of the war. (No accurate records
were kept, and estimates from dil-
ferent sources conflict wildly.)
“Ahmed's We colncided with the
absolute worst episode in the his-

An American repre-
sentative tells the
Iraqis that some
Americans tried, to
polite applause.

tory of the Middle East,” My, Maliki
sabd of the boy, who was bom just
alter the Iraq War started. “May
his life and death represent the
importance of never again see
Ing such catastrophe rain on our
heads, whether for false pretences
or even real ones.”

=1 stand before you As & repre-
sentative of the American people
1o tell you that some of us tried,”
Mr. Ritter main-

Michigan. Just as fighting began to
wane, he took up an exposed posk
thon while on a foot patrol and was
struck by a sniper’s bullet. He died
instantly. the 4.314th American ca-
sualty of the war. In retaliastion, a
U5 attack helicopter fired rockets
inter a nearky apartment bullding,

Iy Iraqi veterans and thelr families,
“We may have falled to stop this In
timee, but at least we did try. [t only
remains for us, the heirs of our vic-
tims” legacy, to have the courage
and the character to make sure it
in.”
Ritter's statements were met
i polite applause.

lans. Moments later, U5, soldiers
received word that they were to
cease fire immediately and pre-
jare 1o return home.

OMNLINE EXCLUSIVE TIMES
30 INTERACTIVE MODEL

Inside the bullding
the sniper had fired from. Res-
cue workers dug him ot of the
rubbile from the rocket blast. The
sy survived overnight but suc-

Tos eplone M i ive, frth
color, mmm“nn

ytimas- s commardirinusl - 30 bmi
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The last American and Iragl to die dy

NI BELLOWS, BOSTON GLORE

The former President appeared perturbed by his own changes against him.

million Iragis, for essentially in-
sane ends,” said Vincent Bugliosi,
a former federal prosecutor whin
Feingold named  bead  special
prosecutor in the case. “In effect.
the Iraq War amounted to a war

America,” added Bugliosi,
who is also the author of the book,
The Prosecution of George Bush
for Murder.

Although  the treason  indict-
ment came as A0 SUTPFsE to most
observers, what was completely
unexpected was the party who
Tsrought it

“The case is highly unusual in
a number of ways,” said Bugliosi,
“not the least of which is that the
defendant s actually aceusing
himsell.”

In a press conference held
close to midnight yesterday at
his Crawford, Texas ranch, former
President Bush cited his renewed
Christian faith as the catalyst for
this unprecedented action. “Last
month, | had a conversation with

Jesus Chirist. A new conversation.

lapse that resulted has been con-

Anel ['ve been very
Been Lsrns aggaln, again. This time,
for real,” Mr. Bush read in a pre-
pared statement to half a dozen
stunned reporters.

“t’s taken a lot of soul search-
ing, or more like deep-soul diving,
ik is the term. But now | see
it was wrong to kead our na-
tlon to war under false pretenses,
Milions have suffered for my sins,
and | see now that it is ondy fitting
that | should sulfer as well.”

Mr Bush’s  sellaccusation
seems largely to have been pla-
garized from years of accusations
marde against him In the press, It
refers to his “palitical propaganda
campaign to sell the war to the
American people.” and describes
how he and his team attempted
to make the “WM.D. threat and
the Iragi connection to terrorism
appear certain, whereas in fact we
kmew thvere wasn't one at all™

“The death and economic col-

o our nation
and, most of all, to me,” read Mr.
Bush's indictment. *l want to make
amends, and It Is for this reason
that | am requesting that | be in-
ictedd bor high treaso. | thank e
court for allowing me to right my
grave wrongs. Bring it an”

Some analysts suggest that
Mr. Bushs seltindictment Is part
o a strategy to avesd the death
penalty. Although treason carries
a potential death sentence, Mr.
Bush and his team of altormeys
are seeking a trihe life sentence
without possibility of parole.

“We don't want to be too cynical
about Mr. Bush's motives,” said a
spokesperson for AfterDowning-
Streetorg, one of e main groups
that had been pursulng Mr. Bush's
indictment. “But even If it doesn't
get moved to the LC.C.. requesting
his own conviction is so unusual it
could move some jurors, or even
Ioelps with an insanity plea.”

Rice: Troops Never Faced Annihilation Risk

ROB THIAF

Alone helmet lies in the desert near Atrush, Irag, a monument to absence.

From Page Al
belleves that it was former Presk-
dent Bush's trial for high treason
that spurred the revelations.

“There's nothing to hide any-
more,” said Ms. Rice. “We are re-
lieved to finally be able tell you,
the troops who leught for us, that
we love our soldiers and we al-
ways have. We would never have
put you in such obwious harm's
way.”

A sheepish former
secretary expresses
respect and concern
for the troops.

Ms. Rice also confimmed Secre-
tary of Defense Scott Ritter's rev-
elation that he had provided the
C.LA. with documentation in the
1990s, when he was a UN. weap-
ons Inspector, that lrag lnckul
biological or nuckear weapens pro-
grams. “We were then already far
more than 99 percent certain that
Hussein had zero WM.D.s and that
il he did, he would not be able to
use them against us.”

ar will be

A friend of Mr. Bush, speak-
g on condition of anonymity.
revealed that Mr. Bush would at-
tempt to move the case to the In-
ternational Criminal Court, which
dloes not have a death penalty, and
was quictly pressing Secretary of
State Naomi Klein to bring the U.S.
under the court’s jurisdiction. In
2002, then-Secretary of Defense
Donald  Rumsfeld  rejected  the
LC.Cs Jurisdiction, saying it was

“unaccountable to the American

Mr. Bush maintained his charac-
teristically jovial manner through-

by obeedisks in o

Baghedacd

With War Over,
Troops Return

From Page A1

“Now that the war's over, we're
going o get 1o go back to devel-
oping exciting new weapon sys-
tems, instead of just trotting out
the ones that are proven to work,”
sald a visibly excited Robert Ste-
vens, Lockheed CEO. before a
reporter informed him of the Sen-
ale MOrAtoriuem on new Weapons

out
ecuted, but what good would that
do anybody? Especially me. | think
the nation would rather | spend a
good long while considering what
happened — not only the tragic
end of hundreds of thousands
of lives, but the end of American
capltalism, that | liked, | sincerely
lked,” Mr. Bush sald. (See also “An
Exchssive Interview With George
W. Bush,” on Page AS.)

The treason charge does not
address compensation for the
hundreds of thousands of Iragis
Killed in the war. It is expected
that surviving family members of
tallen American soldiers will file
thousands of civil lawsuits alleg-
ing wrongful death.

What's Fair?
Americans lavor life in prson
over death panalty.

s
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“0h,” sakd Stevens, looking

A general learns
his difficult history
lessons late.

rlushcd and quickly excused him-

b\.m.lal David Petraeus had
a distinctly ashen look as he at-
tempted to put a good face on the
sltuation. “I've been trying to make
sense of all this, and | have to say
that in perspective, we did pretty
well,” Petraeus told reporters.

“It tums out that i 1917, the
British made exactly the same
mistakes we did,” Petracus noted,
“They told the Iragis they had
come ot A8 congquerors but as
liberators, to free you from gen-
erations of tyranny. Like us.
were surprised the Iragis dida’t
feel quite the same. The insurgen-
cy against the British started In
Fallujah too, and like us, the Brit-
Ish Prime Minister warned against
leaving Iraq on the grounds that
there would be civil war”

Petracus smiled wearily. *| guess
It's never too late to learn,”

A umber of mothers contributed
reporting

War Brides (and Husbands) Find
Their Place in a New Iraq

By LEN G. WILKINS

BASRA — Following service in
Iraq and an honorable discharge
last April, Lieutenant Samantha
Elaine returned to krag to stast a
small construction company.,

She is far from alone. The
growth of the postwar economy in
Iraq has proven so tempting that
dozens of members of the US
military chose to remain in Irag.
Thus a region long associated
with its citizens lleeing abroad has
seen unprecedented volumes of
mmigration.

Seven years ago, Ms. Blaine
had no experience with sabety
engineering or building codes but
was sent fo Basra to assist in the
rebuilding of the kragi infrastruc-
ture. Taday, her private contract-
ing company is benefiting from a
Jocal bullding boam.

“For the first year of our busi-
ness, most of the work was gov-
ernment contracts,” said Blaine,
“but after the major Infrastructure
work was done and the kragi econ-
omy began to rebound, there was
a surge in demand for new hous-
ng”

Ms. Blaine met her husband,

Ibrahim Khan, when he was hired
to work as her transiator during
the war. It is a role he continues
to serve as Ms. Blaine's Arabic im-
proves.

Ms. Blaine clalms that it hasn't
bieen Tard to adjust to life in lrag,
“1 expected to have to deal with a
lot of sexism. But until the nva-
s was a modern, secular

Exrgwant Rahim Rafigl has alsc
benefited from the new constrsc-
tior, opening an insurance agency
that caters to the construction
Industry, Prior to jolning the mili-
tary, Mr. Rafigi had worked at his
father's small insurance company,
“1was able to get backing for what
some would have seen as a risky
Investment, but we were In the
black pretty quickly” says Mr
Raffigi.

According to the recent émignés,
the cultural adjustments that are
necessary to move from the Unit-
ed States to Iraq are more than
worth enduring to be a part of the
e lIra. “Getting sent 1o lrag was
the best thing to happen to me.”
saidd Ms. Blaine. “T'm finally livi
the American Dream.”




A8

THE NEW YORK TIMES NATIONAL SATURDAY, JULY 4, 2008

Biofuels Ban Act Signed Into Law, Seeks to Ease Food Shortage

By WILLIAM PETTY

WASHINGTON — In a dizzying
aboutdface, the White House an-
nounced that the president will
be signing the Ban Biofuels Act
tomorraw.

The comroversial  legislation
was pushed through Congress by
newly elected Democrats unchar-
acteristically willing to stand up to
big agribusiness. bolstered by in-
tense public pressure in part due
to the efforts of International orga-
nizations like Friends of the Earth,
Greenpeace and the Rainforest Ac-
tion Network.

The shidt was cheered by envi-
ronmental activists as well as av-
erage Americans wom down by
the steep rise in food prices. “Veg-
etable oil and com are for leeding
people, not cars,” sakl Elizabeth
Johnson, a hospital worker and
mother of three, al yesterday's
demonstration  outside  Capitol
Hill. “There was only so much
more we could keep paying.”

Six natlonwide protests over the
last bour months had prepared the
terrain for the bill's success, ac-
cording to Andrew Kohut of the
Pew Research Center, who sald
that national polls indicate a sharp
decrease in public approval of bic-
fueds and increased concern about
ghobal warming. “The public sees
the use of biofuels as profoundly
Irresponsible both  environmen-
tally and socially,” Kohut said.

He added that recent investiga-
tive reporting on the effects of blo-
fuels, Including one plece In the
New York Times and several on
CNN, had been key in sparking
public outrage. “Television and
print jourmalism haven't done this
type of reporting for years,” Kohut
sakl. “We found that when pecple
weren't barraged with disinfor-
mation, they developed a much
sharper analysis of the situation.”

i MDA

Acres of corm now to be used for feeding people, rather than being converted to car and truck fuel

In addition to turning off the
tap on plant-based petrol, the
Ban Biofuels Act sets out an ambé
thous plan of shifting over $10 bik
lion in annual direct and indirect
subsidies from ol companies to
the construction of wind larms in
rural areas of Texas, Kansas and
Wyoming.

“One of the great things about
the act is that it mandates the
buldding of transmisslon lnes,
which has been a big Infrastructur-
al hurdle 1o getting renewable en-
ergy on track in the United States,”

Congress Returns Civics
to High School Curriculum

Part of Broader Agenda to Restore United States Constitution

By JOSEPH BRISTELLO

WASHINGTON — Wild applause
broke out at the Parent Teach-
er Assoclation national offices
carly this moming when several
congressional spokespeople an-
nounced a lunding appropriation
to return the subject of civics 1o
high school curricula nationwide.

The Initiative ks emblematic of
the new bipartisan agends to re-
store the United States Constitu-
tion to Its pre-Bush-era status, In
a joint statement, Senators Harry
Redd, Democrat of Nevada, and
Mitch McConnell, Republican of
Kentucky, proclaimed that the ini-
tiative proves the two parties can
work together on an Issue of tre-
mendous national importance.

The announcement came follow-
ing a coordinated series of school
strikes organized by parents out-
raged over a recent study by the
National Opinion Research Center.
The findings revealed a profound

lighted in this cross-country study
included: the legislative and ju-
diclad branches of government
are subordinate to the executive
branch; the president has the
power o interpret treaties; the
president Is not bound by law; the
vice president ks independent of
all three branches of government;
torture is not a punishment and
therefore cannot be considered
“cruel and unusual®; In matters
of national security, no warrants
need be acquired by law enforce-
ment.

The study noted that many
students’ political consclousness
dated back only three years — in
other words. their awareness of
constitutional rights  had  been
entirely formed during the Bush
administration.

The study also found that stu-
dents were growing  incapable
of differentiating between living

figures, historical figures, and
chas

Ignorance of g strue-
ture and citizens’ rights by gradu-
ating high school seniors.

Some of the lalse, but widely
held, opinlons and beliets high-

USA Patriot
Act Repealed

By SYBIL LUDINGTON

Elght years after being enacted,
and three years after being reau-

cartoon characters and Intermet
avatars.

The revived civics courses will
teach students about the struce

sakl House Speaker Naney Pelosi
at a press conference yesterday.
In acknawledging her fallure in the

cefves subsidy payments from the
lederal “We've been

ers sent & memo announcing they
would refuse all future campaign
contributions from the powerful
firms.

Telay the stock of both corp-
rations registersd their sharpest
single-day drop on record at the
Dow, Nelther company would re-
tum calls for comment.

International resparse has been
mixeel. I must admit. no one saw
this coming,” sakl a World Bank
official whe spoke on condition of
anonymity. “We've all knawn there
were big problems with our subsi-
dies for biofuel crops. in
g countries, especially as they
encroached on other crops, and
on native We were

TORTURE,
RENDITION
“NOT SUCH
GOOD IDEAS
AFTER ALL”

By DIEGO TAVERA

WASHINGTON — In response to
36 million handwritten letters, the
president made a formal apobogy
today to Canadian citizen and ex-
traosdinary rendition victim Ma-
hefAnrmdmleﬂ him with
Medal of Free

examining that. We just never ex-
pected 1o be pushed on it by US.
offickals.”

Analysts at the World Bank pre-
dict that the legislation will have
a ripple elfect, eventually easing
pressue o the remaining rainfor-
ests.

Food riots highlight a
need for real solutions

‘N the demand for  bioluels
drops, then there's far less incen-
tve to clearcut native forests,”
explamed a

dun.

M. Arar was a soltware engineer
«changing planes at LEK. Alrport
‘on his way home to Canada from
a lamily vacation when he was
detained, kept from counsel, and
sent 1o Syria for a year of torture
and Interrogation.

The letters in support of Mz

rights groups including Witness
Agalnst Torture, Amaesty Inter-
national, the Center for Constitu-
tional Rights, and MoveOn.ong,
His case has come to represent
soanee of the worst excesses of the
previous

from
Friends of the Earth Indonesia,

getting a lot of heat from our con-

past : fuels in
a meaningful way, Pelosi credited
activists lor her increased under-
standing of the need for rencwable

energy.

Delivering yet another jolt 1o
Republicans, House Democrats
tacked omo the act a manda-
tory transition of cropland from
chemicalintensive “conventional™
farming to chemicaliree organic
cultivation on all acreage that re-

stituents on this ssue,” explained
Rep. Daniel Seals, Democrat of 115
ks, “Wee had 1o do something and
v wais the tme.”

Top executives from Cargill and
Archer Danbels Midland rushed to
the Capitol late Last night for an
emergency closed-door  session
with the vice preshdent. Accord-
Ing to an aide who attended the
meeting, negotiations quickly un-
raveled when congressional lead-

DS ORTIZ

In an American History classroom In San Antonko, Texas, students

learn about the Bill of Rights.

ture and function of each branch
of govemment; the theory of
checks and balances; theories of
the rode of government: and of the
role of the public In government;
and constitutional law,

“Wie have so much work in front

of us,” sald Los Angeles area high
school teacher Roberta Morabes.
“Trying to instill in students a
sense of cltizenry and the public
good and undo so many selfcen-
tered inlividualistic mesaages will

securlty policies.

as Walhi. “This is what

the peaple in the rainforest have The context for the. apology 18

Im\nﬂﬂ\lmg(orlw — the White House's new Truth and
added that | P Program, which has

|I|=slmggewumdnnchemr exposed and reversed policy on

until similar controls are imple. | Secret CLA interrogation and tor-

mented by governments around | ture centers worldwide, warrant-

the globe. I legal

ks a systemic problem, It's not just
one company or one place. The
only way well have real justice is
il those who prosper from explol-
tation have nowhere else to go.
and have to go somewhere else.”

Labor Dept.
Launches
Job Creation
Program

WASHINGTON — The Depart-
ment of Labor is serambling to
propose new standards that will
affect every American worker.
“This job report is a blseprint lor
joby creation and economic stabil-
by.” sakd Secretary of Labor David
Bonior, who worked closely with
unions like the SELU. and UNITE
I crafting the standards.

By reducing the work week by
five hours, 10 35 hours per week,
Bonlor anticlpates a 12 percent

of activist meetings (and Cuaker
quilting bees), and extraordinary
rendition, the extrajudicial trans-
fer of Rerrorists to eoun-
tries known to torture prisoners.

Tl prrogram works (o assist the
Attorney General's criminal pros-
ecutions of former Bush admin-
Istration officials for their role In
torture policy and taking the coun-
try to war under [alse pretenses.

In a prepared statement, White
House Press Secretary Samantha
Bee sabd, “We will not condone
torture, nor outsource torture,
Maher Arar can never regain that
wear ol his lile, when our country
sent him to be tortured in Syria,
st the Medal of Freedom at least
recognizes his herole fght to as-
sure that what happened to him
will pever agaln happen to anyone:
else.” Bee also noted that the LS,
is matching Canasla’s $10 million
compensation to Mr. Arar for his
ordeal, *but In real money.™

In a tearful interview on ABC's
daytime talk show “The View” ear-
lier this week, former Secretary
ol Defense Donald Rumsteld, eur-
rently awaiting trial, tobd Elisabeth
Hasselbeck that he hoped the

nerease in new hires,
In the burgeoning sustainable en-
ergy sector. But new jobs aren't
the only benefit. Coupled with the
mandatory sixweck pald vaca-
thons each year, worker health and
satisfaction among LS. workers
will e on a par with those in West-
e Europe, according to Bonlor.
Other new employment laws
currently being developed  will
guarantes workers rights to equal
protection when in dispute with
employers. This includes giving
workers full lreedom to unkonize

elort”

him as
the man who brought torture out
of the dungeon and into the Ex-
ecutive branch. *Maybe the whole
torture thing wasn't such a good
Icdes after all,” he saidl. | just hope
people also remember my way
with words, and peer through that
to the essence, where | am also a,
at beast some kind of, lathes.”

What do you think?
Send your feedbock, or leave
coumments anling af our website:
nylies se.com

Popular “America’s Army” Video Game, Recruiting Tool Cancelled

New Game

Will Recruit Young
Tin,

The State Department has high
hopes for America’s Diplomat,
given s predecessor’s highly suc-
cessiul history, In 2005, 40 percent

thorized, the USA

gress by
Sﬂnﬂr and 520 1o IS In the House.
No fankare greeted the repeal in
either house. Absent were the #-
minute speeches and foam-core

By 00N
WASHINGTON — The Depart-
ment of Delense  announced
yesterday the cancellation of its
highly successhl and popular
“America’s Army” online game and

charts predicting
The act was repeabed with a sim-
ple vote cast late in the day by a
Congress ashamed of what It had
done and what the Act had meant
for Americans.

In related news, Congress yes-
tesday repealed the Animal Enter-
prise Terrorism Act and agreed to

An obvious error,
quietly buried.

permanently shelve the Violent
Raddicalization and  Homegrown
Terrorism Prevention Act. “These
acts were worded in such a way
that they could be interpreted 1o
equate political dissent with ter-
rorism, In any case none of these
bills did a thing to protect Ameri-
cans,” sakd Speaker of the House
Mancy Pelosl,

Most past supporters of the act
refused comment, but Senator Jon
Kyl (F-AR) explained his lone vote
to retain the Act: "1 wish | could
say | was as principled as Russ
Feingold [the only Senator who
opposed the Patriot Act in 2001],
but the truth is that | had too
much wine at lunch, hit the wrong
button, and then was too Inchri-
ated to notice. | hope my constity-
ents, who overwhelmingly wanted
me to vote bor the bill's repeal, will
Torgive me,”

twol, Th
already been converted into a new
game. operated by the State De-
artment, entitled “America’s Dip-
lomat.” State Department spokes-
person Donald Demstold  called
this “a pretty good step towards

America'’s Army game prior to en-
listing. As the game's popularity
grew, and after dozens of new re-
leases, the America’s Armry braned
expanded to include console and
cellphone games, T-<hirts, and the
Real Heroes program, a section of
the America's Army website that
highlighted actual soldiers in Irag
anel Alghanistan, and even recre-
ated them as action figures.

The avowed purpose of Amer-
Ica’s Diplomat Is to encourage
young people to consider carcers
in the corps, and Lo

nurturing a

tothe les of diph and
peacelul negotiation.”

America’s Army was an online
game designed by the Army to at-
tract young recrults via simulated
combat missbons, many of which
were modeled on amua] battle-

present
in a positive light. Where the abil-
ity to aggressively attack and kill
oppenents spelled  success in
America'’s Army, America's Dip-
lomat stresses situations that de-
mand negotiation, dialogue aned

fiedds in the

During its use a5 a recruitent
1ool, America’s Army conslstently
ranked among the tap 20 Intermet-

gamses, First launched in
July of 2002 at a cost of £10 million
dollars, America’s Army's annual
suppart bucget was estimated at
$1.5 miillion.

The cancellation of the gane
comes as part of the elimination
of the Army's entire $583 million
recruiting budget.

Early versions of the game were
only moderately successtul with
young peogpe, but the more subtle
game Is expected to inspire longer-
term dedication. “I've never expe-
rienced such an exciting simula-
tion of international negotiations,”
Greg Hauser, 14, told the press.
Hauser ks president of the Eastern
High School debate club,

Reactions from gamers have
been Intense as those attempt-
Ing to access the America’s Army
website have been redirected to
the new America’s Diplomat site.

Lenny Purvill, a 16year-old
player, noted an initial disappoint-
ment in finding his favorite online
game replaced. *1 liked to pretend |
wis: in the army going on missions
i Irag. And blowing stull up was.
fun,” hetold the press. Purvill, who
has been playing the game since
he was 13, had been considering
signing up when he turned 18,

His Initial disappointment, how-
ever, was replaced by Iascination
as helacilitated a peaceful negotia-
tions between Sunni and Shiite mi-
litiamen. It was like, are they gon-
na shoot each other? No! They's r{‘

theeir with

the gamse & major shift

I's 20 awesome,” he said.

Purvill also said he excitedly
anticipates the expansion of the
game in the coming months. This
Is expected to inclide new mis-
slon updates such as 'Lxm.q‘l Na-
tions,” “Peace Con
I"Iuwxllam and “Gandhi's Hnn-

gerStrike!
Demsfold  acknowledged  that

in focus, “The next generation of
government  game-playing  kids
may not be able to kill very well,
but they'll be able to practice di-
That's what our national
security calls for”

Defense Secretary Scott Hitter
acknowledged that national secu-
rity could benefit from the new
game. “One of the most Important

lesgons of the wars in lrag and A
ghanistan is that military success
Is not sufficient to win,” he noted.
Unlike its predecessor, America’s
Diplomat has been
suitable for children of any age by
the Entertainment Software Rating
Board.

America’s Diplomal is avaiatibe
onlime: mmenicasdiplomal com

In “America’s Army” video game/recruiting tool, players stormed villages.

not! ‘Cause I'm
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High-Speed Internet Htts Fast Track to Appalachia

WILLLAM KNOKCRUET

High-speed lines connect rural counties across the LS, with the rest

ol the world at no cost to the user,

By B. VANNEVAR

WASHINGTON — The Intemet
Freedom Preservation Act has
pasaed both houses of Congress,
thanks in part to overwhelming
and wellorganized  support of
millions of Internet users. The act
will ensure “net neutrallty” — Le.,
that all users have equal access to
the Internet and that large corpo-
rations like Time Warner, AT&T,
Comcast, and Verizon can no lon-
ger act as gatekeepers, determin.
Ing which sites go fast and which
slow.

The act also includes provisions.
to eliminate billions of dollars in
subsidies and tax breaks for tele
communication  corporations,
and o use the procceds to build
a fiberoptic network providing
free high-speed Internet service
o even the most remote towns

thel This

optic networks for years, The im-
proved access for all communities
15 expected to help narrow educa-
tion and sockeeconombe gaps.

In the late 1970s, the Supreme
Court ruled that companies pro-
viding communication  services
shouldn't interfere with smaller
users. Two years ago, that dec
shon was reversed and the langest
telecomaunications — compankes
elfectively became the gatekeep-
ers of the Intemnet. The Internet
Freedom Preservation Act guaran-
tees that these companbes can no
longer decide which Web sites on
their networks go fast or show and
which won't load at all.

“This law ks a huge step forward
far ot only technology, but for the
sharing of idess,” said free speech
advocate Lawrence Lesslg. who
is ead of the new Network Com-
Bureau, which will be

new network bs expected to bring
the US. up to speed with coun-
tries like dapan, France, and Korea,
which have had extensive fiber-

charged with protecting the net-
work against all surveillance in-
«cluding that of other government
agencies.

Pharmaceutical Law Rewsed to End Corruption

By JASON BREMARSA

Revisions in the Physician Pay-
ments Sunshine Act (3.2020) will
now make it a Class D federal fel-
oy for physicians to accept more
than $25 annually in gifts or other
rewards  [rom  pharmaceutical
companies or biological product
and medical device manufactur.

ers.

The revised bill, introduced last
fall by Senators Chuck Grassley,
Republican of lowa, and Herb
Eohl. Democrat of Wisconsin,
requires full dischosure of gilts,
through a Department of Health
and Human Services online sys-
tem, by both companbes and indi-
vidual physicians, and it revokes
caps on not-disclosure penalties
for companies.

The kegislation targets offending
Individual physiclans, hospltals,
schools, and other medical In-
stitutions that deal directly with
patients. It also makes it 2 federal
offense for medical industries o
chrcumvent customary gift-giving
practices through third parties,
such as lawyers and insurance
companies. or via “educational®
events.

It reverses earlier legislation
that would have preempted mone
stringent physiclan sunshine Liws
passed by the states, Th

wcount histories of git-giving, prod-
uct specifics and histories, overall
corporate revenue, and other vark
abiles,

wversion of the Law limited penal-
ties to S10,000 for non-disclosure,
and S100,000 for companies. that
“knowingly” fail to disclose gilts
to physicians. The new bill estabe
lishes a lower limit for fines, bat
not an upper limit, and requires
that that penalties take into ac-

b assessed.

Patients’ rights and meedical eth-
ics groups. like the New England
Medical Ethics Commission in
Boston, are exultant. “It's not like
the AMA or [pharmaceutical
trade assoclation] PRRMA were
ever going to comply with their

Bush Resumes Golf Game

By JAMES BRAID

WASHINGTON (AFF) — Former
US. President George W. Bush re-
turned to the tairway this week, af-
ter previously giving up the game
out of respect for the families of
US, soldiers killed in the conflict
in Irag in 2003,

1 saw him polishing his chubs
last week,” stated a White House

In an interview with Yahoo! News
and Politico in 2003, Bush resolved
to refrain from his belsure pursuit
out of solidarity with the tamilies
of soldsers in Irag. *1 think playing
goll during & war just sends the
wrong signal,” he sald,

“1 don't want some mom whose:
son may have recently died to see
the Commander-in-Chiel playing

The LIS, President clalms to have:
renounced the game during the
August 19, 2003 bombing of the
United Nations b in

Baghidad, in which Sergio Vieira de
Mello, the world body's top offickal
in Irag, was killed.

1 remember when de Mello got
killed in Baghdad as a result of
these murderers who were taking
this good man's Kile.” The tragedy
forced Bush off the [airway at the
12th hole, and home to his ranch

in Crawford, Texas.

Meticulous records kept by CBS
News, however, trace the Presk
ahents last odficial round of golf to
DOetober 13, 2003,

One source close to the Presi
dent’s caddy claimed that Bush's
dismal score at that last game did,
in fact, come out of solldarity with

troaps stationed in Irag. “It's like,
they're having a hard time, he was
having & hard time.... Al some
ok, | think e was just like, Tve

here for, like, six hours.
1 was sure | was gonna win at
the 2nd hole, When s this gonna

o™
Bush assured Tlve Times that the
game will not interfere with his
continued search for Osama bin
Lalen.

CAVUTTO/THE NEW YORE TIMES

own stated standards,” says Patty
Williams, Director of Communica-
tions for the commission. Williams
s reberring to the American Medi-
cal Assockation’s 1991 gubkdelines
on gifts to physicians from indus-
try, which stemmed & tide of bla-
tant gilt-giving in the 1980s, but
have been criticized for allowing
new byways for abuse: free lunch-
es and dinners, travel and hono-
raria, and the hemorthaging of

complimentary pens, coflee mugs,
and other productrelated para-
phernalia into doctors offices.

“What we really need 15 a sea
change In the medical profes-
sion wherein physicians realize
that it isn't 0K to get gilts or fill
our offices with advertisements
for products, [t demeans patient
care,” says Mount Sinal School
of Medicine prolessor Dr. Joseph
Ross. While programs like the Pre-

A series of tiny bribes
corruplts a profession.

scription Project, which scrutinize
pharmaceutical company informa-

A9

Education Department Plans
National Tax Base for Schools

Takes Cue from Ohio
and 23 Other States
By M.M. BETHUNE

Twenty-three states have an-
nouneed plans to fund primary
and secondary education on a
statewide tax basis instead of per
county, following the lead of a
landdmark deciskon in Ohlo,

Ohio's S.B. 320 follows the Ok
Supreme Court ruling that fund-
ing schools from local property
taxes and private Initiastives does
not comply with the Ohio Consti-
tution’s guarantee of a “thorough
and effickent” public education
system. The new statewlde system
means that resources are more
equitabily distributed, with inner-
city schools recefving the same
amount as suburban ones.

The Oldo decision began with
Governor Ted Strickland's 2006
campaign - promise  to assure

that “where you grow up in Ohio

[ 1

AMNLALENTRIND

should not determine where you
end up in life.” Hundreds of grass-
roots campalgns throughout the
state, Inchiding The Ohbo Coall-
tion For Equity and Adequacy of
School Funding. took the cue from
Mr. Strickland’s  statement  and
spent the last two ye.
hard to hold him to it

“Finally, this is a real step to-
wards the equality our Constitu-
tion recommends,” says Amanda
Fullerton, of Columbus. Ms. Ful-
lerton, a mother of two, voted for
Mr. Strickdand because of his long
history of support for educational
reform, but was soon disappoint-
ed by the governor's inaction In
olfice. When she first heard about
the proposed bill in the Ohio
Senate, Ms. Fullerton decided to
occupy the Governor's office to
demonstrate how Important she
Telt thee bill was. Over twa hurdred
muotlvers soon joined her, camping
out for sk days. Many observers
feel that actions like the mothers’
played a key role In convincing
Governor Strickland to push hard
Tor the bill

Following the announcements
of twentyhree states that they
would be voting on similar bills,
the US. Department of Educa-
tion sakd it would be developing
a plan for a natlonal tax base for
schools, to finally assure that as in
most other developed countries, a
chills opportunities to learm will
ot depend on his or her birth-
place,

Prison Industry Looks Within

By ELIZABETH FRY

An experimental tew program
spearheaded by the Department
of Justice and the Department of
[& will place federal and

, have been
In place for several years in states
like and Pennsyl-

state lawmakers, criminal court
and jisdges, wardens,

vania, their effect is lmited by the
willingress of doctors to abide by
ethical standards.

“This will definitely make it a
lot harder for us to get our prod-
ucts 1o customers,” says Samp-
son Browning. spokesperson for
i Lilly, which anticipates large
losses of revenue due to the new
legislation,

I haven't paid for lunch since
last February, and | think | ate at
home that day” says Dv. Bruce
Arbogast, Director of Pine Grove
Medical Center in Chicago. “Do
the math. Do you think | can al
ford to say no when the drug reps
knosck on my door™ From now on,
doctors will have to, o1 risk up to

aned guards in five randomly-cho-
sen prisons lor a period of Uiree
dlays per year,

The National Prison Rehabilita-
thon Program alms to give those
In the prisondndustrial complex

Giving those with power
a chance to reflect.

the experience of those they con-
demn, and the time and space to
discuss ideas for reform. Bt lever-
ages empsathy 1o reduce the incar-
ceration rate in the US., the high-
st in the workd by far,

“It's Dar\ sentence, part alkex-
retreat,”

ten years

said Department of Corrections

SOV AR

head Tom Hayden. The confer-
encedike structure will feature
keynote speakers and breakout
discussions. “Once we get some
of these players together in these
facilities, | think [1's pretty cestaln
that great things will happen.”

An Exclusive

Interview with Former President Bush

further. I'm your scapegoal, right
here, mada to ceder. Ma.

Of course |at dossn’t Slop me
from picking up frewcod! (Laugh-
ter)

PELLEY: Mr. President, what
are your plars now, besides baing
a

own rola in leading us to it you've
also made clear you have some
business you'd like 1o finish. What
0 you have planned for the next
yoar?

BUSH: First. Scotl, kel me tel
you whene I'm at I've had mone
time b look &t the big pichure since.
| ket office. Abu Ghealb was a mis-
mumgpm.mgum

“rrission aecomplished” and “bring
it on” was a mistake. Troop levels
maxy have boon o mistake. Gotting
us in these in the first place was ob-
viously & big mistake. | think history
s geing 1o look back and see a kot
ol ways we could have done things
betser. no question about i, all the:
‘way from dary one 1o day now.

But the reasan | bring all this up is
mainly that | don't wank people out
thene biaming e fols in the mill-
tany for what's happened in lag. I
regulyr American people need a
scapegoat, well they can look no

BUSH: Well, just because I'm
not in that Oval Ofhce, doesnt
mean | can just sit down. | staned
out with a plan, and my obligation
10 this country is 1o fil out that plan,
fulfil it.

PELLEY: S0 youwil be...

BUSH: I'm going to pursue Osa-
ma Bin Laden.

PELLEY: I'm scery?

BUSH: I'm going on my own
search for Osama bin Laden o
Ioring & kiler to justice. | have set
up & $500,000 reward, of my own
money, for tips. Laura helped me
st up a tol-ree hot line to field
thase bps.

Mear tha beginning of my tenms,

W got
the: Taliban, we didn't get the rain
man. Then, lraq.

I'm going to finish the job. If's not
just the good thing to do, its the
nead 10 do it Ming. And that's what
T'rm going 10 do.

PELLEY: Why dicn't you do this
during your lenms as President?

BUSH: Scott, Csama bin Ladan,
he's our enamy. Make no mistake,
he's our enamy, and he's not down.
And we have not really pursued
hirn. | weoukint sy that | didn’t do
anything. But somotimes what you
want 10 do, of think you might do, is
ot really all theee is, and you even-
bually see that.

Wi did remove: Osama bin Lad-
'S enemy, Saddam Hussein. m
proud of cur sen WHT-

just find & increditle that you are
personaly going o hunt Osama
bin Lacien. | mean, jai..

BUSH: Wel, “personally” is an
awluly big word here. Scott. A
business organization has a lot
of members, we have a kot of re-
sources. Over the last eight years,
privale-secior fighting  crganiza-
tiors have developed in & way | am
arnaed o so0,

&n who did that. Maybe | wouldn't
do that today, but that's what | did
back then. And now here | am.
But what's important is that we
made mistakes, and one thing
when you make mistakes i you
can't undo them. And now I'm not
undoing tham, 'm doing the only
rmlfmkxnmtm

LLEY: Si, forgive me, but
mpeoplemmmpum
not equipped for this. Your health
— this isnt a one-man job

edher. (Laughs.) But really, once |
ke up my mind, | need 1o folow
twough aned give it my bost shat

See this, Scotr? This is the same
riflie we issue 1o our Marine marks-
men. I've been training with this
for the past 6 months here on he.
ranch. I'm ready for this. We can
shoot some cans later, il you need
any procl, (Laughs.}

PELLEY: Pardon me, sir, but |

otn ly I'm nat gaing to do
it alone. But I'm going o have the
tima and also the resources, and
the freedom, 1o do what | want 1o
do, which is finish the search for
Osarma bin Laden. We will have
resourcas that | never had as press.
dent. When you'rs commander in
chied there are laws fere's bmila-
tions and diplomacy you have 1o
work within., Now [l have more
freedorn, frankly, even in jai

The presidency isn a popularity
contest. | had to make tough deck-
sions. But | was the president when
this war happened. | want 1o ba the
one 10 bring closure for the Ame-
can peophe:

Manybe you can think of it as a
second canser, of 4 refrement, but
I'm gaing to have more time on my
hands. And what | wil do is shouk-
‘der this burden, and do this work
that has not been done, myself. |
will spend whativer me rnecds 1o
be spant ko hunt that kiler, | wil find
him, and | will bring him 1o justice.

we're lovin® revolution -
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Public Relations Industry Forecasts a Series of Massive Layoffs

By LOUIS HECK

SACHAMENTD (AF) — Public
redations firms acrosa the coun-
Iry preddict massive tayolfs in the
coming months dise 1o necen leg-
Iskation outlawing the firms” mast
Incrative proctic

The new reguiations carel
scrutinkee govermment contracts
with lorprofit puldic relations
companles, aoel apply much igh-
standands 10 public wlaons
work overall The new rules would
hive forbadden the creation of the
Natioisal Smokers Alllance, a front
group formed by Philip Morris
with the by il PR glant Burson
Marsteller, which -presents |tself
s 1 GrEssrOts group opposed
simoke-free s

Thee reggulabions would dbse have
rendesed impossible the notord.
o “Kuwaiti incub
PR gtant Vsl &
Baowlton worked with the L5
and Kuwiitl governments to. gal

An industry that helped
launch wars begins to
shut down.

vanize pubilic spinkon W Tavor
of fhe Perstan Gull War. Amang
wtter thimgs. the B helged stage
W press conterence (o wihich o
Syearold gl named Nayirah
claimed 1 have witnessed frag)
soldiers Siging Kuwalt] Babdes 1o
thyee gronanal from thedr iscubators,
Bayirnh wis Labor reveadid fo have
been performing on hehall of her
Lather, the Kuwalti Ambassador 1o
the LIS The “Kuwallh et
Ioax was considersd decksive In
turning popular opiion foward
war nygalist fraey

“It's umbornanate (at our ard
work i being discussed mder
these circumstances” sakd Cyne
thid Knwwlion. granddaughtes of

Hill & Knowiten's Sew Yook offior stter layofls were announced yestorday: Cuthacks have riggpded through glants scross tee industry,

Hill & Koowlton founder Divid 1
Kiswiton I and a spekesparsan
for the company.

While most industries sublorod
iy thee Iran War, the PR, Indus-
try remained buoyant As overall
consumer  spending  cecressed,
government spending increased,
aml the eoflers of seame private
firms expancod. OF e 40 pereemt
o frog War spemiting that went to

the 2003 nvasion, o hull 10 per-

cent i numonid 1o have gone fo
PR Brms, Canmpaigns lke *Army
Strong” and “Be All You Can Be™
were created] by private frms. and

portion of Hs bisdget, “We ane
Toreesd to cut back, and that does
mean letting excellent and quak-
fiedt candidates In all helds go”

beent paid hefty suns to gusran-
fee refuming veterans peomient
placement on televishon programs
such ns “Wike Swap”™ “Trading
Spoces,” ained “Punk'd,”

v BR firm, MedinLink World-
wide, pilisis b cut ds medin com-
meitator hmding, & substantial

company Fred
Donahise sad ki an olficial state
ment. Saatchi & Saatchl, one of the
lirgest o firms In the warkd, fired
over 300 employees. In Its Word:
Mot Divislon, Lo Bemett i
Chicago is expected to rlease all
part-time stall later this week

s & vast network of lnffuence.

all crumbiling down arcmd the
et of eulture prodiscers.

PR companies have been do-
g whatever it 1akes 10 maximize
their profit” comended modia
metivist Ben Jellerson s o hear-
g which shortly preceded the
passage of the wew regulations
“The mystical powes of the con-
e 't ol 1o changs hat
— whareas the actoal power of the
eitizen i, That's where kegisiation

cones "

Plan Encourages Steady Growth, Will Boost Bottom 95%

F

Fuge Al
posed the proposals belore aver-
whelming public support telpod
change hee min. “This bl brings
i beved of sanity andd restrasng back
to the sysiem. that allc
pantes. like Enron,
Fannie Mae, and Frededse Mac
fevee Amwricans for ol they were
warh”

Marrill Lynch CEO. John Thain
disputed Ma Peiosl's  account
“High CEO. salarles, sophisticat-
o fimancls] nstroments, and the
froedom ely hive
far tse past thirty years boon lin-
atrumental n driving ws to schieve
thie highest slesreboldes ¢
the workd outside of Russs
ders luwe been very grateful

T Vherse returns, We nwst't look
at one pash of foree

gl returns tHial enabled
i new wave of prosperity for 1 cer-

Treasury Secretary  Krugman
clieel the pressure applied by
jarogrussive activist groups is in-
strumental i e SANE Act's
success  deaplle  overwhelniing
cousterpressure from fnancial
indhstry lobliyists, who hive boon
working svertime fn anticipation
o the likely passagn of the *Ban
et Lotsbwying™ till. which gerahibils
bobsbying on behall of privite in
divichuaks or corporatlons caming
trveares than $1 nvillion anmally.

“We've got popular pressure to
ik for letting us make-the mar-
et sorve Inmins once agab,” M
Krugman sabd. He also stressed
thit even passage of he SANE
Tl wmileh b mcaninigess without
assage of the “Ban oo Lobbying”
Taill- Dl by banning lobbying, M
Krugman sdded, would it be pos-
wilsle b0 assure that the changes
mamtated by the SANE Act are
not rolled hack through the il

| Sctwoal will

Harvard Will
Shut Business
School Doors

By JOHN LEVERETT
Harvard  University  Hesimess
e closing its doors
Tolbowing an unprecedented dmop.
all b applications. this fall The
wihood will be renamesd the Hor-
ward University School of Integrity,
uind students will receive Masters
I Integrity and Compasaban, or
MLCs

“We believe that (e recent in-
crease i visibility of progressive
movements andd ideats, coupled
with Ve demation of free-market
caphlalism as o viable belied sys-
tirm, lias bed mtusdeints away from
tradnding I accumlation for its
own sake and mto fickls whene
Huwry can advance pesoir and [ys:
tiee,” sadil Harvend spokesperson
Susan Morrison.

N became apparent in early
20 that enrollnent o Belds ke
marketing. achvertidimg, comporate
communicatlons, and - manage-
ment dropped 44 percent. while
varollneats in fiekds ke socisl
work, josirnaliam. and conmminiity
organizig were up 53 percent in
e sariey pserkoel

We're it sure ) IS an nom-
aby o an indicator of 3 lng term
trend, bul theres defudtely &
chunge,” sakl Morrisai.

Mairrison saii] e new Integrity
School b comacting  campuses
around the workd 10 encourage
prmdunting semors (o apply. “We
v ad oi fob to help stodents
b fietes (el desiee for integrity
and compassion, ratler than et
greed. That's what they need, aml
Hint's what our soclety eeds.”

“TRUE COST”
PRICING SET

Frrum Fuge AL

Pelhain Hay, New York, relerrig
b General Motors” EVT, an electric
car it deveboped i 1996, before
serapging |t shortly afler GM was
regquired b relidrodisce the EVI
last memth by the Chear Car Act.

“Ever sinee it came hack, the EVI
s five thmes mare popalar than
e nest car down,” Cluber said. "1
hogee wee ever have Bo sell a com-
Lot et aynin.”

Theee months after & 80 percent
“Trune Cost® bk on botiked water
went fnto effect, the high premiom

0. 11 peduced waste cnommously.
The meent tax on plistic water
battles has prevented even moane
necdless omvipommental dange,
Inchading many ons of COZ emls-
sioms from the transportation of
water,” aabd Mr. Newsom in a press
conferenice. “lmagine transporting
water across peeans. What were:
wee thikirag™
“It's greal to see this exended
to the whoke spectrin of products
with which we're destroying. our
wrarlel.” M. Newsom sl
Treasury Secretary Paul Krug-
man believes  the “Trse Cost”
system will serve not oaly as an
Incentive to manufsciune cevtaln
proatucts istesd of others, bt will
ke aware of b

“We complal about Bigh gos
prices,” sald Melissa Schwarswald,
spokeswosin ki he Sierra Club,
members

wis In. getting the ta

It really cost. b our Bealth, to the
polaiset’s Biebthi, and o thie health of

terest od & a ;ﬂ, suppdy? Wee'ne r:n;
ol from what we're really dolig,

ey piamabier of peopin,” ener ol big corparations.
DETAILS OF S.A.N.E. ACT
CAPS WAGES, Caps s, TAXES SPECULATION. N ey Ton fortiros over hnancial mottowns. o kefhor
i it 10 Hockac M inonh of Spearhande st intermational | poe-  vsts i PODRc housig and (news  SS00.000, These vl e 901 ol iockises elfects of helr behnvior,
CED. atn wilelly with Lont bax on rancl iransachons, mnt conral, undl the “ownershi anading i Quicher smpmontation specutation Mat flaed th biest
mvesions hinds o siow speculation and mduce socety” becomes mal ol ke afforch b
il PRICES FOR TRUE COST. 0 % LTS predsins ot - whose
BUSTS TRUSTS, Gocski 4 SYABILIZES MORTOAGES, Estibishes s ‘liecost pricng  SOUmon ndolher measies. o the markat e ki
desatd  Keeps Fanie Mae and Fracds FySiem 10 ersine that prces raflogy  SCTRABRGC stactard in dimost in abstact financial

" Staagall whikch wirs fourmed tobooel - fhe tue coat 30 sociefy of procucks, 7D Sher cumEped counéy mapaciafy those derhatives and
Act kaaping mesimant bafks and. | e ovmer i, Under povir- sivicey. ond prochoes SETS EMERGENCY TAX. bt of ceritives which
OO TS I et maragomont. o 0SS A yaxES Provices for an pmgency sistae, gy al the coun
poit o et MO0 R ORI O [Ceeciaaures, Esinbsishes 1 100 peioend 4 3 incass of huure. over,

and that's the

New Wage Cap Will Stabilize Economy

Fromnt Page Al

* iy massive dividends, often
o

wel @ Taximum woge was. i
1 President Roosevelt said that
Aanerican cilige ol b lave
an income, alter be has paid his
tauces, of e Han $25,000 & pear
Hhe exquivalent of S315000 today

Some versin of % muximin
witge law waa B edfect uptil V80,
Bedore 1964, mcome over S40000
I today's hollars dnced a 91 porcent
Tetheral ax rade, and the boge-be
% pate never dipged bilow TO8
Teengzan, he 1oj) tax rate slid
28 percent — a shilt thit
I now understood to have been
oie of the prime contribators 1o
e miongage meltdown ad otler
market fallures

The curtent mindmum wage is
$555 (12068 mnually)
thher thew anaitanan
yerr. Advy sinound over it will be
tuseel a1 st e 100 pescent

The Centeron Executive Compen:

salion B mi incustry-acked group
s bin Washilmggton whise goal ks
1o tell corporate Anverica's sade of
the executive pay story, Richand
Floersch, the centers chairman
il thve chiel human res
ficer ot Melhnabd's,

ing refirement packiges upwards
of $10 milllion

House Speaker Nancy Pekos| cel
whaated fhe bill's passage with an
Imgpassioned speech. “The struggle
oty beball of human digaity eon-
Unes. We o (nvestiment Wi

salaries. M mp
are “dedicated 10 4 very strong
executive compensation progran
withh very strong principles amund
ey for perlormaree.”

I the two days since M Flo-
erach made these comments 1o &
reporter, the Center on Executive
Compensation lus dissofved, A
satenent wir website: Dow
reads! “We have dectded that i
light of recent changes i soonom-
te policy, and the tallure of hedge
fuanel managers and hanks f0 e
venl massive boases despite their
astronomical pay, our Center has
host s olevance.” Tha stateimert
also acknowdodges the problens
causedd by Fannie Mae and Freddie
Mac execitives Lalsitying profits of
34 billon so thelr firms would ap-
pear attractive 10 lvestors ad
then, insteadd of belng fired, ety

¥ andd public
services The era i over of CEOs
whi recetve millions i bomuses as
their employees go without health
care i the company fails.”

In Teer speech, Ms, Pelos) exten-
slvely quoted Treasury Undersec-
retary E. Merrick Dodds, whio star-
el showtly alter passage of the first
it wage uider. Roosevelr.
“Thi: mischetm periond hias b one
n which a new impulse towarnds
regilstion Tae gatlered stremah
s a result o our experience ol the
evils 1o which ulimiter] freedom
of cotitract ghves e n & postin-
dustrinl society characteriaed by
extrense mesualities of wealth snd
bargainting powes and by sudden
oscillations. betwees bovens and
dleprssion.

han Corriand oot nepartag

We did it first

Now

inging it
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Senate Gets Tough On “Limited Liability” to Rein in, Humanize Corporations

By CARLTON DONALLY

Senator Joln MeCain, Repube
lican of Arizona, has lnched o
Bl e Seegh o crime” it
tve that would imprisen or fine
shinreholders for corporatic crimes
commibtted b thetr nume. Punish.
ment would depend on the sover.
it o the crioe and the number of
shares owned.

Ay, MeCain outlined his silgue
twirliered punishment program,
which wouldl junish cotporations
for hegal Infractions  according
to fhele severity. Mr. MeCaln ex
plained that there woukd be two
“suites” of panishment, lor levels
ol exiie roughly cormesponding to
miiselesneanors and felonbes

In one “suife” = for “misde
meanors” ke bilking thxgayers ol
severefiguee dallar amoants, over.
charging consumers, attempting
monapolkes, and contributing to
slmphe Duman (rodibies Bke asth
mia anil Lried bouits of Homeless:
sy = punishiment would take
the Tarm of shart: or loogtenn
ahare confisration, [Rvidends ol
cotfiscated shares would iy for
remedinl action, where posailde,
as well as pubilicgood programs
ke headth cane.

“| know & mimber ol people
whiose companies. were (layers
I the Savings and Loaa seandal.”
M. MeCaler salid, “and thiry're pre-
pared 10 face the comsequences.
Remsedies for serious problenms
ase nevor easy, eapecially when
Fhiey bl at the oot

Thet second punishment “suie.”
for “felonies™ — spreadiing diseas:
e conmmitting homlcide or man-
sloughter. contributing to national
disasters i the 115, or abroad,
argescale bilking of taxpayers,
et — woubd livolve dinect pur-
ishment of thit shareholders In
fuestion.

M. MeCam used Union Cas.
bide's 1984 Ahopal nessaces, n
which thoasands of ndian villag:
ers were killed by lethal yus, as an
exanaple of a erinse that would be
hassifiend &3 & fefony, Whike retro-

Ledt: An old prison being remsodeled for white-collar criminals, Right: John McCain re

apend o i bew weeks to several
years bt prison, depeniding on e
shon of investment, A midmimman
ponalty could be st by a judge
— o thal an investor with even
a fraction of o share winikl be -
abile for, say. two weeks in il This
woukl apply even 10 those who
had nvested vin smuband fumbs

without

[ p—
laws ame usually not permissibde,
I duch) extrome cases they would
b, s they ware: in the Nurembery
prosecutions of L5,

I the Union: Carbade oxamgle,
M MeCain poted  that  each
death would cost e company A
“negligent homicide™ chinge, lor
approxmmately fwonty years ol
Incarceration each. Twenly years
multiplied by 2000 oquals. 40,000
yaars in prison, with aggravating
factors such as o demonstrated

1o of their nvestments

Mr. McCain said that while
“bostsgdly oty vl policy s Desny
whiywn) 1 be useless with Inumans.
it would werk with coporations.
“Corparations are just machines,
ok ke teenage kids. They can te
Norewd bo pect as i1 they knew right
lrom wreng.*

“Corporate behavior las be
cotne 3 very foud cry for tough
Nove,™ the governor sasd. “Wi've
#ot 1o adapt ta & changing workd,

lack af i
pling the total,

“This penalty would be divided
e Usilon Castidde ahasrehold-
ers, each of whom coubd expect 1o

hiat wseans chag
i i

“Fitves are not punishinent, they
do not badld characier” Mr. Mo
Caln salll. “What's a tenamillion

dlallar fine to & gant copasation”
Fines seldom §f ever alfect the
pockethooks ol sharcholders or
mranagers. those who nake the di-
clsjons o power the machine. Hir-
g pockets wnel peophe iirectly i
adilferent thing”

Me McCain admitted that sev.
eral majoe problems renuin w
b sobved, The death penadty, for
example, while often merited W
eonpaorate crime cases. had o ok
wiotis apsplication — “We cant Lalk
“litthe deaths’ here,” sakd Mr.
naking wn obscurs bilin:
sl pumn Better el mnaxplakied.

Also, the st of global markets
poses some problems, Mr MoCain
sakl “These penabiles will even-
tually bave 10 be agreed on by o
gobal governing body Hke. the
WL ot cndy Tere at ome i
Artzona or the U3, Othorwise we
may coeate a befter marked Dere,
bt the clanges will be Wrebivant
i the Bigger picture. Ane nllu-
encing such i powertid and siate-
Independint beidy as the WTO s

i very involved process.”

Thie ultlanate alin od thee psregrams
Mr. Mctaln sald, is to help corpo
ratbms achieve thelr longterm
woals, “Corporations have spent
e lnst century ancl & fall trying
o obtaln ali the legal rights of
Pecrjsbie,” Mee. MeChilts sl “They're
now  lectmically - persons, bl
thary'ne not readly buman. We owe
It b thermm — aael bo one speches —
Lo Il Lhveamn Bonsihy Al qpuiest =

M. MeCaln wenl o0 1o exglaliv
that corparations sHIL even today,

bt gettbg richer”

“Yimi'eh ave to be very cynical
o think that corporations, when
they won grotection as ‘persons’
uniler the Freed Slave' Ameiid-
mant, were thinking only of their
own wealth,” Mr. M 1 bl He
was rederring 10 the 1ith Amend-
e, which hatl been designed (o
protect the rights of freed skaves,
andl which was used in 1836 to os-
tablish corporstions as “natiral
persons” imder te Law,

s clear that corparations jist

lnck one huaman
characteristic: a consclence. “Cor-
pusathons were mvented 1o keep
Investors nnocent of crimes com-
mitted with the Telp of ks mon-
ey, necidentally or not, But sew
thiat corporatis have become ke
by abmst human, ey have 1o
bt tanght that their actions have
cotquenses”

Mr. McCain called corporate of
forts 1o obtain the legal rights of
tumnans “congpassionate greed.”
and salel that i was "ol entirely

i [l amad what we have,
We should be good hosts and hely
eaih however we can. Right now,
Wl means making tem respon-
nilsbe and responsive.”

Wihile. most experts seoll at the
e that corporathons could actu
ally became Tnmman betngs, most
agree that punkshing corporations
bor thie crimes they © it will at
the very lissst huve o positive ef-
fect on the world. “Il each share
holder i& personally responsible
for corporate erimes, then you've

CHTNKR, APT) CAICHILN) BOCPINLANIDS

s “maverick” status with strict new sentencing fo put corparate criminals belind bars

it real controls — and withaat
regulation”™ said Me. McCaln

Mr. McCain dismissed concerns
that personal lahility for carpo-
rate crivees inight discourage iy
dividual investors from taking &
risk “People love 1o gamble,” he
sald, “and this will make |t all very
real.”

For Those wha do not thive on
#isch risks, Mr. MeCalnr suggestod
thut the minusl biod - mdustry
wild easily adogit e decislon
g processes, st as i has in
the gast. “The prime mechamism
ol regutation will be shareholder
Juddgemant. I pvestment i o
company {8 likely 1o lamd you in
Jadl, you'll invest in another in
steael. Mutual funel eomgsanbes witl
fincl 1t adh esctting challenge to ob-
tain and keep investor confidenc
It witl reinvigorate the Indistry,
Hind b et Hawe wheds concept of
Tinvestinen ~

£l Walivs ottt swportiing

epoch-maki

The more we look at the world
the more we understand
that some things really matter.

Not only our choice of President,
but how we make sure that he,
like all our elected officials,

does what we elected him to do.

HSBC X»

The world’s local bank

It's not over yet.




Al2

SATURDAY, JULY 4, 2009

New York

Ehe New York Times

Army Recruiter Goes from Marketing the Military to Marketing Himself

By BARRY GLOAD

MANHATTAN — “| have plans, and | have
backup plans,” explained retired Stall Sgr.
Joe Pascanic, a former recrulter for the
US. Army. “That's one thing | learned in
the . Always have your Plan B, and
your Plan C.

“Plan D) Is called Uneonditional Surren-
der, aka. ling for Unemployment lnsur-
ance. We're not gonna need 1o go there.”

Pascanlc, 36, of Rahway, New Jersey,
was looking for a new job in the civilian
sector, The Times spent a day with him
as he took the train from this blsecollar
town into New York City to pound the
fresh postwar pavement.

Pascanic is a mediomtall man, with
blonde short hair and brown eyes, trim
anel nattily dressed in a professional, well-
pressed, blue pinstriped suit. He thanked
me for my compliments on his “civvies,”
and said, “Tm very happy to be wearing
them.”

He appeared lost in thought for a mo-
ment, and then shook off the reverie with
a grulf statement.
have to say, however | felt about the
war, F'm glad | don’t have that job any-
more,” Pascanic admitted as we waited
on the New Jersey Transit platform. “That
WS SCERMIS pressure.”

Indeed, while many antiwar activists de-
nounced military recrulters as Nars dur-
ing the war, this time Pascanic was telling
the truth. The Army's strict and harsh
quota system for recrulters made it one of
the highest-stress jobs in America, As the
war grew more bloody and news of “stop-
loss™ and other involuntary extensions
of soldiers’ combat tours made it harder
o get new recruits, rates of suicide, drug
and alcobol abuse, divorce, and stress-re-
lated (linesses such as ulcers skyrocketed
amongst Army recruiters.

“luused to say, the only more stresshul po-
sitons are the ones they put you in at Abu
Ghraib, those and the only more stressful
oecupation was the LS. in lrsq.” Pascanie
Laughs a little, gives me a selconscious
glance, and says, “That was an after-work,
at-the-bar kind of line. of course.

“1 dlicd get a lot of skills from it, though.
Besides the working under pressure, |
leamned so0 much about marketing. Ws
hard to fill your quota when that means
getting kids 1o sign up to go fight In a
shooting war, Trust me.

“I mean right after September 11th, it
was 0o problem, the product sold ltsel,
50 to speak. To go fight in Alghanistan,
where the bad guys were, the ones whe
attacked us, 1 didn’t have to do any pitch-
Ing. the kids came right to me In droves to
sign up. The rudmllllazlullswnuum
Just adddd water.

RE-ALITY, THE NEW YORS TIMES

Former recruiter, Staff gt Joe Pascanle, pages through job listings before an interview at a used car lot in Elizabeth, New Jersey.

As wie got ofl the train and macde our way

on foot into the city, Pascanic warmed to
of his skills. He

of his key advantages a few tines, appar-

ently rehearsing out loud the lines for his

first job interview, at a mediom-sized ad-

vertising firm in midiown Manhattan not

far from Penn S1ation.

“Now obwiously | had to develop mas-
sive marketing skills in my olel job. Some
times it was just in terms of what to focus
on, 50 | want them to sign up to fight in

‘I've sold people trips to Iraq!"

Afghanistan? Now | happen to know from
Military History class that the British and
the Russians both lost in Alghanistan. Em-
pires get bled to death in that place. Now
that's very interesting information, but
is it helpul on the job? N, actually it's
counterproductive. So that doesn’t go in
the patter. See? it's not just what you say.
It's what you don't say.”

And how did he feel about his chances.
at this job interview? As we entered the
sleek lobby, he adjusted his culfs and sakd
“Hey, maybe my military service got me
heere to the target, But now | have to de-
liver the payload.” He spun on his heels

and marehed to the elevator.

Comiing out forty-five minutes later, Pas-
canic seemed shaken. “They heard my
pltch, but they're really koking for guys
with MEAs from Ivy League colleges,
They sald they'd keep my resume on file,
I think they were impressed with my re-
cruitment rate, but | don’t know. 1 don't
think | should wait around for that phone
call”

We took a taxi down to Chelsea for our
next stop, a reabestate firm where Pascan-
Ie was hoping to use his work experience
to sell co-op apartments. He recovered his
confidence and talked himself up as we
rode. “I've sold peaple trigs o lrag! We're
talking about desert and urban guerrilla
warfare, And they signed! OF course you
have to promise them competitive job
training, money bor education, maybe
insinuate they probably won't ever go to
a combat zone, or that they'll all get as-
signedd to be military journalists or pho-

whatever they're Interested
In that scunds safer. But you're also sell-
ing an adventure, a chance to be all you
can be, be an army of one, be army strong,
It's a complicated mix of practical bread-
anchbutter promises and an appeal to the
beautiful spirit in all of these kids, their
desire to help, to protect, to be a real part
ol America. It's tough, but you know what?

New York Bike Path System Expanded Dramatically

Miles of Segregated Bicycle
Lanes Will Be Paved by 2010

By MEDE SIVRAC

NEW YORK — Otficials from the Depart-
ment of Transportation today opened the
fth Avenue bike lane, which now extends
the entire length of Manhattan, The fes-
tivities were then moved to 2nd Avenue,
where ground was broken on a similar
path to extend the full length of the Is-
land.

Over the next two years, every other
avenue will also receive a full bike lae,
blocked off from traffic, while every filth
crosstown street will be opened exclu-
sively to bicyelists and pedestrians begin-
ning next month,

Mark Blair. a transit worker from
Queens, was busy re-timing traffic lights

for bicyele speed. “Riding your bike up
or down the avenue, the traffic lights are
#oing 1o change in syne.” explained Blair,
“You ride 10-15 miles per hour. and you'll
be: hitting all greens.”

“Now that cur country ks taking its right-
ful place among the world's developed
nations,” said Mayor Bloomberg, 5t is
time for our greatest city to take its place
among the workd's great cities.”

Bloombery recently visited Paris 1o ex-
amine its popular public bicycke rental
program. Although he initially expressed
doubts as to whether it could work, pul-
lic pressure has helped convince him it
can, and national legistation sealed the
ddeal. (For more on he new transportation
initiatives, also see “Crumbling Infrastruc-
ture Brings Opportunities,” Page A6.)

Blair, watching the dedication from a
cherry picker above 9th Avenue com-
mented, “From cesspool to world city, It's
just lantastic. | love this place.”

City Council Votes to Beat Swords Into Plowshares

R.O.T.C. Funding Reallocated

to Organic Gardens for Youth
By ED SHARSNEK
NEW YORK — The New York City Coun-

el Is scheduled to vote later this week
on a measure that may finally close the
doors on the City's Junior Reserve Officer
Training Corps, following complains by
parents and teachers, and a recent spate
of student walkouts.

Crities contend that the training corps,
whase official mandate s educational, Is a
recrulting arm of the U.S. Army, They note
that the JROTC. provides no non-mil-
Itary training, and that the firearm train-
Ing odfered by 90 perc em 0I the JROTC,

campuses,

At Jesuit-run Xavier High School in Man-
hattan, 33 percent of students belong to
the LROTC. “It's the only gang the Fa-
thers let us join,” bubbled Senior Cadet
Leader Bernard Goetz Jr, “But its plenty
ood for me”

Mot all the Jesubts support the program.
Father Jon Sobrino, who supervises the
school's ethics curriculum, said that the
JROTC. obedience training seemed to
stunt some students’ reasoning skills,
“Lock-and-load’ ks not a recognized ethi-
cal philosophy,” Sobrino sald,

With the end of the war in lrag, concerns
volced for months at Parent Tescher As-
sociation meetings around the five bor-
oughs received renewed urgency. “We are

asking Secretary of Defense Scott Ritter to
shif rlwr-o[unds Into trakning pmnums In

programs

policies widely pﬂmlﬂlcd o high school

Borough FTA head Estedle t.'lnm saad

“If oar leaders of the past eight years had
had that sort of training, we wouldn’t be
In the huge mess we're in.”

Retired General David Petraeus defend-
el the program. The only way a voluneer
army can recrult is if we can get them
early. The fact is, it works. Plus, JROT.C.
students who don't Joln the army tell us
the beadership training they receive helps
them find work in security and related

Critics argue that those students who
do g0 on to join the Army fare especially
poorly. According to the Veterans Admin-
Istration, veterans earn less than nonvet-
erans; one-third of homeless men are vet-
erans; and at least 10 percent of federal
and state prisoners

You're selling the American Dream. And
that’s what I'd like to do as a real estate
agent. Sdl II|= American Dream of home
owners

Mdhwdldhvktlabomllulaluuf

and asked i I'd mind if we went into the
«church we were passing. As we sat n the
pemoflhehwewlemha]l.heuld.
“About your question . . . yeah, some

times | do think about my job and what
1| promised the kids, and what ended up
happening to them.” He pointed at the
cedling and sakl, “And | wonder what He
would think.”

“But I don’t know, you know, this s
America, we're all selling something,
right? The President sold the country a
war, wholesale: | just did tve same thing
at the retail level. But what am | gonna do
novw?™ He Jooked around him at the rela-
tive sanctuary of the church. “Maybe 1l
#et a job here. Maybe M'm not meant for
the private sectos, Maybe | can sell salva-
tion. You know, I'd much rather sell Heav-
en and Hell than Iraq and Afghanistan. Be-
cause these products have stood the test
of time. People still believe in them. And
you know what? They're for alter you die,
you don't actually die in them, | can feel
better selling that, How do you apply to
b a priest?

At that moment, Pascanic's cell phone
rang. plercing the silence. His ringtone,
Bon Jovi’s In and Out of Love, played for
several maximunrvolume bars belore he
patted down his pockets, found, and an-
swered the phone. At thal moment, he
snapped to attention and darted out of
the church.

It was Chris Sormenting calling. Sorrenti-
1oy, 24, was one of Pascanic's first recruits
to go to Irag, instead of Alghanistan as
he'd expected. In 2003, He lost his right
arm in an LED. explosion five months into
his Pascanke and

the people e
misgleading pm'mm‘.‘ Pascanic did nol
argue the facts — that veterans® training
viekis them a lower rate of employment
than their civillan peers, not higher: that
only a small percentage of veterans ever
qualify for the education funding due
to hidden restrictions and costs; that
military contracts include a catcheall dis-
elaimer to nullify obligations the recruiter
has promised,

“Lot's talk about this when | get out from
this next interview, F'm not debating! I'm
not denying! But | gotta make sure I'm at
that fromt desk on time™ He grinned and
jumped out of the taxi, jogging into the
company’s front office,

Twentyfive minutes later, Pascanic
came back out on the street, frowning.
“They gave me a good listen, but they
seemed a little olfended. | wasnt trying
1o compare selling opervended trips 1o a
war to selling studios o -mnh,« NYU.
students, But | mij e ACTOsS.
that way. They didn’ tlhnl:wdbum
mateh.”

Pascanic shvwed his pace, then stopped.

had kepd in touch.

Sorrenting was calling to offer Pascanic
a sabes Job ab his family's used-car lot in
Elizabeth, New Jersey,

This reporter, who felt solidarity with
Pascanic because The Times, too, had
helped to sell the war to the nation, pasd
for a car service to drive him to the lot.
After a lew minutes of Iriendly Jersey-
boy small talk. vulgar ribbing and taste-
less jokes, Pascanic had nailed the job.
Sinee he was already wearing a dapper
suit, Sorrentine's father, Bill, put the for-
mmml«wlw:hﬂmmmedlalchf

e for the rid
wsludyhglhwmlh:wh

his breath as he marched off to the sales
floor.

asked Sorrenting if he bore any grucdg-
8 against Pascanic for misrepresenting
the reality of the war that had cost him
his arm. Sorrentino hesitated, he frowned,
shook his head, and answered “Well, |
mean.... yeah, [wish... but — hey, hey, hey
+.. the war’s over.”

University to Rescue Iragi Scholars

By AMAL MAAMLAJI

The New School University in New York
announced yesterday the lanch of the
MNew University In Exile, a program bo pro-
vide small grants and visas to scholars
from Irsg. The program is inspired by the

¥ In Exlle, a Ne
that rescued over one hundred Jewish
scholars from Nazi Germany beginning
n 1933,

“As in Workl War IL scholarship today
faces one particular crisis that dwarfs all
others.” sakd New School President Bob
Kerrey. “In Irag today, almost four hun-
dred scholars have been assassinated,
and mast others have been sent inbo per-
manent exile. [rag's universities, ibraries,
museums, and amneulngkal sites IM

gram Fsced significamt challenges. “The
situation for Iragi scholars today is even
worse than for Jewish scholars in 1533,
but It's our doing this time. and so the
avallable funding ks a whole lot less, ts
paychologically easier to help people
‘when one's tax dollars aren't instrumen-
tal in killing thesm, which is probably also
‘why there’s more concern for the victims
of Darfur than of the much larger crises
In lraq or the Congo.” But we've got to do
whal we can.

“While the academic riches of Iradg will
never be restored, and its archaeological
sites, museums, and libraries will remaln
a mese memory. the academic commu-
nity must attempt to in some small mea-
sure make amends for what our country
has dope, ad do what it can to save the

for the most part been
stroyed. The scale of devastation pl-cu
it amang the worst tragedies In all his-
tory”

The New School will make available
small grants to scholars, facilitate visas,
anel pmmamwmhm
Sehosd faculty members.

Mr. Kerrey n:hmlochcd that the pro-

" Mr. Kerrey

The: New School hopes to be joined in
the effort by other universities anxious to
live up to their stated ethical aims.

scholarly heritag

See also “Hope for fragi Refugees?™
Page AIZ.

Streets Come Alive as Relief and
Exuberance Greet End of Conflicts

By SCHUYLER FRANK

Thousands are already taking to the
streets of Manhattan. mainly around

enel to the wars in Iraq and Afghanistan.

watching the news.”

Juan Villarosa, 18, agresd. "My brother
was killed In combat last year in a war
that never should have happened. You
don’t tum to Woll Blitzer for answers
in that situation,” he said. The crowd at

Pl

distribution centers and places (o rest.
“We're all guaranteed the right to peace-

ably assembe,” sabd New York City Police

The City Council vote folk b

€ Raymond W, Kelly. Today,

we' e way po-

area principals over Mayor
propasal to cut $180 millon from the
Department of Education’s bucdget in the
current fiscal year, and $324 million in
the lollowing year, cuts which will most
likely effect after school programs, arts
programming, and programs for children
with special needs,

One group of critics has been working
with Schools Chancellos Joel | Kleln to
redirect the $2 million JROTC. budget
to Urhan Green, an after-school program
that promotes environmental leadership
for youth by creating organke gandens in
vacant lots. Klein's office ssued a memo
yesterday  acknowledging  the  effort.
“Our office feels that the JROTC, bud-
et might best be redirected to what we
might call Victory Gardens, in celebration
of & new direction lor our country and lor
our nation's youth.”

In the past, New York City police have
usually responded to demonstrations
with forces in riot gear.

After pausing & moment Kelly added.
“You kiow, everyone on the foree, we'ne
all just glad we're bere to help celebrate
pesce this tine.”

The

the upt with
conmversation about America’s new direc.
tion,

“Peaple are saying hello to cach other
In the street. | just had lanch with a group
ol total strangers where we just talked
about what's going on right now,” said
Carrie Moore, a photographer’s assis-
tant lving in midtown, “It's like this huge
stress has been lifted.”™

Makeshift signs were visible in office
windows, among them: “Skeep with me";
“The end of our lives™ with the V erossed
ot andd, simply, “YES.

strect

were the manner in which many first
heard about the withdrawal. In Man-
hattan, as thousands thronged the city
streets with Commissioner Kelly, only
a bew tuned in radios or checked news
sites on the Internet. “Tve just gotten
overwhelmed by all the bad news, and
F'm tiredd of learning that so musch of what
were lold was les” Linda Negrobi, 42,
told The New York Times in Washington
Sequare Park, which was full of revelers.
At some polnt or other, | just stopged

usual in
the prependerance of business suits and
professkonal attire. One celebrant, Far-
sala LaKue, 72, speculated on the somber
hiises.
“This is an issue that affected us all, on
a daily basks, for seven years,” she said,
pausing from a hopscotch game she was
playing with her T.year-old nelghbor. “Not
Just the antiwar people, not just young
people, not even just Democrats,” she
saicl. “All of America is here today. | think
it's wonderful ™
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THOMAS J. FRIEDMAN

The End of the Experts?

The sudden outbreak of pesce in Irag
has made me realize, among other things,
one ncontestable fact: | have no business
holdlwanm.at least with intent to write.

I knovw, you're thinking I'm going too
far. | haven't always been wrong about ev-
erything. | recently made some sense on
obal warming and what we needed to do
abaut it, for instance.

But to have b wrong.
about 50 huge a disaster as what we have done to lag —
and ourselves — is outrageous enoagh to prove that people
like me have no business posing as wise men, and, more

that The New York Times has cone

But wai, It gets worse. Having expressed how aceeptable
it was to commit Hitler's stgnature crime, | then applad-
ed the invasion of Irag as an “audacious roll of the dice.”
It should have occurred to me that this gamble would be
unspeakably painful for an untold number of Iragis who had
done nothing to us — in other words, any of them.

Soon, when it became obvious that my pipe dreams for
a peaceful and democratic subject nation were just that, |
decided to say it was 100 5000 to tell how things would turm
ot in Iraq, but that we would definitely know in six months
o & year. | sald this pretty much every six months for five
years, And The Thmes just kept giving me more and mare
colma-nches.

importantly,

tinuing to provide me with a national platiorm.
In any case, | have made a dectsion: as of today, | will no

longes write n this or any other newspaper. | will Immedi-

T bt trying to beat myself up here, Mve done that plenty
alm believe me — and my wike has done the rest! But |

why like The New York
Times. Il:mmz people lke me make bools of themselves, mis-
lead the Ameriean people, ane, worst of all, give their wives

g ow s time
h fimb on board th
keep my opinions to mysell allfetime of
(My wite Tty ot [

1 think she might have another agenda.)

Baffled? | don't Blame you. 3o I'll cite some facts to sup-
port my dectsion — a practice, | must admit, | have too sel-
dom lollowed.

Let's start with the invasion itsell | was pretty much all
for it. Mind you, | was not one of the pundits, reporters, or
public fgures who sald that Saddam Hussein was a threat
wlheUnIl:dSlwu Tknew better — bt | said it didn’t mat-

Bmmhmdm.lwmlnlhlum “Saddam
does mot threaten us today. He can be deterred. Taking him
‘ot is a war of choloe — but it's a legitimate choice.” In oth-
er words, we should invade a sovereign state and replace.
Its government in order to remake the world more to our
Ikl

Now the simple fact is, an unprovoked attack on a sover-

war erime, even when linked ¢ d bcbens of
the huture of mankind. In bsct, that's exsctly what Hitler did,
for exactly the same reasons. The Nuremburg War Crimes
Tribunal called it the “the supreme international crime, clif-
fering caly from other war crimes in that It contains within
Insell the accumlated evil of the whole.”

What was | thinking? And more importantly, why didn't
anyone stop me?

To err is human, but o print, reprint, and re-repeint er-
ror-mad humans lke me ks a criminally moronke editorial

Lobbyists Are Citizens Too

You won't read many stories critical of the
recently-passed “Ban on Lobbying™ bill, HR,
278685, whether In this newspaper or any oth-
er media outlet. Lobbyists have been treated
a8 parialis by the press, by both candidates
in the Latest elections. and in popular culture.
Theey Iiave: been called “the root of the prob-
bem™ In Washington, and much worse. The
newly proposed ban on capétal punishment
even has a temporary exemption clause —
tor lobbyists!

As a lobbyist | vehemently object 1o this
treatment.

Let me remind you of something, We are
people. We are citizens. All US. citizens are
guaranteed the right to petition the govern-
ment for redress of grievances; nowhere in
our founding documents does it say those
citizens can't be well paid to do so.

We have worked chosely with mast peliti-
clans — inchuding bath Barack Obama and
Joha MeCain. What lobbyists do is figure out
how to sway politicians to vote on legislation
i & way that {avors the interest they repre-
sent. They educate and inform members of
Congress on lssues that will come before
them for a vote. Much of the information pro-
vided to elected officials by lobbyists cannot
e found in any library or newspaper, nor in
any way whatsoever... except from the lob-
byists themselves. This is what makes us in-
dlispensalile,

It is indeed true that our services are only
avallable to those who can afford them, and
it's true that on any issue, both sides can't
always aflford the same things. But that's ex-
setly where the problem lies. The problem
snt lobbyists, it's a lack of sufficient money
in Washington.

Far example, the top five spenders amang
maortgage bankers and brokers invested more
than £31 million on lobbying and campaign

¥
Nuolome s it only me. J ol

pages of America’s

) y The:
wrong on Irag. Charles Krauthamm«. Robert Novak. Mona
Charen. Fred Barnes. The list goes on and on of officially-
approved wise men (and a woman or twe) who never once
doubited that Irag had vast stockpiles of WM.D.s. And that's
Just in newspapers.

We were all wrong again and again — and the conse
quences were devastating. Can anyone tell me why any of
us should ever be asked, let alone paid, for our opinions
ever again? O, for that matter, why Richard Perle or Paul
Waollowitz should be allowed behind any sort of desk what-
soever as long as they live?

Peace in brag will undoubtedly have many hrmchmg

I'm not going to speculate |
licky about what they might be.

Except ane, As of today, I'm putting down my pen, to take
up a screwdriver. | am going to retrain as an engineer and
spenel the rest of my e working to build non-carbon-based
energy technologies. And I'm going to spend a lot of time
washing my hands.

We Apologize

The momentous oceasion of the end of the war in lrag
alio marks a time for reflection at The Times. As many of
our readers have pointed out bor years, this newspaper
played no small part in making the case for the war in the
first place, ane in supgorting the costly ane deadly US. oe
cupation of Irag bor five years — long after public opinkon
had tumed against it

We have in the past acknowledged botched reporting. In
May 2006, we published an cditors’ note
fewer than nine artiches that uncritically lepealed T

bout WM.DLs by
ﬂmﬂmm“m]x.dhn\mmulm
Motably, we lailed to single out the instrumental role that
Times reporter Juclith Miller played in bringing unbounded
WMLD. allegations te a national audience.

Miller's prominent stories hyping purported bragi weap-
‘ons go back to 1998, and were full of dramatic but anveri-
fied clalms and unrellable sources. “All of Iraq Is one large
storage beility” for WM.Ds, she credulously quoted one
source (September 8, 2002). Miller systematically played
down skepticlsm and condlicting evidence, both of which
weere readily available to any reporter. In so doing Miller lent
It ook
Miller's involvement in the vengeful leak of a CLA. officers
mame before we finally 1o her go — with a hefty severance

package.

Even after this episode, we continued pubdishing articles
hased on claims by anonymous officials advancing unveri-
fied cladms — this the, against lran.

As for our what o off as “debates™

on the Irag war have consistently exclided the views of
people with a track record of being right. Conversely, In
January 2008, we boosted Bill Kristol's already consider-
Aable national plattorm by offering him & regular column. It
Is hard to say why.

As early as 1997, Kristol had penned a Weekly Standard
cover story, “Saddam Must Go,” in which he and contrib»-
wting editor Robert Kagan called for war against Irag: “We
know it scems unthinkable to propose another ground at-
tack to take Baghdad. But it's time to start thinking the un-
thinkable.” They that Sacdam Hussein had humili-
atedd the United States by expelling U.S. officials from LN,
weagons inspection teams, The editorial clted unspesified
sources about lrag's chemical
billitbes, andcom:luded with this dark warming: ‘IIM don t
like this option, we've got another one for you: continue
along the present course and get ready for the day when
Saddam has biological and ehemical weapons at the tips of
milssiles almed at lsrael and at Amesican forces in the Guli,
That day may not be far off.”

Why did we decide to reward Kristol for having been ut-
terly — and lethally — wrong on lrag? We can't say for sure,
‘but as of yesterday Mr. Kristol has been terminated as a col-
umnist st The Times. In the same spirit, we also weloome
Thomas Friedman’s resignation.

Eeginning today. you will see a glant overhaul of our pa-
jper, from the front page to this page, belatedly shoul
dering our responsibilities as the newspaper of record, we
make a practice of hiring writers who get it right.

Hope for Iraqi Refugees?

One of the many terrible consequences of the [rag war
has been the displacement of millions of Iragis since the
Iraq War began n March 2003, According to the most recent
statistics from the United Natbons High Commissioner for

more than two million Iragis have Bed to neigh-
buring Syria, Jordan, Turkey and Lebanon, as well as Austra-
lia and Europe. and another 2.5 millkon or more have been
displaced within the country, most of them between 2006
and 2008,

Mmmmmnmm I a similar proportion of

ereatingit.
of Iragls 5o far granted
asylum in the US. is
still less than that ac-
cepted by Sadertalje,
a village in Sweden, as
reported  recently  in
the Washington Post.
Arecent program ind-
thated by the American

the LS. o, that mil-  Embassy in Baghdad
lion refisges: Americans. offers up to 5,000 LS,
The Iraci refugee crisis is the worst in the history of the  visas per year to lragi
Micldle East. The number of refugees surpasses the num-  translators and other
ber of Palestinkans displaced in 1248 by a factor of at beast  occupation cullal.una-
four. And while In andthe  tors. But
1 derefugees with U5, officlals do e
U I i e d the  believe that this allow-
|mlmmmmmmwmm ATOR CAN COVEF even
Many direct of the American Embassy itsell, ket alone
“hildren h. of other occupation entities such as Halliburton, Bechtel,

Among the displaced are most of the doctors, teachers,
nurses, and educated professionals who formed the basic
fabric of lraqi society and are an integral building block of
any reconstruction effort. Iraq's recovery, which will take a
lew decades at best, will be impossible without the return
of these citizens.

The Bush administration ignored this disaster, as to ac-
knowledge It would have been an admission of its role In

and the US. Armed Forces.

Now that the war s aver, no one can afford to neglect Iraql
refugees, and a sertous and comprehensive plan to resettle
them must be A prioity for the new admlnlalmlon. The

I terrific (see Church-
es Announce Policy of Sanctuary for lragi Refugees.” Page
AT), but what is really needed |s a major policy change,

From the Editors

Twao years ago, who would have daml m Imm wd
elect, as F
community organieer?

Six months ago, who would have predicted we'd ensct
universal health care, reform our education system, estab-
lish a maximum wage and “true cost™ tax, and start taking
steps to make cur cities more livabde — or that we'd so
swiftly end the war in Iraq, and try for treason the leaders
who took us there?

et we've done all that. Although we demanded change
of Barack Obama, we understood that only we eould bring
about that ehange. And that's why it happened.

Of course even with all these victories, we can’t let up
for a second, and we can't get tired. But if there’s one thing
we've learmed in the past two years, it's that the most rest
ful, energizing thing we can do Is fight for a better world.

See the fine print on page A2 for a few ways to do that

during the past election cyche.
With the help of us lobbyists, the financial
services industry successhlly stopped the

[ P i boon

B t v
rowing and buying during the housing boom,

a frenzy that enriched hundreds,

Lobbyists were also successful in prevent-
ing Congress from taking steps to felp fami-
lies keep their homes despite an inability 1o
repay their morigages — which would have
hurt bankers and brokers.

But we lobhyists would be more than will-
Ing to work for whomsoever could afford us,
That Is why Congress needs to grant first-
time homeowners, indigenous peoples, the

recent i
families, and sther embattled groups enough
funding 1o compete for our services agalnst
those with opposite interests,

We lobhyists have been willing to comply
with the rules and laws that Congress adopts.
For example. the Fair Elections Now Act
(5.1285). which mandated that candidates
for Senate run on pulblic funding only, made
our role nearly irrelevant In those races, We
fought against that legislation with all the in-
fluence we had, but we bost, and we accepted
our loss. We did not attempt a coup.

If Congress passes the “Ban on Loblying™
Bl we will likewise comply with it, though
not without a fight. Because the “Ban on
Lobbying” Bl Is not only unfair, it is wrong-
headed.

- M\Q&w‘ .

s

A Baboon Study Remembered

While thinking about the recent changes
in this country, | recalled an article by Rob-
ert M. Sapedsky (in Forelgn Affairs, Jamsary
2006), who lived for 2 while among a troop of
baboons in the wibd, and witnessed a remark-
able transtormation.

Forest Troop was initially composed of
a regular mixture of baboons: gentle ones,
mean ones, and a few inbetween. One day,
a nearby hotel expanded its garbage dump,
and another troop of baboons claimed the
dump as territory and primary food source,
Forest Troop's meaner males (bet's call them
Clique W) decided they would raid this excit-
ng new resource, even if that meant beating
up 2 number of the newly obese makes from
the garbage dump troop.

After feasting on the other troop's hali-
rodten hamburgers for a while, Clique W got
what was coming to them and died of food-
bome tuberculosis. All that remained in For-
est Troop were femabes and nice males. And
even today, at ffteen years after all the origl
nal docile males died of old age, Forest Troop
remains a genthe culture, much mone welcom-
ing 1o new members, with a lot less fighting
anel a lot more cooperation, and a lot more
aying with each other's halr, even among
adult males. And new members quickly learm
that things are different In Forest Troop,

Until very recently, we in this country
couldn't imagine life without the aggressive
Baboons who, by hook and by crook (mosthy
by crook), were dominating our politics. But
then one day. those baboons ate cut of the
garbage dump of a deeply mad loreign policy,
andl quickly killed themselves off.

We are not baboons, of course. For ane
thing, no microbes killed off our jerks: rather,
wenlcer folks did it. For another, the resource-
hunting adventures of our own hostile males
alidn't result in just a few dinged-up lat guys,
bt rather one million dead and four and a
half million refugees.

Another key difference between us and For-
est Troop may be that in our case, it wasn't
enough to rid ourselves of some of the creep
Baboons at the top. A lot of the supposediy
gentler ones voted for war as well. Rather,
right after the elections, and for many months
aftes, we had 1o keep pushing with all our
might 1o make sure that everyone, at all lev-
els of pawer, understood that America would
now be a culture of peace and generosity,

Fortunately. that's just what we did. And
though human nature hasi't changed, nor

so clear Ilnk there is now no more room in
Forest Troop US.A. for the garbage adventur-
ing that dominated owr last thirty years,

Letters to the Editor

To the Editor:

Re “Viva Free Trade with Cuba®™ Page A6,
July 2, 2009,

In addition to the benefits from ending the
embarge on Cuba listed by your reporter
(lamily visits for some of us, fabulous eigars
for all of us, and affordable vacations that in-
chade the rental of vintage red Thunderbird
convertibles), there ks one more that went un-
mentioned: world-class public health medical
sehoals.

In contrast to the United States, where stu-
dents have been learning what the biotech,
medical engineering, and  pharmsceutical
companies want them to kearn, Cuba's medi-
cal schools will be a natural destination for
the new crop ol medical students who will be
the foot soldiers of our country's shift to uni-
versal health care.

Your readers may remember that in 1998,

pullic health

shoned by severe hurricanes, Fidel Castro of-
fered free medical education for kw-ncomse
students lrom anywhere in the Americas, in-
cluding the United States. Since then, the Lat-
in American School of Medicine has become
the world's largest medical school and has
graduated tens of thousands of shudents.

At a time when the mortality rate in the LS,

GIVE FEEDBACK ONLINE

Vit ourr webssite fo comment on any arfiche
i thhis neSpApEr, o o WTie @ Tew o0,
s s com

s seen riging, and the average US. [espan
declining. the Ifting of the Cuba embargo
provides an invaluable opportunity to part-
ner with the world expert on training doctors
in inexpensive, preventative treatments for
common illnesses. Cuba will be the perfect
partner for training the doctors whe will rev-
olutionize health care in this country,
Mizom Ko
Miami, Fla.. July 3, 2009
-

To the Editor:

Here at the nursing home we've all been
hsed to the TV set watching the withdrawal
from Iraq, For as long as | remember, in all
my 93 years, war has been all around me.
My grandiather fell as a Rough Rider during
the Spanish-American War, my mother and
lather served in Workd War | {my mother
s a marse). And | grew up a military brat,
maowving from base to base. When | met him,
my second husband was the most active
American Legion Post director you'd ever
hope to meet!

So | teed slightly lost in this new world
of peace. But I'm glad to leave behine the
military lingo, uniforms, and sacrafices. Can
Iget used to 17 Can |really attend my great

il without worrying
see him live to 247 Should | go ahead and tell
my niece llnt even though Fm not sure | ully

ask, she can tell?
adjust to this strange new

Rumi Prasscwrs
Summit, N July 2, 2009

The Yes Men are an activist-duo consisting of Andy Bichlbaum and Mike Bonanno.
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TATIANA BAZZICHELLI

What were once the values and philosophy of the hacker ethic has become the domain
of business companies contributing to the development of Web 2.0 and the notion of
social media. According to Steven Levy, the first to use the term, the hacker ethic was
a “new way of life, with a philosophy, an ethic and a dream”.1 With its own language and
rules, and its own representative community, its roots go back to the 1950s and 1960s,
crossing the activity of the hackers at the Massachusetts Institute of Technology (MIT),
and in the 1970s, the rise of the sharing computer culture in California (well represented
by the Community Memory Project in Berkeley and the Homebrew Computer Club in
Silicon Valley). Embracing the ideas of sharing, openness, decentralisation, free access
to computers, world improvement and the hands-on imperative (Levy 1984), the hacker
ethic has been a fertile imaginary for many European hackers as well, who started to
connect through BBSes in the 1980s.

At first glance it may seem evident that business enterprises in social

networking and Web 2.0 built their corporate image by re-appropriating

the language and the values of the first phase of hacker culture —

a language once very representative of certain networking art practices

as well, from mail art to net.art. Tim O’Reilly, one of the main promoters

of the Web 2.0 philosophy, and organiser of the first Web 2.0 conference

in 2004 (San Francisco), wrote in the autumn of 2006: “Web 2.0 is much

more than just pasting a new user interface onto an old application. It’s

a way of thinking, a new perspective on the entire business of software.”2

However, both what has been called Web 2.0 since 2004 (when Dale

Dougherty came up with the term during a brainstorming session) as

well as the whole idea of ‘folksonomy’ which lies behind social networking,

blogging, and tagging, are nothing new.
According to the software developer and venture communist Dmytri Kleiner, these
forms of business are just a mirror of the economic co-optation of values of sharing,
participation and networking which inspired the early formation of hacker culture and
peer2peer technology. As he pointed out during a panel at the Chaos Communication
Congress in Berlin in 2007, “the whole point of Web 2.0 is to achieve some of the
promises of peer2peer technology but in a centralised way; using web servers and
centralised technologies to create user content and folksonomy, but without actually
letting the users control the technology itself.”3 But even if the Web 2.0 business
enterprises do not hide their function as data aggregators, they make openness, user
generated content and networking collaboration their main core strategies. The user
contribution becomes a key to market dominance. Google was one of the first companies
to base its business in involving users to give productive feedback, releasing beta
versions of its applications, such as Gmail for example, to be tested by users without
being formally part of the production process.

This idea of ‘perpetual beta’ (O’Reilly 2006) was well anticipated by the

‘bazaar method’ of Eric S. Raymond (1999), as the capability to create

software and other products of intelligence and creativity through the

collaboration of a community of individuals acting to make communication

channels open. Raymond’s well-known essay ‘The Cathedral and the Bazaar’

is obvious support of the open source ‘cause’ (Raymond is co-founder of the

Open Source Initiative) but also an apology for greater involvement in the

free market.4 His metaphor juxtaposes the methodology of open source and

its deterritorialisation of development (the bazaar method) to the one of free

software, often developed in laboratories or closed groups of programmers

75



(the cathedral). This text, considered controversial by many hackers for
being heavily negative towards the work of the Free Software Foundation,
created a shift from the idea of open source (as user rights of free
infrastructures, well explained by the Free Software Definition and the Open
Source Definition), to the model of networked collaboration, “not only referring
to computer programs, but evoking broader cultural connotations” (Cramer
2006). By shifting the target from users to producers, this vision focuses
more on business opportunities than on an ethical idea of software
distribution. It makes open source more a branding exercise than a philosophy,
moving away from the emphasis on freedom and rights for users stressed
by the free software movement - the same conceptual trick used by the
Creative Commons initiative, as Anna Nimus (aka Joanne Richardson and
Dmytri Kleiner)> and Florian Cramer pointed out in 2006.6
A predictable consequence of Raymond’s networking vision emerges when O’Reilly,
involved since the early days of the Open Source Initiative, openly refers to what he
calls the “open source paradigm shift”, showing the business advantages in building
applications on top of open source software. This shift implies the idea of building
modular architecture to allow cooperating programmes, encouraging Internet-enabled
collaborative development, having users as co-contributors, and creating viral distribution
and marketing (O’Reilly 2007). The idea of applying collaborative software development
in Web 2.0 companies therefore, becomes a strategic business advantage without
stressing the accent on the rights of users and making life easier for producers, with
subsequent decreases in costs. Many companies have adopted the bazaar method and
the open source built-in communities model, from IBM, Google, Apple and Facebook,
to Creative Commons and Wikipedia.
Writing about the problem of intellectual property and the producer-consumer
dichotomy that the CC licenses fail to resolve, Nimus pointed out:
What began as a movement for the abolition of intellectual property has
become a movement of customizing [sic] owners’ licenses. Almost without
notice, what was once a very threatening movement of radicals, hackers
and pirates is now the domain of reformists, revisionists, and apologists
for capitalism. When capital is threatened, it co-opts its opposition”.”
This shift of the hacker principles of openness and collaboration into commercial
purposes is the mirror of a broader phenomenon. We are facing a progressive
commercialisation of contexts of software development and sharing, which want to
appear open and progressive (highly emblematic is Google’s claim “Don’t be evil”),
but which are indeed transforming the meaning of communities and networking, and
the battle for information rights, placing it within the boundaries of the marketplace.
The artistic works of Aaron Koblin, based on crowdsourcing and the Amazon Mechanical
Turk, are good examples of this phenomenon of the aestheticisation of networking
practices, which become part of the business field.8
Like Google, many social networking platforms try to leave an image of
themselves as ‘a force for good’.° At the same time, the free software
community is not alien to this progressive corporate takeover of the hacker
counterculture. Google organises the Summer of Code festival every year
to get the best hackers and developers to work for the company.1° It
encourages open source development, supports the development of Firefox
and funds hackerspaces - i.e. the Hacker Dojo in Mountain View. Ubuntu
One, an online backup and synchronisation utility, uses Amazon S3 as its
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storage and transfer facility — while the Free Software Foundation bases
its GNewSense, a free software GNU/Linux distribution, on Ubuntu.1! This
ambiguity of values, which is contributing to the end of the time of digital
utopias, is described well by Matteo Pasquinelli: “a parasite is haunting the
hacker haunting the world” (2008), analysing the contemporary exploitation
of the rhetoric of free culture, and the collapse of the ‘digitalism’ ideology,
corroded by the ‘parasite’ of cognitive capitalism.12
However, there are other possibilities for analysing the matter, which once again could
probably open a field of action for artists and activists. The question is whether the
co-optation theory of the counterculture might be the right explanation to understand
the present development, or better, implosion, of the hacker and networking culture.
Thomas Frank’s The Conquest of Cool (1997) and Fred Turner’s From Counterculture
to Cyberculture (2007) may point the way; both books analyse how the endless cycles
of rebellion and transgression are very well mixed with the development of business
culture in western society — specifically in the US. As Thomas Frank suggests
in the late 1950s and early 1960s, leaders of the advertising and menswear businesses
developed a critique of their own industries, of over-organisation [sic] and creative
dullness, that had much in common with the critique of mass society which gave rise
to the counterculture. The 1960s was the era of Vietnam, but it was also the high
watermark of American prosperity and a time of fantastic ferment in managerial thought
and corporate practice. But business history has been largely ignored in accounts of
the cultural upheaval of the 1960s. This is unfortunate, because at the heart of every
interpretation of the counterculture is a very particular — and very questionable —
understanding of corporate ideology and of business practice.”t3
The American counterculture of the 1960s was very much based in mass
culture, promoting “a glorious cultural flowering, though it quickly became
mainstream itself” (Frank 1997) and becoming attractive for corporations
from Coca Cola to Nike, but also for IBM and Apple.
Fred Turner explains how the rise of cyberculture utopias is strongly connected with
the development of the computer business in Silicon Valley, as the background of the
Whole Earth network by Stewart Brand and the magazine Wired demonstrate.14 It should
not surprise anyone today that Google is adopting the same strategy of getting close
to counterculture — hackers, burners at Burning Man, etc. — because many hackers
in California were already close to the development of the business we face today.
The cyber-utopias of the 1980s and 1990s were pushed by the market as well, and they
were very well connected with its development. Turner demonstrates how the image of
the authentic counterculture of the 1960s, antithetical to the technologies, and later
co-opted by the forces it opposed, is actually the shadow of another version of history.
A history which instead has its roots in a “new cybernetic rhetoric of systems and
information” born already in the research laboratories of World War Il in which scientists
and engineers “began to imagine institutions as living organisms, social networks as
webs of information” (Turner 2007). Once again, with Web 2.0 enterprises, we are facing
the same phenomenon.
Accepting that the digital utopias of the 1980s and 1990s have never been
completely extraneous to business practices, might be an invitation for
artists and hackers to subvert the false idea of ‘real’ counterculture, and to
start analysing how the cyclic business trends work, and what they culturally
represent. Analysing how the hacker culture became functional to accelerate
capitalism, as it happened for the youth movement of the 1960s, might
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change the point of view and the area of criticism. The statement “if you
can’t beat ‘em, absorb ‘em” could be reversed by the artists and hackers
themselves. If hackers and activists can’t avoid indirectly serving corporate
revolutions, they should work on absorbing the business ideology for their
own advantage, and consequently, transforming it and hacking it. A possible
tendency might not just be refusing business, but re-appropriating its
philosophy, making it functional for our purposes. Some artists are already
working in this way, creating art projects that deal with business and which
subvert its strategies, such as The People Speak (Planetary Pledge Pyramid
2009), or Alexei Shulgin (Electroboutique 2007), UBERMORGEN.COM
(Google Will Eat Itself 2005, and Amazon Noir 2006), both created with
Paolo Cirio and Alessandro Ludovico (The Sound of Ebay 2008), and the
community of Seripica Naro (2005), just to mention a few.15
Even if it is easy to recognise co-optation as a cyclic business strategy among hackers
and activists, it takes more effort to accept that business has often been part of
counterculture and cultural development. In this phase of ambiguity, it is fundamental
to look back to analyse the reasons for the shift in networking paradigms and hacker
values, but it is also necessary to break some cultural taboos and avoid dualistic
oppositions. Artists should try to work like viruses to stretch the limits of business
enterprises, and hack the meaning of business itself. Instead of refusing to compromise
with commercial platforms, they should try to put their hands on them, to reveal hidden
mechanisms of social inclusion and exclusion, and to develop a critique of the medium
itself. Once again adopting the hands-on strategy of the hacker, hacktivists should
directly face the economy that has made these strategies its core business.

1. Levy, S. Hackers: Heroes of the Computer Revolution. New York: Penguin, 1984.

2. Musser, J, O'Reilly, T and O’Reilly Radar Team. “Web 2.0: Principles and Best Practices.” O'Reilly Radar Autumn 2006
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mdv_2311.html>.

4. Raymond, E. “The Cathedral & the Bazaar.” O’Reilly 2000 [1999] <http://www.catb.org/~esr/writings/cathedral-bazaar/
cathedral-bazaar>.

5. Nimus, A. “Copyright, Copyleft and the Creative Anti-Commons.” Subsol 2006 <http://subsol.c3.hu/subsol_2/contributors0/
nimustext.html>.

6. Cramer, F. “The Creative Common Misunderstanding.” nettime 2006 <http://www.nettime.org/Lists-Archives/nettime-1-0610/
msg00025.html>.

7. Nimus, A. “Copyright, Copyleft and the Creative Anti-Commons.” Subsol 2006 <http://subsol.c3.hu/subsol_2/contributorsO/
nimustext.html>.

8. Aaron Koblin <http://www.aaronkoblin.com>.

9. Panel with Fry, S. Stone, B and Hoffman, R. “Social Media — A Force for Good.” Silicon Valley Comes to the UK, Cambridge
University. 19 Nov 2009 <http://www.stephenfry.com/2009/11/19/social-media-force-for-good>.

10. Google Summer of Code <http://code.google.com/soc>.

11. As Florian Cramer made me notice, discussing Ubuntu in private e-mail correspondence.

12. Pasquinelli, M. Animal Spirits. A Bestiary of the Commons. Amsterdam: Institute of Network Cultures, 2008.

13. Frank, T. The Conquest of Cool. Business Culture, Counterculture, and the Rise of Hip Consumerism. Chicago: Chicago University
Press, 1997.

14. Turner, F. From Counterculture to Cyberculture. Stewart Brand, The Whole Earth Network, and the Rise of Digital Utopianism.
Chicago: Chicago University Press, 2007.

15. Respectively: <http://www.pledgepyramid.org>; <http://electroboutique.com>; <http://gwei.org>; <http://www.amazon-noir.
com>; <http://www.sound-of-ebay.com>; <http://www.serpicanaro.com>.

Tatiana Bazzichelli is a communication sociologist, currently undertaking PhD research at Aarhus University, Denmark, on the evolution
of social networking.

78

So
S

=3
N
.QSD._*
==
=0
o c
2 ©
9 &
§%
S

©
g‘CS
Qy <
S o
SC
gf
S8
» =

o
=
o
S
>
<]
S
2
&
s
uj
Q
>
>
@
ki
5
<3
o

I‘12 1 I,,,J_'l )
.

JODI: Something Wrong is Nothing Wrong, Ad by Motherboard TV (DELL). The image, published in VICE magazine Vol 7 Nr 2 (2010),
is an advertisement for the social networking platform Motherboard TV, sponsored by DELL. Those familiar with digital culture

will immediately recognize something else. The advertisement shows a reconstruction of the homepage http://wwwwww.jodi.org,
a work by the Dutch artists JODI, a very well known symbol of early net.art. The advertisement, branded by DELL, might also be

a symbol of something more as my article explores.
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Chto dielat’? Nabolievshie voprosy nashego dvizheniia,

Stuttgart, 1902

Courtesy of British Library

RECUPERATOR/
RECUPERATED 6
PIRATBYRAN

We have always followed the way of Kopimi, the will
to be copied, which flips the question of recupera-
tion around.! It is ‘we’ that recuperate ‘them’. If
you think like a hacker, the more advanced the media
industry makes things, the better the hacks will
be. The iPhone is super advanced, which means a
jailbreak of the iPhone gives you a great device.
Same thing with Despotify, the software that made
it possible to save tracks from Spotify, the music
industry streaming service.

Really, I don't think recuperation is such a big
problem. It's good if it happens, because then you
can advance one more step. The worst that can happen
is if you are stuck in the same problem, repeating
the same conflicts. And given that innovation hap-
pens at the edges of the network, the more the complex
hierarchical organisations of the industry try to
move in the direction of the network, the better it
is. Because the internet will always be faster and
further than what they do. If they try to recuperate
what we do it only means that we have a better plat-
form to work on and that the problem becomes more
advanced, that is, filled with more potentiality.

I am also simplifying things here by talking
about us and them, systems and mainstreams. Lately,
we have instead been thinking in terms of tunnels.
Large and small, temporary or reinforced, with con-
nections to each other. This is what the internet
is, a system of tunnels, there is no surface or
centre. And you can extend this logic to things
outside the net as well. For example, in the last
years, we stopped considering the EU to be a system
which sends out laws, and instead a system of
bureaucratic, legal, communication systems and dis-
cursive tunnels that are surprisingly open. Some-
times you have to dig a bit, but it is completely

possible to enter into these processes and start
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working on them instead of seeing it as an abstrac-
tion that you can only be for or against. This should
be done with the cultural industries as well, by
whoever has the means and time, to discover that
they are in fact assembled as societies with dif-
ferent parts that can be disconnected and modulated.
In relation to what we do, some activities amplify
the effect of it, some neutralise it, some straight-
forwardly try to attack it, but they can also be
turned against one another.

We don't feel that we have to protect our ideas
and activities from recuperation because the
essence of what we are is not a position but a
movement. A way of moving and traversing different
political issues.

All projects are events and movement. So the
question is how these events interact with different
parts of activist, capitalist and cultural logics.

This can only be answered by experimentation.

1. kopimi (pronounced, and sometimes also spelled
copyme) is the opposite of copyright, specifi-
cally encouraging that the work be copied-for

any purpose, commercial or non-commercial.

Piratbyrdn (The Bureau of Piracy) describes itself
as a ‘conversation’ about the technological, the
artistic to the political.

www.piratbyran.org



Craftivism
Concept Store invited Glenn Adamson and Ele Carpenter

to offer their opinions on the recent Craftivism trend.

Craft + Activism
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Wartime Knitting Circle, Sabrina Gschwandtner, 2007

Courtesy Sabrina Gschwandtner and the Museum

of Arts & Design, New York

Photograph Alan Klein

In 2004, a group operating under the name Cast Off — described by one journalist
as a “coalition of militant knitters” — congregated on the Circle Line on London’s
underground, equipped with needles and balls of yarn.! To the bemusement of fellow
riders they settled in and started to work, swapping tips and gossip as their socks
and mittens and scarves took form, stitch by stitch.

As its name implies, the Circle Line is without terminal points. It goes round and
round the city until the tube closes for the night. It was a pragmatic choice - people
could join in or depart as was geographically convenient — but also a symbolically
apt one. Like many contemporary DIY groups, the question lurking behind Cast Off’s
activities is well expressed by the title of the old American hymn: ‘Will The Circle
Be Unbroken?’2 The instinct that lies behind an activity like this one is tacitly political
(Cast Off sometimes engage in more overtly activist projects, carrying banners with
slogans like ‘drop stitches, not bombs’) but also historical. In their simple act of knitting,
there is an attempt to disconnect from the confusions and conflicts of the present.
Even when sitting on the rumbling modern machinery of London’s transport system,
craft provides a connection to something remote, small-scale and reassuringly slow.
For each knitter this yearning to touch the past may well have a biographical aspect.
(Many crafters have a story about learning from an older relation - ideally a grandmother.)3
But the maneuver is also easily understood according to the calculus of ‘retro’ hipness.
Much like a musical style, a hairdo, or a trouser leg cut, it is only when a skill has gone
way out of fashion that adopting it can seem cool again.4

The knitting circle has another symbolic meaning too, for craft and enclosure seem
to go together. Both imply continuity, and also self-sufficiency. One thinks of the covered
wagons of the American frontier, circling for protection at night, or (in a more pointed
mode) the monumental triangular palisade of craft that is Judy Chicago’s Dinner Party.
Both of these examples are about creating a safe space to inhabit by keeping something
else out: hostile Native Americans, narratives of masculine dominance. For Cast Off and
their many kindred organisations in the contemporary DIY movement, what is held at bay,
seemingly, is the otherwise pervasive rush of mass-produced capitalist commodities.

This is at best a provisional tactic, though: there are many ways to puncture the
knitting circle’s seeming independence and authenticity. Let’s start, as crafters themselves
might, with the question of materiality. Those needles, that yarn: where do they come
from? Some DIlYers actually do fashion their tools from a sustainable grove of backyard
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bamboo, and source yarns locally (some even clip, card, and spin their wool themselves).
But for most people who do it, DIY is not so pure. Knitting a jumper by hand rather than
buying one at Gap may seem a way of dropping out, but in reality it is simply a shift from
one commodity framework to another. The craft industry is a vast capitalist enterprise in
its own right, which profits not only through the sale of tools and ‘raw’ materials (which,
needless to say, are often very much processed), but also ‘how-to’ instructional kits,
patterns, magazines, books, videos, and innumerable other aids to the hobbyist. And it’s
not just the physical accoutrements of DIY that are furnished by the corporations that
crafters so dislike. Even the grandmotherly, homespun rhetoric of the scene is arguably
modelled on sales techniques developed and mastered by yarn companies long ago.
Things become more complex when we look at political protest art in the DIY
mode, or ‘craftivism’, of which there is an increasing amount. We are experiencing
the return of explicit political ideology to craft, not seen since the days of hippies
and the Whole Earth Catalogue. | have been particularly struck by one motif that runs
through much of this work: pink yarn. An iconic example is the collaborative work led
by the Danish artist Marianne Jgrgensen, in which a network of knitters were asked
to contribute small pink squares which the artist then fashioned into what can only
be called a tank cosy. Similarly, for her MFA show at the California College of Art, the
young queer crafter Lacey Jane Roberts used the material to cover a barbed wire fence,
while Canadian artist Barb Hunt employs pink yarn to create a knitted landscape of
antipersonnel ordnance as a protest against unexploded land mines around the world.
We might understand such art projects as a new spin on a familiar story: the appropriation
of marginalised craft to raise the voice of protest. It’s another joining of a circle. Pink
yarn, a product once confined mainly to the shelves of DIY stores, has been repurposed.
It now speaks not of suburban sentimentality, but rather Feminist conviction, ironic chic
and childlike delight. It is our moment’s macramé, the expression of our very own 21st
Century folk revival.
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Should we object to political artworks made from pink yarn (or other currently
fashionable media such as low-fired clay, sequins and such), which tend to operate on
the assumption that colour and material are adequate signifiers of women’s (or queer)
identity and authentic political expression? There is something worryingly retrograde
about such ideas. But we might come to a different conclusion if we lift our eyes from
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Pink M.24 Chaffee, Marianne Jgrgenson, Copenhagen, 2006

Courtesy the artist

the clicking needles, and instead meet the gaze of the people sitting across from us.
This is essentially what all these artists are trying to do, each in their own way, and the
same is true of many of their ‘craftivist’ peers.

Sabrina Gschwandtner’s 2007 installation Wartime Knitting Circle is particularly
explicit and effective in this regard. Gschwandtner is practically a craft industry in her
own right: author of a book called KnitKnit, based on an occasional journal that she
edits of the same title, she also makes films, writes penetrating critical analyses of
DIY, and keeps up an active online presence.> What distinguishes her Wartime Knitting
Circle from its often-hectoring counterparts in the craftivist art movement is its lack of
dogmatism. The idea is simple: people sit around a table, knitting useful military
equipment such as balaclavas and squares for blankets, much as women on the home
front were encouraged to do during the First and Second World Wars. The perimeter
of the installation is defined by a set of blankets, machine-knitted, based on archival
photos of people doing just that. In these charged surroundings, participants are
encouraged, gently, to talk about war. Gschwandtner prescribed no political position.
People could choose to make mittens to a pattern devised by artist Lisa Anne Auerbach,
in which the current body count of the Iraq War is used as a decorative feature; or they
could actually support the war effort, perhaps by making slippers to be sent to naval
personnel in the Middle East. In effect, she invited people to express their own position
through their knitting. She was tacitly exploiting the fact that crafting is always a
commitment of sorts.

Gschwandtner’s work suggests what craft-based art could be if it is conceived
in sufficiently open terms - if the figure of the knitting circle is rendered permeable,
as it were, rather than closed. Another way of putting this is that, if ‘craftivism’ is
sometimes negligible as art, and naive as politics, maybe that’s OK. The real value of
craft in the DIY circle, as in any social configuration in which craft appears, is its power
to bind people together for a time, and simultaneously act as a physical articulation
of this binding. And for that purpose, the circle is again a perfect emblem: for that is
a project that will never end.

1. Campbell, J. “It’s A Knit-in.” The Independent Review 23 March (2004). 6. Cast Off was founded by Rachael Matthews and
Amy Plant in 2000.

2. Written in 1907 by Charles Gabriel and Ada Habershon.

3. For a typical example of such an origin story, see Stoller, D. Stitch’'n’Bitch: The Knitter's Handbook. New York: Workman Publishing
Company, 2004.

4. Guffey, E. Retro: The Culture of Revival. London: Reaktion Foci, 2006.

5. Gschwandnter, S. KnitKnit: Profiles and Projects from Knitting’s New Wave. New York: Stewart, Tabori and Chang, 2007;
“Let ‘Em Eat Cake.” American Craft Aug/Sept (2008); “Knitting is ...,” The Journal of Modern Craft July (2008): 271-278.

Glenn Adamson is Head of Graduate Studies in the Research Department at the Victoria and Albert Museum.
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Is the Craftivism movement really activist? And what are the woolly threads that

unravel the argument?

Many are sceptical of the political claims of the DIY and craft movement, but the search
for an authentic object can be misplaced in a contemporary networked and decentralised
field of production. At the same time critical enquiry has to negotiate the hazards of
knitted cakes!

Notions of craft and activism are continually readdressed through visual art
such as David Medalla’s 1960s collectively darned Stitch in Time, and Germaine
Koh'’s extended Knitwork performance started in 1992. These works raise issues
of collective production, experiential and durational performance, valuing the production
process as a meditation on making and a focus for dialogue. Artists often turn to folk
or craft culture for both metaphorical and tactile exploration of social and hand-made
production, situating art practice within the everyday.

Each generation has its radical crafters. In the 1980s, the publication The
Subversive Stitch: Embroidery and the Making of the Feminine was inspired by the
exhibition of the same name curated by Pennina Barnett, and the AIDS Memorial
Quilt gained global media coverage.! But it took the 1990s generation for the DIY
and Craft movements to be aligned with socially engaged art, and the 2000s for craft
to be thoroughly subsumed within popular culture. The Calgary Revolutionary Knitting
Circle (est. 2000) carries out Knit-In’s and Peace-Knit’s as public protest within the
peace and anti-capitalist movements. In a more gentle reclamation of public space for
creative action, London’s Cast Off Knitting Club (est. 2000),2 organises public knitting
in locations such as the Circle Line.3 But the most iconic symbol of activist craft
is a protest against Denmark’s involvement in the Gulf War by Danish artist Marianna
Jorgensen. She coordinated the collective production of a pink knitted cover for a M.24
Chaffee tank exhibited in Time at Kunsthallen Nikolaj, 2006.4

In these practices the social, performative and critical discourse around the work
is central to its production and dissemination. Here craft is not simply a luddite desire
for the localised handmade, but a social process of collective empowerment, action,
expression and negotiation. In the Craftivism exhibition at Arnolfini (2010) art-activist
craft practice is increasingly performative and interventionist, although its efficacy
is subdued by the aesthetics of the gallery context, where works become a symbolic
model of themselves more akin to a design proposal, rather than transformative of
a social or political space.

At the same time the massive resurgence in contemporary craft online (stitch
‘n’ bitch, www.ravelry.com) has been made possible through the social connectivity
of the web and it’s use by communities of interest and practice. Here the stitches
aren’t perfect, the patterns are circulating, the politics evolving, but the correlation
between craft and free libre open source culture is not always apparent.

Will knitting spark revolution? Or are Molotov cocktails the answer?
This often-gendered polemic offers military violence as an effective political tool,
whilst undermining non-violence as woolly activism. It’s important to take on this
challenge within a cultural as well as a political framework for political change,
identifying the misnomers, and revisiting the activist history of women’s Non-Violent
Direct Action.

Firstly, the complex and multiple approaches to Craftivism are as diverse as
approaches to art and activism. Individual commitment to follow through political ideals
waxes and wanes with the economy and socio-environmental fears, and can be trapped
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in the impotency of neo-liberal political normalism where capitalism is seen as natural,
and therefore the only way of organising labour and value.5> But whilst it might seem
trite to claim to be saving the world by sewing a button on your shirt, it becomes

a political act when thousands of shirts are thrown into landfill simply because they
are missing the very same button. Making and mending by both men and women

is an expression of material and environmental care and often a necessity, regularly
perceived as too specialist and time consuming. Even DIY culture reveres the creation
of new products over repair of the old.

But mixed up in the revolutionary fervour is a passion for domestic making
epitomised by the fashion for knitted cakes.® Rather than a call for social reform,
nostalgic creativity mimicking 1950s feminine ideals seems to intentionally confuse
attempts at criticality. Instead of acknowledging the feminist politics of knitting
to reclaim public space, knitted cakes attempt to re-value domestic skills and
re-glamorise motherhood, snapped up by the ‘yummy mummy’ phenomena of older
mothers with disposable incomes. In other words, knitted cakes symbolise capitalist
recuperation of feminist critique. The cupcake is nearly synonymous with chocolate
as the answer to ‘what women really want?’ further commercialising women’s desires
as bodily sustenance and nurture without nutrition or subjective choice. Unlike the
1950s post-war advertising of labour saving devices enticing women back into the
home, the knitted cupcake is a uniquely female celebration of domestic space and
work. But the nostalgia for wartime ‘make and mend’ where women were often in
charge of a household economy in the old-fashioned sense, has been translated into
a contemporary shopping extravaganza consuming brands such as Nigella Lawson
and Cath Kidston. As Charlotte Raven writes in her article ‘Strike a Pose: How the
‘new feminism’ went wrong: from pole-dancing lessons to baking cupcakes, modern
woman thinks she can do it all’:

The Madonna-ised woman views femininity as a tool for getting what she wants,

whatever that might be. In this moment it is more or less compulsory for intelligent

women to reveal a passion for baking cupcakes. The domestic goddess is a pose,
not a reversion to old-style femininity. Now that ‘attitude’ is out, and old-fashioned
feminine virtues are ‘in’, so Madonna-ised woman is ready to reveal that cake-making
is her number one ‘guilty pleasure’.8
Craftivism sells itself short when it attempts to identify itself with the frivolous and
non-essential activities of baking cakes, knitting cakes, and eating chocolate. Moore
and Prain’s book Yarn Bombing (2009) adopts military terminology to give a ‘cool’
edge to knitted interventions in public space.® This flirting with opposite materials,
network models, and gender stereotypes, lacks self-critique of its use of language.
It’s no coincidence that Moore and Prain acknowledge the “never-ending supply of
chocolate” to enable them to write Yarn Bombing. 10

Knitted cakes are also an irritatingly joyful distraction from the important history
of craft as Non-Violent Direct Action (NVDA), from Ghandi’s handspun fabric to the
Greenham Common Women’s woven-web blockades,!1 and AWE Aldermarston Women’s
knitting actions.12 NVDA is direct form of activism which works at the point of power
transaction. The action seeks to prevent an exercise or an abuse of power by disrupting,
interrupting or transforming it. NVDA, like much socially-engaged art, functions as both
gesture and agency. Here the simplest action is carefully planned to take or reveal
responsibility for a socio-political convention, explored through collective creativity and
individual volition. It is active resistance and transformation.

The ‘pink wool’ phenomena in contemporary knitting culture was used to maximum

88

effect in Jorgensen’s Pink M.24 Chaffee. Whilst a seemingly fleeting gesture, the image
of the pink shrouded tank circulating on the Internet can be understood as part
of the effect of the work itself. This symbolic transformation of military hardware into
an object of comic irony seeks too disarm the offensive stance of a machine justified
by its defensive capability. Whilst the sinister Trojan undertones of disguising a real
weapon as soft and fluffy lead us to review the deaths from ‘friendly’ fire, as well as
the women and children who suffer the largest percentage of deaths in most conflicts.
Activist craft has many forms of symbolism and disguise. | remember weaving bracken
into the fence at Greenham to disguise a hole in the perimeter fence cut by peace-women
on their way to dance on the cruise missile silos. The web was a powerful symbol
of networked participation at Greenham before the Internet was in public use. Meters
of patchwork wrapped the airbase whilst others wove webs of wool across the bodies
of women lying in the road blockading the gates.13

The Greenham women put into practice the concept of conflict transformation
rather than conflict resolution, using fabric, metaphor, song and physically obstructing
the British-American Nuclear Weapons programme. In 2006 the pink tank is also an
effective Craftivist gesture transforming the hardware through soft-wear. The tank
is a manifestation of military expansionism traded and paraded globally, but its pink
outfit proposes an alternative of care, compassion, or conflict transformation. But most
importantly the Pink M.24 Chaffee enables, or should enable, an alternative critical
discourse about global militarism. If the cover prevented the use of a tank in conflict,
it would be an effective direct action.

Does Craftivism reinforce gender stereotypes?
Craftivism, when muddled up with the retro feminine fashion for knitted cakes can
be seen to reinforce gender stereotypes.14 However, as the Craftivism exhibition
demonstrates, the issues of openness, economy, ecology and reverse engineering
are consistent across all kinds of creativity including electronics, engineering, poetry
and baking.15 The hybrid tech-craft culture is also evolving through Maker Faires which
include all kinds of programming, electronics and knitting, providing opportunities
for cross fertilisation of ideas and practices, experimenting with wearable technologies
and increasingly including women'’s tech groups.16

However, the commercialisation of knitting blurred by those darned cakes,
confuses the political intention of activist craft. The work is too often promoted as
cool, daydreaming, ‘stupendous feats’,1” but we urgently need a more critical vocabulary
for unravelling the relentless media support of war and its ‘heroic’ deaths, and an
intellectual feminist critique of engendered militarism.18 This invites a rethinking
of female relationships to technology beyond a softening of military hardware. In the
Open Source Movement, women are creating spaces for peer2peer learning of technical
processes both in hardware and software.1°

The popularity of DIY is a modern response to the separation of labour and
domestic skills, and the legal restrictions on making and mending anything, but
specifically electronics. Using the hacker language of reverse-engineering as
a learning process — taking apart your jumper or video player to learn how to fix or reuse
it — is very different from buying a knitted cupcake complete with strawberry frosting,
even if it is locally made. Womens’ networks such as MzTek.org in London takes
a playfully serious approach to developing spaces for women to learn technical skills,
balls of wool and knitting needles are replaced with arduinos and a soldering iron.
Here women are learning the craft of electronics, de-black-boxing their Casio along
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with their wardrobe. The culture of DIY is applied to coding and knowledge production,
as well as developing practical skills and resources.

Alongside the cutesy approach to selling craft back to women as a form of artificial
liberation, another form of capitalist recuperation is taking place in the word of DIY. The
commercial adoption of low-tech, DIY aesthetic by mainstream advertising for globalised
mass production has led to the mass production of non-ironic artificially distressed
new products (think pre-scuffed shoes, distressed furniture and jeans).20 At this point
the more reified production of contemporary visual art has the opportunity to reclaim
its stake in critiquing visual expression through complex and problematic forms.

The Open Source Embroidery project examines the moment at which craft gives up

its aspirations to join the fine art market, and engages with contemporary visual art
discourse on participation, production and distribution. Instead Open Source Embroidery
invests in process, dialogue and social relations that transform the very idea of culture,
reclaiming making and thinking from the cultural industries, and situating it at the heart
of social and technical communications networks.

There are many cultural, political and aesthetic arguments for creative practice
that engage in cultural shifts and transformations for a political project. In part these
practices keep a window of activity in the encroaching private control of public space,
but at their best they equip practitioners with skills, confidence, networks and working
methodologies for direct action wherever it might be needed.
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ANALYSIS OF THREE EVENTS

The forcible denial of my right to proceed with my ideas, whether by Exxonmobil
in 2000, or by Emschergenossenschaft at the behest of Fraunhofer Institute

for Applied Information Technology in 2009, or by the BND regarding our
Chernobyl investigation in 1986, results from a misunderstanding of the new
concepts with which I have worked. Such is normal with the ‘new’ that is art.
The misunderstanding has led, in each case, to a denial of, or revocation of,
the property rights of me and my colleagues.

In the Exxonmobil case, the right was to pursue a research project with

a grant from The Lilly Foundation, for $2 million. The research was for
sustainable removal of hydraulic and biological vigour within catchments.
Exxonmobil thought I was trying to find a new source of energy, and they
acted pre-emptively, not unlike a Mafia hit squad. The action was devastating
(not just to me and my colleagues, but also to the offeror — he had a heart
attack). Exxonmobil did not notice that I was actually trying to find a
sustainable way of working with an entire ecosystem. Exxonmobil cannot grasp
this idea. We can see this with their current algae-to-energy schemes, which

I would not be able to ever say, to investors or buyers or the general public,
that I had any property rights or reputation, any ability to do business, in
what I had proposed to do.

A relation of trust, essential to conducting any project, was systematically
violated. Even at the end, I was expected to have zero stake in any ‘Technik’
that would be conducted, but then asked to spend hours in discussion, hence
consultation, with one of the suppliers of equipment for the ‘Technik’. In
effect, I was asked to give away all that I know and am, assuming photo and
video documentation, to a third party.

In the Emschergenossenschaft case, I was repeatedly and systematically denied
any chance to continue with the work I had started to do in preparation for
the EmscherKunst show. The Emschergenossenschaft caved in to demands by

the Fraunhofer Institute to let them, not the artist, be the main researcher,
developer and author, together with a few local staff scientists, of what the
artist had proposed.

Damage to the artist has probably already been done, in that now, all that
he had pioneered and risked his reputation to develop is being researched

are commodity oriented and monocultural, not ecosystemic. Thus, a ‘good idea’
was thwarted.

In the BND case, wherein the agents said I was “not qualified” to make analyses
of satellite data which my company had purchased, they think that the issue
is one of scientific credentials as mandated by politically-approved entities,
like universities or the State. But for me, the issue was one of my right, and
even duty, to exercise the US Constitution’s Bill of Rights: namely, to act in
a well-organised civilian organisation to ‘bear arms’, or military technology,
as appropriate to public defence (Second Amendment), and to publish what

I know, letting the public decide (First Amendment). My rights were fortified
by a technical fact: any scientist or institute, or rival entity, could
purchase the same satellite data and conduct similar or different algorithmic
analyses, to confirm or contradict my published conclusions; whatever I did was
fully open to public review and correction. This indeed occurred: the London
Times article about the findings of my company was prompted by disclosures

to the Times from another scientist, who purchased the same data and proved
my findings to be correct. The BND did not understand my commercial and
citizen’s rights, being fixated on the notion that such satellite data must

be handled only by ‘professionals’.

In the Emschergenossenschaft case, the issue was how to efficiently harvest
a wide range of biomass sources for seasonal production of biogas, with
challenges including where and how to cut, what boats to use, what wagons to
use, what silage to set up, where and when to collect, and with what people,
and at what level of expertise. This cluster of challenges was interpreted
by Fraunhofer as chiefly a question of adapting a ‘mini-fermenter’ designed

and developed, with deep pockets of State funding, in a way the artist can
never access.

The German Constitution may have also been violated. The Constitution,

in Article 5, declares that art, like literature, journalism, scholarship,
science, is ‘free’. That is, it is not subject to State control. But what
is the handing over of an artist’s initiative to a State-funded entity

by another state funded organisation for the benefit and authorship

rights solely of that State-funded entity and related state assignees,

but a subordination of the artist’s work to State control?

In the Exxonmobil case, the artist lost a possible $2 million, and the
initiative for a project in New Zealand, as in Indiana, was lost — for
about a decade.

In the BND case, the government managed to appropriate all the data tapes left
in Munich, such that regaining the property purchased by the company, and then
reprocessing that property to yield similar-quality images, could cost around
40,000 Euro.

In the Emschergenossenschaft case, the danger was that two decades of work,
built on three decades of publication, always featuring the ‘sehr gute Idee’
of harvesting waterplants, not land plants, to yield biofuels, would be
permanently lost. All the public credit for such an idea would be taken from
the artist, if the project went ahead as the Emschergenossenschaft planned,
never to be regained.

for a very different digestion task. I had an ecosystem-wide query, involving
a river basin and its dammed or stilled waters, and the scientists had — as
their own report declares — a commodity query.

It is commonly thought that in the 21st Century we people of the civilized world
would behave better than we had in previous centuries. But humanity doesn’t
change. The battles of the 20th Century over access to petroleum will be replaced
by battles in the 21st, with the same brutalities, over access to renewables.
But with the Emschergenossenschaft case, a much-more serious violation of

rights occurred than in the other two cases. Whereas Exxonmobil and the BND

had intervened from the outside, the Emschergenossenschaft intervened from PETER FEND

within. I was invited to enter into a close consultation with them, and I

was encouraged to give them ‘my best’. I did. I gave them the best ideas and

proposals I could muster. I poured months of time, energy, goodwill, contacts

and money into the submission. I did so with the understanding that if the

project were ‘machtbar’, or do-able, then I could proceed with it. But the

Emschergenossenschaft, probably most due to an administrator there, decided

that any project I proposed could only be do-able by third parties, other

than me, and could only be done if I had no property rights, research and

development role, or other practical relation to what I proposed. From

within the confidentiality of a full disclosure by me to a trusted entity,

the Emschergenossenschaft, I was to be stripped of any future role with

my own ideas. If I were to proceed with the EmscherKunst show as they planned,
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In August of 2007, at the high point of the British summer holiday season, flights out
of Heathrow were delayed and disrupted by environmental campaigners demonstrating
against the environmental impact of our ever increasing love of cheap flight.

The television news images were revealing. The television news images were
illustrative: on the one hand environmental anti-flight protestors camping out near
the airport predicting environmental destruction, and holding wanton flight as an
unnecessary and guilty activity which is destroying the world we live in, for now and
the future. On the other hand: families in their shorts and flip-flops with their screaming
toddlers, queued up like cattle to pass through airport security, desperately hoping to
get their two weeks of sunshine before they have to come home to work for the rest
of the year.

The latter looked mostly despondent and annoyed — at flights delayed and hold-ups
which were coming at the end of long months spent looking forward to two weeks of
(almost) guaranteed sun and relaxation. But they also looked a little sheepish: guilty,
perhaps uncomfortable, at the thought that their holiday could have become the focus
of such national media attention. The former looked inspired and utopian: ready to party
to save the world from the needless, selfish, destructive hubris of those who would seek
relaxation and sunshine without a care for their environmental footprint.

For me, these combined images — of sheepish, uncomfortable holiday-makers
who had never considered their holiday as anything other than a right; and anti-flight
campaigners, optimistic, themselves in holiday-mood, cheered by the attention they
were receiving, and chastened by the over-determining importance of their cause -
revealed a number of aspects of the contemporary narrative on environmentalism.

The first and clearest aspect of the anti-flight campaign was its demand that
holiday-makers should be made to feel guilty: guilty for their carefree abandon

of daily responsibility, guilty for the damage they would bring to the environment,
and guilty that they had not even considered any of this before booking their
flights online. The anti-Heathrow protestors had arrived to offer moral salvation.

The second, and somewhat ironic, aspect was the seriousness with which the
campaign of these would-be radicals — purposefully taking up a position as
outsiders (outside the airport, outside the mainstream, outside the guilty
masses) — was discussed by news reporters and media commentators. Despite
their outsider image, the anti-flight, anti-Heathrow, anti-holiday protestors were
a major mainstream force in political discussion.

The third, and rather disillusioning, aspect was the depressing message that was
being expressed behind the appearance of revolutionary utopianism: that the
onward march of human development, technology and leisure is unnecessary and
destructive. For all their apparent optimism about the possibility of a better world,
the world they seemed to propose would involve none of the ease, abundance and
guiltless consumption that was once the very essence of utopia.

In response to these contradictory elements of the environmentalist narrative, the
Manifesto Club, an organisation of which | am the co-founder, launched a campaign
to Celebrate the Freedom of Flight. We argued that the vast expansion of flight over
the past few years — particularly cheap flight — has been experienced as liberation
for millions of people. The achievement of flight, dreamed of for millennia, is a great
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human achievement, and its effects over the past 50 years have been hugely positive:
to bring the world closer together, to allow people to visit and experience new cultures
and see the wonders of the world up close, to allow people to form relationships across
borders, to have lovers in far-flung places, and to move, to work, to earn money, to
support their families in the developing world. We further argued that the more recent
vast expansion of low-cost air travel was a profoundly democratising moment: because
it meant that the kind of travel that was once reserved for the iiber-rich was now
something that we could all benefit from. And we said that we shouldn’t feel guilty
about that - on the contrary, we should celebrate it.

Flight, in my view, and the moralised discussion around it, is one of the most
illustrative examples of the profoundly anti-humanistic underpinnings of the
environmentalist narrative. Flight is often viewed as an ‘addiction’ pursued for
wanton, selfish ends. Mark Ellington, founder of Rough Guide, argued that we suffer
from Binge Flying; and the think-tank the IPPR recently proposed the introduction
of health warnings at airports, much like those now put on cigarette packets, to help
cure people of their addiction to cheap flights.

The environmental campaigner Geroge Monbiot explains this logic thus:

Many of the things we have until now understood to be good — even morally necessary

— must now be seen as bad. Perhaps the most intractable cause of Global Warming
is ‘love miles’: the distance you must travel to visit your friends and partners and
relatives on the other side of the world. The world could be destroyed by love.
What | think we see here is that a broad-based concern about modernity: its productive,
consumptive, perhaps meaningless, industrial, polluting activity comes to be located
at the level of individual morality and individual action: so it is by changes at the level
of individual action that pollution can be tackled and consciences can be cleared.

Leo Hickman, the Guardian’s Eco-Man, expressed the underlying sentiment well
in his Life Stripped Bare: “Everything we do (from the mangetout we eat that is flown
from Kenya, the TV we watch, the cosmetics we use, the newly painted nursery for the
children we are expecting to be born) has a negative knock-on effect — we should try
to reduce our impact on the world wherever we can.”

The underlying logic of this environmental narrative is that of recognising that
human action in the world causes harm, human activity has an impact, and the less
our actions, the less our impact, the better the world will be. Ultimately, we have
a moral script and ethical code of conduct, which starts from the assumption that
human actions are bad, and moves to the conclusion that therefore the less we act,
the better the world will be.

The problem, | think, is not just the anti-humanist nature of this structure of
thinking; it’s not just the symbolic and gestural nature of this underlying logic, but
it’s that it ultimately leads to a celebration of inaction — and | suspect, therefore,

a decreased capacity to resolve the problems the environment throws at us, as well
as a diminished aspiration for the kinds of social organisation and action that we will
have to pursue if we actually want a world of greater equality, of greater well being,
and of greater social justice.

As the environmental narrative demands that we should feel guilty for the ever
greater ease by which we live our lives, it seems perfectly fitted to fill the vacuum
left by our broad-based disaffection from organised religion - it provides a moral
script for virtuous living, a clear contrast between good and evil, and a step by step
guide to individual salvation. It is perhaps for this reason that the environmentalist
narrative, for all its radical outsider self-image, and all its dreams of a better tomorrow,
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has been so easily adopted by the mainstream. Politicians of every shade of gray, church
leaders, money-making capitalists and business interests, as well as local councils and
daily workplaces, have all been easily able to adopt a language and ritualistic practice
demanded by the environmental narrative.

The current public discussion about flying fails to recognise the role that flight
plays in our daily lives. Up to 1.5 million of us pass through Heathrow every week in the
summer months, but we are being asked to limit our travel or atone for our emissions
with carbon offsets.

However many environmentalists ask us to feel guilty for every flight we take, the
reality is that we continue to fly — more often, for longer, and further. The possibility of
a cleaner, faster and more efficient system of air travel is well within our grasp. The truly
radical counter-cultural, anti-establishment, humanist act, might be to recognise and
then to celebrate that fact.

James Panton is a politics tutor at St John’s College, University of Oxford, and co-founder of the radical civil liberties campaigning
group the Manifesto Club.
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There are few things more topical than war, and the art-world loves to reflect
on the topical. The proliferation of biennials — global platforms very often
themed around ‘globalism’ and other global issues — around the world is
one of the main structures perpetuating this trend, which subsequently
filters down to museums and galleries. For me, the question is not about
the legitimacy of conflict as a thematic for art, but more about the nature
and legitimacy of the intention in presenting work about such subject
matter, the specific strategies employed by artists and institutions to
engage with the issues, and the relationship to audiences. The UK, like
any other nation (but perhaps as we’ve been more implicated in it over
recent years), has had a fair amount of exhibitions and discussion events
on this subject.

An exhibition that I've often found to be a good example for discussion
is the ICA’s Memorial to the Iraq War, 2007. This group show presented
a number of proposals by an international selection of artists invited to
produce a memorial (as opposed to a monument) for the war in Iraq. Some
of the proposals were incredibly interesting and thoughtful in terms of their
political engagement and response to
such an invitation. Yet there were two
things that struck me as being truly
limiting. Firstly, looking around at all
the other visitors, | was reminded that
a very specific kind of demographic
visits the ICA and because of this, the
exhibition felt like it was ultimately only
preaching to the converted. And secondly,
the exhibition really was about its own
potential - for the possibility of some
of the proposed memorials being realised
and sited within the public realm, thus offering a whole different type
of encounter with the work and the issues. To date this hasn’t happened,
though | understand it has been investigated. Somehow, the subject
matter of the exhibition made the relationship with its audience seem
absolutely essential.

Memorial to the Iraq War was very much a straight-to-the-point kind
of exhibition. It looked head-on at a major geo-political issue that still
continues to unfold, situated within the capital of a nation implicated in
the offensive. But is this kind of direct critical-engagement always the most
affective way of producing political art and exhibitions? Curator Maria Lind’s
essay from 2004 entitled ‘This Is Going To Be Really Funny: Notes on Art,
Its Institutions And Their Presumed Criticality ‘ discusses the issues
involved with ‘political’ or so-called ‘critical’ art, and the intentions behind
its production.! She eloquently creates an analogy between the act of telling
a joke and the declarations inherent in much political art. It basically goes:
if when you’re about to tell a joke, and before you tell the joke you make
the declaration: “This is going to be really funny”, then in all likelihood the
listener is probably not going to find the joke funny. There’s just something
about the initial declaration that diffuses the humour - the surprise factor
is removed, and you can prepare in advance for something coming up that

101



Left: For Queen and Country, Lance
Corporal Benjamin Hyde, Adjutant
General’s Corps (Royal Military

Black Sea Files,

Episode 3: Enjoy Poverty, Renzo Martens, 2009

Courtesy the Artist, Wilkinson Gallery,

Galerie Fons Welters.

Police), Died 24 June 2003, aged

23, Steve McQueen, 2007

Ursula Biemann, 2005

Courtesy the artist

might be funny. A similar thing could be said for critical art. If you initially
make the declaration that your work is going to be highly critical, it is
likely to lose its criticality straightaway. You pre-empt the impact of your
own practice. | tend to agree with Lind’s thoughts, and wonder whether

a certain ambiguity with your intentions can lead in the end to a more
potent criticality.

Take for example, artist Steve McQueen’s project For Queen and
Country (2007), which the artist produced as a result of his position as
the UK’s official war artist. The work is a proposal for a series of 98
postage stamps each depicting a different member of the armed forces
killed in Iraq. There was, and still is, much resistance to the stamps from
the Ministry of Defence, and the Royal Mail have turned down the proposal.
Curiously, the public response to the work - exhibited at the Great Hall at
Manchester’s Central Library — was overwhelmingly positive, whether or not
individuals were for or against the war. But McQueen’s stated intention for
the work is decidedly ambiguous, neither pro nor anti-war. The absence of
such a declaration of clear opinion has left a space for interpretation that
allows for a much more discursive response, as well as a more direct level
of engagement with the issues.?

Video art is a ubiquitous medium in relation to this discussion. Video
appears a lot in biennials because it is considered a kind of ‘lingua franca’ -
an international intermediary language, and is often used by artists to (re-)
present crisis and conflict. Ursula Biemann
is an example of a practitioner who yields
the camera in pursuit of an array of
issues of geo-political concern, everything
from trans-Mediterranean migration to
the oil industry’s path of destruction.

In works such as Sahara Chronicles (2007)
and Black Sea Files (2005), Biemann
documents the plight of individuals
affected directly by imposed hardship

and injustice. In contrast, Renzo Martens’
mildly controversial video Episode 3: Enjoy
Poverty (2009) critiques both the neutrality
and reality captured by the camera lens,
as well as suggesting that a lot of art
merely postures as an agent of social
change purely for cultural capital. The
work documents the poverty journalism
industry in the Congo, where Western
journalists sell their images of extreme
hardship resultant from the apathy of
corporations or ineffective aid to the
Western media. Proposing to the affected
Congolese that they capitalise through self-exploitation, by cutting out the
intermediary and taking images of themselves, Martens’ interventionist
approach sets up a situation that brings to light the futility in reversing

the hegemonic space between the subject and the gaze. This futility also
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Istanbul Protest
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in turn creates a provocative comparison between the lens of the poverty
journalist and the lens of the pseudo-documentary video artist. It’s very
rare that either form genuinely helps the individuals they are portraying,
and in real terms they only help those in control of representation, whether
for financial or cultural progress. Don’t they both exploit the exploited?

The spontaneity in responding to conflict or impending crisis, has also
become a polemic in itself. A few years ago | was invited to participate in
a workshop in Amman organised by the European Cultural Foundation (ECF).
It brought together a number of practitioners from around Europe and the
Middle East region, temporarily forming a ‘Mediterranean Reflection Group’
for discussion of a range of issues intended to inform policy decisions by
the ECF. The most memorable discussion was about the artist’s role in times
of crisis, and included presentations by the Beirut-based musician and artist
Tarek Atoui, and the Istanbul-based writer, curator and self-confessed
‘neo-anarchist’ Erden Kosova. Between the two of them they managed to
form an extremely insightful and useful polemic on crisis and conflict, and
their affects on artistic practice. Atoui discussed the impulse he and other
Lebanese artists experienced to produce work during and immediately after
the 2006 Israeli invasion of Lebanon. The work, generally speaking, was
highly politically orientated — mostly reflecting on the trauma of the crisis —
and in hindsight, many of the artists considered these particular works to
be among the worst of their careers. They were embarrassed that they had
reacted in such strange, irrational and ‘expressive’ ways and suffice to say,
most of these works will never see the light of day.

Kosova on the other hand, discussed
some of the work produced around the
time of the assassination in early 2007
of the high-profile Istanbul-based Armenian
intellectual Hrant Dink, in a politically
motivated attack. Some artists responded
to the specificity of this situation in ways
that were very public, and very sensitively
‘inserted’ into the aftermath of an event
of such national significance. Before his
death, Dink asserted that in the event of
his assassination (which he could clearly
imagine happening), he would prefer the
public not to protest vocally or through
large banners, urging instead a silent,
more thoughtful response. His funeral was
also the largest public march in Istanbul
for nearly 20 years. (This was an occasion
by chance | happened to have witnessed,
as it took place on the same day as the
opening of an exhibition | co-curated
at Platform Garanti artspace was meant
to happen. In the end we chose to cancel
the opening and decided to go and join the procession, along with most
of the Istanbul art community.) One image from this day, that | subsequently
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learned through Kosova’s talk was actually an artistic project, was
particularly memorable. This was the abundance of small, round table-
tennis-bat-sized placards that numerous people seemed to be holding that
read simply “We are all Armenians”. They could only have been produced
at very short notice, but they had been distributed widely. The message
was clear, and it was an example of how a simple insertion in the public
realm that countless people participated in collectively, could give
a quiet yet clear message to the Turkish authorities. Here, Kosova provided
an example of a specific political situation that created an opportunity
for an artist to respond in a way that would have been impossible under
‘normal’ circumstances.
The two issues here — the dichotomy between the traditional spaces
for art and the wider public realm, and the specific strategies employed
in declaring such critical engagement — seem to me to be the essential
considerations in the presentation of such politically engaged art. Imagine
the scale of the discussion that might ensue if Steve McQueen’s proposed
stamps were ever produced and issued. Politically engaged art is always
somehow a responsive act, and the level of engagement and control in
this response also seems to have a major affect, artistically speaking,
on the art produced. It’s clearly not easy to negotiate all these factors,
the conditions of which are often determined by the nature of violence,
crisis and conflict. The fog of war indeed.
1. Lind, M. “This Is Going To Be Really Funny: Notes on Art, Its Institutions And Their Presumed Criticality.”
Spin Cycle. Bristol: Spike Island and Systemisch, 2004: 33-4.
2. The campaign to have the stamps produced by the Royal Mail is ongoing with an online petition
<www.artfund.org/queenandcountry>.

Nav Haq is Exhibitions Curator at Arnolfini.

An earlier version of this text was originally commissioned and published by Axis in the Dialogue webzine:
www.axisweb.org/artandconflict
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Everyone is an artist. This would seem a simple enough place to begin; with a statement
connecting directly to Joseph Beuys, and more generally to the historic avant-garde’s
aesthetic politics aiming to break down barriers between artistic production and
everyday life. It invokes an artistic politics that runs through Dada to the Situationists,
and meanders and dérives through various rivulets in the history of radical politics and
social movement organising. But let’s pause for a second. While seemingly simple, there
is much more to this one statement than presents itself. It is a statement that contains
within it two notions of time and the potentials of artistic and cultural production, albeit
notions that are often conflated, mixed, or confused. By teasing out these two notions
and creatively recombining them, perhaps there might be something to be gained in
rethinking the antagonistic and movement-building potential of cultural production:
to reconsider its compositional potential.
The first notion alludes to a kind of potentiality present but unrealised
through artistic work; the creativity that everyone could exercise if they
realised and developed potentials that have been held back and stunted
by capital and unrealistic conceptions of artistic production through mystified
notions of creative genius. Let’s call this the ‘not-yet’ potential of everyone
becoming an artist through the horizontal sublation of art into daily life.
The second understanding of the phrase forms around the argument that
everyone already is an artist and embodies creative action and production
within their life and being. Duchamp’s notion of the readymade gestures
towards this, as he proclaims art as the recombination of previously
existing forms. The painter creates by recombining the pre-given readymades
of paints and canvas; the baker creates by recombining the readymade
elements of flour, yeast, etc. In other words, it is not that everyone will
become an artist, but that everyone already is immersed in myriad forms of
creative production, or artistic production, given a more general notion of art.
These two notions, how they collide and overlap, move towards an important focal point:
if there has been an end of the avant-garde, it is not its death but rather a monstrous
multiplication and expansion of artistic production in zombified forms. The avant-garde
has not died, the creativity contained within the future oriented potential of the
becoming-artistic has lapsed precisely because it has perversely been realised
in existing forms of diffuse cultural production. ‘Everyone is an artist’ as a utopian
possibility is realised, just as ‘everyone is a worker’. This condition has reached
a new degree of concentration and intensity within the basins of cultural production;
the post-Fordist participation-based economy where the multitudes are sent to work
in the metropolitan factory, recombining ideas and images through social networks
and technologically mediated forms of communication. We don’t often think of all these
activities as either work or art. Consequently it becomes difficult to think through the
politics of labour around them, whether as artistic labour or just labour itself.
The notion of the Art Strike, its reconsideration and socialisation within the
post-Fordist economy, becomes more interesting and productive (or perhaps
anti-productive) precisely as labour changes articulation in relation to the
current composition of artistic and cultural work. The Art Strike starts with
Gustav Metzger and the Art Worker Coalition and their call to withdraw their
labour for a minimum of three years from 1977-1980. Metzger’s formulation
of the Art Strike is directed against the problems of the gallery system.
Metzger’s conception was picked up by Stewart Home and various others
within the Neoist milieu who called upon artists to cease artistic work
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entirely for the years 1990-1993. In this version, the strike moves beyond
a focus on the gallery system to a more general consideration of artistic
production and a questioning of the role of the artist. In the most recent
iteration, Redas Dirzys and a Temporary Art Strike Committee called for
an Art Strike as a response to Vilnius, the capital of Lithuania, becoming
a European Capital of Culture for 2009. The designation of a city as a capital
of culture is part of a process of metropolitan branding and a strategy of
capitalist valorisation through the circulation of cultural and artistic heritage.
(In Vilnius this has played out through figures like Jonas Mekas, George
Maciunas, the legacy of Fluxus, and the Uzupis arts district.) In Vilnius
we see the broadening of the Art Strike from a focus on the gallery system
to artistic production more generally, and finally to the ways in which artistic
and cultural production are infused throughout daily life and embedded within
the production of the metropolis.
The Art Strike emerges as a nodal point for finding ways to work critically between
the two compositional modes contained within the statement “everyone is an artist.”
An autonomist politics focuses on class composition, or the relation between the
technical arrangement of economic production and the political composition activated
by forms of social insurgency and resistance. Capital evolves by turning emerging
political compositions into technical compositions of surplus value production. Similarly,
the aesthetic politics of the avant-garde find the political compositions they animate
turned into new forms of value production and circulation. The Art Strike becomes
a tactic for working between the utopian not-yet promise of unleashed creativity and
the always-already but compromised forms of artistic labour we’re enmeshed in. In the
space between forms of creative recombination currently in motion, and the potential
of what could be if they were not continually rendered into forms more palatable to
capitalist production, something new emerges. To re-propose an Art Strike at this
juncture, when artistic labour is both everywhere and nowhere, is to force that issue.
It becomes not a concern of solely the one who identifies (or is identified) as the artist,
but a method to withdraw the labour of imagination and recombination involved in what
we’re already doing to hint towards the potential of what we could be doing.
Bob Black, in his critique of the Art Strike, argues that far from going on
a strike by withdrawing forms of artistic labour, the Art Strike formed as
the ultimate realisation of art, where even the act of not making art becomes
part of an artistic process. While Black might have meant to point out
a hypocrisy or contradiction, if we recall the overlapping compositional
modes of everyone being an artist, this no longer appears as an antinomy
but rather a shifting back and forth between different compositional modes.
While Stewart Home has argued repeatedly that the importance of the Art
Strike lies not in its feasibility but rather in the ability to expand the terrain
of class struggle, Black objects to this on the grounds that most artistic
workers operate as independent contractors and therefore strikes do not
make sense for them. While this is indeed a concern, it is also very much
the condition encountered by forms of labour in a precarious post-Fordist
economy. The Art Strike moves from being a proposal for social action
by artists to a form of social action potentially of use to all who find their
creativity and imagination exploited within existing productive networks.
But, ask the sceptics: how can we enact this form of strike? And, as comrades and allies
inquire, how can this subsumption of creativity and imagination and creativity by capital
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be undone? That is precisely the problem, for as artistic and cultural production become
more ubiquitous and spread throughout the social field, they are rendered all the more
apparently imperceptible. The avant-garde focus on shaping relationality (for instance
in Beuys’ notion of social sculpture), or in creative recombination and detournément,
exists all around us flowing through the net economy. Relational Aesthetics recapitulates
avant-garde ideas and practices into a capital-friendly, service economy aesthetics.
This does not mean that they are useless or that they should be discarded. Rather,
by teasing out the compositional modes contained within them they can be considered
and reworked. How can we struggle around or organise diffuse forms of cultural and
artistic labour? This is precisely the kind of question explored by groups such as the
Carrotworkers’ Collective, a group from London who are formulating ways to organise
around labour involved in unpaid forms of cultural production, such as all the unpaid
internships sustaining the workings of artistic and cultural institutions.
In 1953, Guy Debord painted on the wall of the rue de Seine the slogan
“Ne travaillez jamais”, or “Never Work”. The history of the avant-garde
is filled with calls to “never artwork”, but the dissolution of the artistic
object and insurgent energies of labour refusal have become rendered into
the workings of semiocapitalism and the metropolitan factory. To renew
and rebuild a politics and form of social movement adequate to the current
composition does not start from romanticising the potentiality of becoming
creative through artistic production or working from the creative production
that already is, but rather by working in the nexus between the two. In other
words, to start from how the refusal of work is re-infused into work, and by
understanding that imposition and rendering, and struggling within, against
and through it.
Art Strike Biennial. <http://www.alytusbiennial.com>.
Carrotworkers’ Collective. <http://carrotworkers.wordpress.com>.
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