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MPOrPAMMA LYNEAPIOY

MMopookevi] 12 Mdiov

8.30-9.00 ITpocérevon, eyypo@ég

Mpmvi] cuvedpia

Anégotrol XxoAwv KaAwv Texvwv Kat enayyeApatikn anokatdotaon. 0 xapog tng eknaideuong
Yuvrovietiic: [dvvng Zidyog

9.00-9.15 IMopaokevn ['koMa, Avopéac Tomkag, PAdpva— Dobele: Mia copwmaikn sumeipio dicpedvnong twv Aeirovpyiav
THG TOTIKNG EIKACTIKNG TOPOYWYNS KO EIKOOTIKNG TOLOELOS

9.15-9.30 Owpoic KarovAitca-Tpoviov, «H maidaywyikh mpocéyyion tov Reggio Emilia» ko1 o poiog tov/tng atelierista.
AovaToTnTes epapuroyns oto EAMVIKO EKTOLOEVTIKO GOOTHUA

9.30-9.45 Zanem Moptaxn, H ekmaidevtixy diaotaocn e Zyoins Kalav Teyvav: Prouotikn nébnon kor copuetoyixés
EKTOLOEVTIKES TEYVIKES OTH OLOGKTIKY TTPAcH

9.45-10.00 Erévn Kdaprtoaxa, Mapiva Ilatcidov — Huadov,Mopio [Maradomovrov, H téyvy ¢ ORTIKOAKOVGTIKHG
EKTOLOEVONG OTH OCVUSOVAEVTIKN EVAAWTWY ouddwv: H ypiion twv ualikov uéowy extkovwviag oTtny KaTepTion ELYUYWTOV
EVALWTWV OUAIWY

10.00-10.15 Tempylog IMahdtorog, H Zoupfoln e Téyvns ompv apon tov Kowvwvikod amoxleionov - uio. mpotoon
katevBovong twv Lyolwv Ewkaotikdv Teyvav

10.15-10.45 Xv{nton

10.45-11.00 AwdAeypo

Mé£Bobol elkaotikng Sibackaliag. Mpotdoelg yia napepBaocelg oto Xwpo.

Xuvrovietig: [idpyog Aapng

11.00-11.15 Ayyshikny Avyntidov, 2toyaouog kai avaoTtoyacuog oTHY KaAMTEXVIKY EPEVVA KOI EKTAIOEVTH

11.15-11.30 Apiototédng Anuntpakomovioc, Beaux arts emayysAUOTIEGS EVOVTIOV EPOGITEYVMOV: OO TO GYYEAUO THG
OPYITEKTOVIKNG (WG OUOPPHS TEYVHGS, OTO TPOYUATIKO ET-CLYYEAUA

11.30-11.45 Barbara Stec, Stage design in urban space

11.45-12.00 laxwpPog Priyog, EAévy Topryaoty, Hpéones — lovliog 2017 Eiappés Karaoxevés: Epnuepn Eréufoon yio éva
Awoypovikd Mvyueio

12.00-12.30 Xv{ntmon

12.30-12.45 Adreipo

Mé£Bobol elkaotikng Sidackaliag. AlentotnHoOVIKEG NPOOEYYIOELG 0TO NESIO TWV EIKACTIKWYV TEXVAV.
YuvtovieTig: Mdplog ZnnAomoviog

12.45-13.00 Nora Lefa, Rada Cahtarevi¢, Re-reading the world

13.00-13.15 Fehim Hadzimuhamedovic, Against contemporary image “blindness”: Elementicity of image based on

phenomenology of visual perception



13.15 -13.30 Apng Mavpoppdtng, O “I'ewuetpixos Xapog” w¢ xwpog exppoons s oxéons Zwypagixng, Pilocopios ka
MaBnuotikaov

13.30 -13.45 Bopag Zoypboos, H TEyvn w¢ oynuo. yio. tv ovvedpeon ue tov Koouo

13.45-14.00 Ztédha Zvihoiov, Zyolég Ewcaotikadv Teyvadv, pnoppés odyypovng téxvie Kot WneLoKoTyTo,

14.00-14.15 Xv{nmon

14.15 Meonpeplovo Staretppo

Enionun évapén cvvedpiov
16.30-18.30 Xatpetiopoi

AmoygopoTtiviy ouvedpio

MéBobol elkaotikng Sibaokaliag: Ixeowakég npaktkég, Wnelakég Téxveg, ODwrtoypaepia.

Yuvrovietig: Takng Mréooag

18.30-18.45 IN"dvvng Z1dyog, Zyeol0kég EIKAOTIKES TPOKTIKES OTH GOYXPOVH EKTAIOEVTN

18.45-19.00 Avdpéag DAdpog, TEyvny - Ocwpia - Texvoloyia: éva. oLVOVAOTIKO OKOONUAIKO TAOIGLIO YIo. TV VAOTOINON
OVYYPOVWYV TEPOYPOLIUATOV GTIOVIDV GTO ONUIOVPYIKO TEOLO THS WHPLOKNS TEYVIGS KAL THS TEYVHS VEWY UECWY

19.00-19.15 ITovayuntng [amadnuntpdmoviog, 1o Oéua kar n Pwroypagio: Awo v mpdly, oty Bewpia, oty didoKTIKN THG
POTOYPAPIOG-WG-TEYVIG KOL TAVATOALY

19.15-19.30 Zvlnon

19.30-19.45 Awireppa

19.45-20.25 Kbpioc opinmg: Steven Henry Madoff, What is to be done?
20.25-20.45 Zv{nmon

20.45-21.15 Baoiing Kitoog, AtevBovrig Qosiov Prdpivag: Peottdh mdvov “O fyog Tov kapuPd” pe épya Satie, Debussy,

Schoenberg, Gershwin, Cage, Feldman, Brown, Glass kot TopdAAnin tpofoin Epymv EIKOCTIKOV KOAATEXVMV.

Xapparo 13 Maiov

8.30-9.00 ITpocéievon

Mpmvi] cuvedpia

Mpoypdppata cnoudwv Kat péBodol tng elkactikng dSitbaokaAiag.

YovToVIeTIG: Eevig Zoyivng

9.00-9.15 Mapyapita Pépnov, H wyvn tov wneidwtod wg diouecolofntixo epyoleio oty pobnoiaxn diodikooio.
9.15-9.30 AwpoBéa Kovtehetlidov, Ano tig mpwtomopies ota cLOTHILOTO. TEYVHG

9.30-9.45 Xtéhha Kooidov, «diekrepouwtixy didackalio ota Ewxaotika dev NOEITAI!y: amoweis portntav/piav tov
TEE.T (I1.A.M.) yio t d1dockalio twv Eikaotikov oto elinviko ayoieio

9.45-10.00 Evpopoeio Knmovpomoviov, Ymoxewuevikotnro kolliteyvov oe didnuuo. Ioidaywyikn kotaption Kol
EKTOLOEVON / TEYVN Kl KOAATEYVIKN JLAdpach



10.00-10.30 Zvltmon
10.30-10.45 Awireppo

YvuvtovicTpra: Apetr] ASapomovAlon

10.45-11.00 I'idvyng Kaotpitong, Baoiing Mrovlag, Ano 10 mwapedBov aro uéliov kai omo to uéliov ato mopeAdov
11.00-11.15 Zoeia Kvplakod, lpaxtikéc eéwotpépeiag otny eikaotikiy O100.0koAia

11.15-11.30 ®idmmog Kolopdpag, Zoyypoves epyootnplakés mpoKTIKES KOl DPPLOIKES UOPQES TEXVHG OTHV EIKACTIKY
o1dooKalio

11.30-11.45 Baciing Mrovlag, Kovotavivog TuAtyddng, EAeva Epéoylov, lakwBog ITavaydnovrog, Digital visual inter-
departmental studies

11.45-12.00 Kdotog Baoiieiov, H Oewpia t€xvng wg diopoppwtikd ototyeio tov odyypovov Koltéyvy

12.00-12.15 Zvltmon

12.15 -12.45 Avddeippo

TuvrovieTig: Avipéog Avopéov

12.45-13.00 T'havkn ['kdton, Hopelbov évoavtt mapoviog, Znueldoels yia. ) O1000KOAIG THG 10TOPIOS THG TEYVHS OE UIO.
ovyypovn Zyoin Kalav Teyvarv

13.00-13.15 Apet Adapononovrov, Eva meipopa yio, 0 O10aokoAia TS 16TOPIag TS TEXVIG

13.15-13.30 Zon T'odoom, Ano v aibovoa ot0 epyootiplo: ovVEPYOTIKES OPAOELS AVOUETO. OTA UOONUOTA 10TOPIOS TG
TEYVNS KAl TO. EPYOTTHPIOKG [HoOnoTo:

13.30-13.45 Oéuic Belévn, Eixaotikég téyves ka1 povaixi): A100euotikés mpooeyyioels oty KOAMTEYVIKN EKTOIOEDON
13.45-14.00 Apoario Pwokd, Iwg o diopoppwvotay évo mpdypoupa orovdwv Zyolns Eixaotikwv Teyvav, axoiovlovrog
™ Loyikn ETIAVONG TPOPANUATOV EVOS Unyavikob,

14.00-14.30 Zvltmon

14.30 Meonpeplavo dStaretppo

AmoysopoTiviy cuvedpia

Yuvrovietig: Oaviong Movtedmoviog

17.00-17.15 Twtiva Kopvélov, H avyrpotnon g kalliteyvikng ekrnaidsvons otic Axaonuies (16og — 190¢ a1.): kovwvika
TPOTAYUATO, KOl A10ONTIKES TPODTOOETEIS

17.15 -17.30 Baciing [MaoydAng, Amo tov dekdTov eVATOD €IS TOV VOV 0UVA.: OKEWELS CYETIKG, UE TIG BEWPNOELS TV TEYVHV
otV pitofaluio didackorio THS

17.30-17.45 Andotorog Kaipodmoviog, Narrative Spaces and Critical Environments

17.45-18.00 Harika Esra Oskay Malicki, The Possibility of Another Art School in the Turkish Context

18.00-18.30 Zvltmon

18.30-18.45 Awdreypa

18.45-19.25 Koprog opAntig: Luca Buvoli, Teaching and Making Art in Times of Fear

19.25-19.45 Zv{ftmon



19.45-20.30 ZtpoyyvAd tpanéll-cvintnon pe 8éna: Téyvy, Exraidevon, Koivavia

Yvvroviotig: [avvng Zioyac. Opintég: Topyog Aapng, Eda Merd, @aviong Movteomovrog, Zapog Eayopdpng,
Eevng Zayivng, Maptog Zrnidmoviog, Basiing ®opapdvrec.

20.30-21.00 Zv{qmon

Kvpuwoxn 14 Moiov

8.30-9.00 ITpocédevon

[pwwv cvvedpia

IX0AEG ElKaoTKWV TeXvAV: n oxéon HE TNV Kowvwvia Kat 1o eupUTEPO NOALTLOTIKG nAaioto.

ZUVTOVIGTIG: ZAPoG Eayopdpng

9.00-9.15 Tavvng Zwwyac, H Aoyoxpicio otnv Axaonuaixny Kowvotnra: n mepintwon g Aoyoxpiaiog tov Tunuotog
Ewcaotikadv kot Epopuoouévav Teyvav e DAiopivog (dexéufprog 2015)

9.15-9.30 Expnyvn lNavvnpapa, Kalliteyvikn exmaidevon kai Tpocouyikn Kpion — ipio Topodeiyuoto Spacemy 1wV QOITHTOY
g AXKT ue emikevipo v kovviki] 0160Taon THS TEXVHS KAl TOV KOLVMVIKO POAO THG EKTOLOEVONG

9.30-9.45 Christopher Fiillemann, Alexandros Kyriakatos, Mapping out Public Spheres

9.45 -10.15 Zvltmon

10.15-10.30 Awdrepo

IxoAég Ewkaotikwyv Texvwyv Kat 0 KOGHOG TnG TEXVNG. XOAEG ElKaoTikayv Texvav Kal olkovoylia.
XvuvrovieTpra: Eba Melda

10.30-10.45 Nixog IMatoafog, Akpipr| Avayvootaxn, Zoyypoves Zovepyorikés Ipoktikés oto Iledio twv Anuiovpyikdv
Erayyeludrwv

10.45 -11.00 Xtapdmg Fapyoidvog, Mépketvyk Ewootikov Ipoidviov : diadikacies koar MéBodor Ilwinoewv
Ecoorixov Ipoioviwv

11.00-11.15 Anpntpng Mviovac, O polog Zyolwv Exactikwv Teyvadv otny TepIPepEIort] OIKOVOUIKT], KOIVWVIKY Kol
rolitiotiky oavartoln: 1o mopaderyua tov Tunuarog Ewaotikddv Teyvav tov [avemotnuiov Avtikng Maxedoviag
11.15-11.30 Xpvcodra Bookorovrov, Teyves kat Ilepipepeiaxn Avamroén

11.30-11.45 ®davog Aovdog, I1i¢ o1 Art Fairs Exovv avouoppmoer Ty moykoouio, ayopd. TEXVHG

11.45 -12.15 XZvlqtmon

12.15-12.30 AdAepa

Xuvrovietic: Baoiing Oopafdvteg

12.30-12.45 OLipra Kvprakomodrov, Epapuocuévo. epyactipia: Amo ty Oecwpntikn Tpocéyyion otny TpoKTiky EQOPUOYH
12.45-13.00 Nikog Bacwoyapppakng, Ereva Aayovdn, Katepiva Mraptln, Aie&ia [Tavayorodrov, Ilwg i tekunpicwon
NG KOAMTEYVIKNG TOPOYWYNS TWV ONUIOVPYOV WPEAEL Tovg 101006, TS Xyoiéc Kalwv Teyvav kar v kowvwvio: uio
TPOCEYYLON THG KOAMTEYVIKNG TOPAYWYNS Paotoiévy ato. dedouéva

13.00-13.15 AwpdBeog Opopavidng, Exraidevtinés kou [loditiouikés kouvotouss koAés mpaxtikes- EvoioOnromoinon twv

TOMTOV 070, A0TIKG. KEVTPa € (THILOTO. ONUOTIOS 10TOPIOGC HETW TMWV EIKATTIKWOY EPYwV (0raifplag yAvmTikhg)



13.15-13.30 Baociukn Kavelhddov, EE anootdosws exraidevon ko Zyolés Koiwv Teyvav: n mepintwon twv MOOC
13.30-14.00 Zvlftmon
14.00-14.15 Awdreippa

14.15-14.55 Kopia opitpia: Jo Volley, Sharing Knowledge
14.55-14.15 Zvlton

14.15-14.30 An&n cvvedpiov

14.30 Exdpopn otig [lpéomeg

PROGRAMME

Friday, May 12

8.30-9.00 Arrival, registration

Morning session

Graduate students of Fine Arts Faculties and professional career. Methods of artistic teaching
Coordinator: Yannis Ziogas

9.00-9.15 Paraskevi Golia, Andreas Tsokas, Florina-Dobele: A European experience investigating the functions of the
local artistic production and art education

9.15-9.30 Thomais Kapoulitsa-Troulou, The pedagogical approach of “’Reggio Emilia” and the role of the atelierista.
Applicability in the Greek educational system

9.30-9.45 Sapfo Mortaki, The educational aspect of a School of Fine Arts: Experiential learning and participatory
techniques in the teaching process

9.45-10.00 Eleni Kartsaka, Marina Patsidou-Iliadou, Maria Papadopoulou, The art of audiovisual training in counseling
vulnerable groups: The use of the mass media communication in training animators for vulnerable groups

10.00-10.15 George Paliatsios, The contribution of Art to the waiver of Social Exclusion — a direction proposal for the
Schools of Fine Arts

10.15-10.45 Discussion

10.45-11.00 Break

Visual teaching methods. Proposals for in space interventions
Coordinator: Giorgos Divaris
11.00-11.15 Angeliki Avgitidou, Reflection and self-reflection in art research and education

11.15-11.30 Aristotelis Dimitrakopoulos, Beaux arts professionals vs. dilettantes: From the ‘profession’of architecture as



a beautiful art to the actual profession

11.30-11.45 Barbara Stec, Stage design in urban space

11.45-12.00 Jacob Rigos, Helen Tsirigotis, Prespes - July 2017 Lightweight Constructions: Ephemeral intervention for a
timeless monument

12.00-12.30 Discussion

12.30-12.45 Break

Visual teaching methods. Interdisciplinary approaches in the field of visual arts.

Coordinator: Marios Spiliopoulos

12.45-13.00 Nora Lefa, Rada Cahtarevié, Re-reading the world

13.00-13.15 Fehim Hadzimuhamedovic, Against contemporary image “blindness”: Elementicity of image based on
phenomenology of visual perception

13.15-13.30 Aris Mavrommatis, “Geometric Space” as the crossroads of the expression of Art, Philosophy and
Mathematics

13.30-13.45 Thomas Zografos, Art as a vessel to encounter with Cosmos

13.45-14.00 Stella Sylaiou, Schools of Fine Arts, forms of contemporary art and digitality

14.00-14.15 Discussion

14.15 Lunch Break

Official opening of the conference

16.30-18.30 Welcome speeches

Evening session

Visual teaching methods: Relational practices, Digital Arts, Photography

Coordinator: Takis Bessas

18.30-18.45 Yannis Ziogas, Visual relational practices in contemporary education

18.45-19.00 Andreas Floros, Art — Theory — Technology: An academic framework for research and teaching in digital
and new media arts

19.00-19.15 Papadimitropoulos Panayotis, Photography and the subject-matter: From practice to theory, to the teaching
of photography-as-art and vice versa

19.15-19.30 Discussion

19.30-19.45 Break

19.45-20.25 Keynote speaker: Steven Henry Madoft, What is to be done?
20.25-20.45 Discussion

20.45-21.15 Music concert: Florina’s Conservatory Ensemble



Saturday, May 13

8.30-9.00 Arrivals

Morning session

Curricula and methods of teaching art

Coordinator: Xenis Sahinis

9.00-9.15 Margarita Rompou, The art of mosaic as a mediating tool in the learning process

9.15-9.30 Dorothea Kontelegidou, From the pioneers / vanguard to the art systems

9.30-9.45 Stella Kasidou, “Teaching Arts is not a typical procedure”: Student s views of Fine and Applied Arts Department
(University of Western Macedonia) about Artistic Education in Greek schools

9.45-10.00 Evmorfia Kipouropoulou, Artists’ Identity in Dilemma: Pedagogical training and education/Art and artistic
interaction

10.00-10.30 Discussion

10.30-10.45 Break

Coordinator: Areti Adamopoulou

10.45-11.00 Yannis Kastritsis, Vasileios Bouzas, From the past to the future and from the future to the past

11.00-11.15 Sofia Kyriakou, Extroversion Practices in the Teaching of Art

11.15-11.30 Fillipos Kalamaras, Contemporary studio practices and hybrid forms of art in teaching visual arts.
11.30-11.45 Vasilis Bouzas, Konstantinos Tiligadis, Elena Efeoglou, lakovos Panagopoulos, Digital visual inter-
departmental studies

11.45-12.00 Konstantinos Vassiliou, Theory of Art as a constituent element of the contemporary artist

12.00-12.15 Discussion

12.15 -12.45 Break

Coordinator: Andreas Andreou

12.45-13.00 Glafki Gotsi, Past versus present? Notes on the teaching of art history in a contemporary School of Fine Arts
13.00-13.15 Areti Adamopoulou, An experiment in Art History teaching

13.15-13.30 Zoi Godosi, From the classroom to the studio: Collaborative actions between the Art History courses and
the Studio courses

13.30-13.45 Themis Veleni, Visual Arts and Music: Interdisciplinary Approaches in Art Education

13.45-14.00 Amalia Foka, How would a School of Fine Arts curriculum be formed with the problem-solving logic of an
engineer?

14.00-14.30 Discussion

14.30 Lunch break

Evening session
Coordinator: Thanasis Moutsopoulos

17.00-17.15 Titina Kornezou, Shaping Art Education in the Academies (16"-19" c.): Social Imperatives and Aesthetic



Conditions

17.15-17.30 Vassilis Paschalis, From 19" to the present century: Thoughts about the approaches of art teaching in
university level

17.30-17.45 Apostolos Kalfopoulos, Narrative Spaces and Critical Environments

17.45-18.00 Harika Esra Oskay Malicki, The Possibility of Another Art School in the Turkish Context

18.00-18.30 Discussion

18.30-18.45 Break

18.45-19.25 Keynote speaker: Luca Buvoli, Teaching and Making Art in Times of Fear

19.25-19.45 Discussion

19.45-20.30 Round-table discussion on Art, Education, Society

Coordinator: Yannis Ziogas. Speakers: Giorgos Divaris, Eva Mela, Thanasis Moutsopoulos Zafow Xagoraris, Xenis
Sahinis, Marios Spiliopoulos, Vasilis Fioravantes

20.30-21.00 Discussion

Sunday, May 14

8.30-9.00 Arrivals

Morning session

Schools of Visual Arts: The relation with society and the broader cultural context

Coordinator: Zafos Xagoraris

9.00-9.15 Yannis Ziogas, Censorship in the Academic Community: The case of censorship of the Department of Fine and
Applied Arts (December 2015)

9.15-9.30 Reni Giannimara, Art education and refugee crisis — three projects that focus on the social dimension of art and
the social role of education

9.30-9.45 Christopher Fiillemann, Alexandros Kyriakatos, Mapping out Public Spheres

9.45-10.15 Discussion

10.15-10.30 Break

Fine Arts Schools and the art world. Fine Arts Schools and economy.

Coordinator: Eva Mela

10.30-10.45 Nikos Patsavos, Akrivi Anagnostaki, Contemporary Collaborative Practices in the Field of Creative
Professions

10.45 -11.00 Stamatis Gargalianos, Marketing of Fine Arts: Processes and Sale Methods in the case of Art Products
11.00-11.15 Dimitris Mylonas, The Role of Fine Arts Departments in regional economic, social and cultural development:
The example of the Fine Arts Department of the University of Western Macedonia

11.15-11.30 Chrysoula Voskopoulou, Arts and regional development

11.30-11.45 Thanos Loudos, How Art Fairs reshaped the art market

11.45 -12.15 Discussion



12.15-12.30 Break
Coordinator: Vasilis Fioravantes
12.30-12.45 Olivia Kyriakopoulou, Applied workshops: From theoretical approach to practical application

12.45-13.00 Nikos Vasilogamvrakis, Elena Lagoudi, Katerina Bartzi, Alexia Panagopoulou

How documentation of the artistic production benefits artists, Schools of Fine Arts and society: A datacentric approach

to artistic production

13.00-13.15 Orfanidis Dorotheos, Educational and cultural innovative good practices for the inhabitants’ awareness at
urban centers in the field of public history via fine arts (public sculptures)

13.15-13.30 Vasiliki Kanelliadou, Distance Education and Schools of Fine Arts: The case of MOOC

13.30-14.00 Discussion

14.00-14.15 Break

14.15-14.55 Keynote speaker: Jo Volley, Sharing Knowledge
14.55-14.15 Discussion

14.15-14.30 End of the conference

14.30 Trip to Prespa Lakes






Elwaywywka keipeva






Xapetiopo6¢ tou Koopntopa tng xoAng KaAwv Texvwv
tou Mavenotnpiou AuttkAg Makeboviag

To 51e0vég cuvédpio «a pia Zyodn Ewaotikdv Teyvav tov 21°° Atdvoy onuatodotnoe Ty Tpdt OEKOETIO TG
Aetrovpyiag tov Tunpotog Ewkaotikdv kot Eeappocpévev Teyvav tov [avemomuiov Avtikng Makedoviag.

To TEET &exivnoe to 2006 kai ot SIUPKELN TOV SEKOTECTAP®Y YPOV®V TNG AELTOLPYING TOL £YOVV
amo@ottioel amd avtd 533 EoutnTéG KAl QOTNTPIES, VM oNuepa Qottovy 488 @ottntég Kot eotrtTpieg. Ot
eortntég Ko portnTpleg Tov TEET mpoépyovron amd oAeg Tig mepipépeleg 1ov EALad1ko0 ydpov kot to emte-
pw6. 1o TEET dida&av mavem and exatd KaAMTEYVES Ko eMoTHHOVEG. Avt T ottypn (2020) 10 TpocmmTKO
tov Tpnpoatog arotekeiton amd 6éka péAn AEIL, névte EEIL, 600 EAILL 600 ETEII kot té66€p1c S10tkntikong
vraiAniovg I'pappoateiog, eved 1o TEET mpokertan va dexbei véa puéin AEIT kot d10tkntikd Tpocmnikd 6to
apeco pérrov. To TEET éyxel mpoyuotomomoel deKAdES EKAOTIKEG Opacelg oty PAdpiva 0AAG Kol g OAN
v EAAGOa kot o e€mtepikd, kKobmg akoAovbel pia S10d1kacio eE®TEPIKELUEVNG EKTAIOEVTIKTG S1O0TKOGTOG
7oV AdpPaver v’ Gy TG TOCO TO KOWVMVIKO OGO KOl TO PLGIKO TEPIPAALOV GTO 0010 Eival EVTaypévn.

®a 0éhape va avapepBodue 6t cLUPOAN OAmV 660t dobAeyay Yo dNUIOVPYIKT eXPimon Kot T dla-
uopewon g puoloyveouiog tov Tunuatog Ewactikdv kot Eappocuévav Teyvav g Zxoing Kaidv Teyvov
tov Ilavemotpiov Avtiking Mokedoviag, O1HovpymvToS [a VEQ TPOOTTIKT IOV OVOTYETL UWITPOGTA LLOG.

®a 0éAape va avagepBovue TPOTA ATd OAOVG GTOVG POITNTEC KO POLTHTPLEG OGS TOVS ATOPOITOVS KOl
OTOPOLTEG TTOV EUTICTEVTNKOV TNV EKTOIOEVOT TOVE GE ELAG €M KOl MEPIGGOTEPO Amd Oéka ypdvia. Tovg
kartoikovg g PAdpwvag, tov Ipeontmv Kot tng Avtiking Makedoviag yevikotepa mov mepéforay to Tunua
pe aydmn ko euhoEevn dudbeon. Tig apyég g Avtikng Makedoviog Tov pag othpiéay 6TV TPocTadeld pogc:
O0Aovg 6covg detérecav [lepipepeldpyes, Avtimepipeperdpyes Kot Anpapyot and to 2006, kot BEPara Tig apyés
NG TOTIKNG aLTOd0iKN oG TNV TTEPindo de&aymyns Tov cuvedpiov (Mdatog 2017), tov [epipepetdpyn AvTtikng
Moaxedoviag ®odwpry Kapumion, tov Aviimepipepeidpyn [eprpeperakng Evotntog ®Propvag Ztépavo Mmipo,
tov Aquapyo Propwvag ['évvn Bookomovro, tov Afpopyo Ipeondv IMavayuwtn [Hooyaridn, tov Aquapyo
Koldvng Agvtépn loavvion. Tovg dwutedécavteg [Ipoédpovg Tov Tunuatog: tov Anuntpn Mrécca, o omoiog
vpée amd Tovg factkodc GLVTEAESTEG TG 10pvong Tov Tunuatog kot tpmtog [pdedpoc tov TEET, (amd tnv
idpvon| tov 10 2006 £mg 2009 ko 2011 g 2013), Tov Midtidon ITamavikoldov (2010 £éwg 2011), Tov Avopéa
Avopéov (2009 kar 2013 €wg 2015) ko Tov [TpvTtavn Avtdvn Tovpiddxn (wov dietérece [Ipdedpog tov TEET
To axadnuaikd étog 2015-2016). Orot avtoi pall pe to péAN tov IHpocwpvav Nevikdv Xvvelevcemy, -cv-
vaderpot omd v [Modaymywn ZyoAn tov IIAM adAd kot and AEI 6Ang e ydpag- otpiéav to Tunua ota
TpmTA YPOVIOL TNG VIAPENG TOL Kot EpyAoTNKAV 6OEVAPE YO TNV TPOOTTIKY KOl TNV VTOGTAGT TOV.

[Ipémer emiong va ava@EPOLLLE TN YEVVOLOSM®PY| EKTOIOEVTIKY TPOSPOPA Kal cLyVE T dtdbeom vépPa-
omng mov £46e1&av 01 EKOTO Kal TAEOV cLVAdEAPOL, Tov didatav tnv mepiodo 2006-2017 oto TEET kabdg kot To
SOIKNTIKO TPOcOTIKO TOL TUANOTOG TOV EMIONG, OV KOl VTOGTEAEXOUEVO TO TPDOTO YPOVIL TNG AEITOLPYIOG
ToV, KatopBwaoe va vrootnpi&el 6AOVE TOVG GTPAUTNYIKOVS 6TOYoVG ToL TuRuatog. [opgvbnkaue 6ot pali o
oLYVa oKkANPEC Kot avtioeg ouvOnkeg, atnpilovtog To TuMua Kot GUVOTUOVPYDVTOC TNV TPOOTTIKY TOL OAOL

amoAauUPAavovUE TOPO.
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To d1e6vEg ouvedpro «I o pua Xyohn Ewkootikev Texvav tov 21°° Awdvay dev Ba giye yivel epikto yopig
okAnpn epyacio 6cmv cuppetéyouv oty Opyovotikny Exttponi| toug onoiovg, pali pe v Emotmpovikn Ent-
tponn Oo Tpémel va guyapioTioovpe. [ To KEPL kot TV evEPYEL, LE TNV ool EpYAoTNKaY emtl oKTd pnveg. H
Avtimepipépeta, DAdpvag vTosTHPIEE OIKOVOUIKA TO ZUVESPLO Kot Tapaydpnoe v Aibovca @0dwpog Ayyelo-
novAoc. Emtiong toug yopnyolg pog entyepnuatieg Ztélo Avdpeadn, Koota ['Aeovdn, Miva kot Takn Kovlovvn,
Anuitpn Xatldmovro kat Xtélo Mmovtdpn Tov cuvEROAAY GTLOVTIKG, KAOIGTOVTIG EPIKTO 0WTO TO TPIUEPO.

Avt v ottypn, apyéc tov 2020, to Tunpa Ewaotikav kow Eeappocpévev Teyvov g Zyoing Kaidov
Teyvav tov [Mavemomnuiov Avtikig Makedoviog €xel Vo OVTILETOTICEL TIG KOVOVPYIEG ONLUOVPYIKEG TTPO-
KANGELS: TNV 1dpvom Tov devTepov TUAATOG TOV B0 OAOKANPDOGEL TNV AKAOTLLAIKT TOL dOUR, TNV OAOKANP®-
o1 TOv VEOU KTIplov Ue TNV LAOTOINGT| T®V OMOTEAECUATOV TOL S1EBVOVG apYLITEKTOVIKOD Sloty®VIGHOV, TNV
avaKaivion Tov 1.etoptkol Ktipiov g Ayiag Oryoc, Tnv vAomoinon tov Metantuylokmv [poypappdtov tov
Tunpartog. H eumepia tov d1e6voig cuvedpiov «la pua Zyodn Ewaotikov Texyvov tov 21 Atdvay kot ot
10éeg/oToY0o Ol TOV YOVIHO ENEEEPYAOTNKE AMOTELECHY TO KAOOPIOTIKO GNLEID TOL OAOKANPWOCE TNV TPATN

@aomn Aettovpyiog Tov TUNHATOG KoL AEITOVPYNOE MG TO APETNPLOKO CTUEID Y10l TIC OEKAETIEG TOL £PYOVTOL.

T'evépnc 2020

INévvng Zwoyog
Avaminpotg Kadnyntic
Koountopag Xyoinc Kaiov Teyvov

ITavemoto Avtiking Makedoviog



«lMa pua IxoAh Ewlkaotikwyv Texvav tou 21° Atwva» - 6UVIOHOG AnoAoyLOHOG

To Tunua Ewaotikedv kot Epappoopévov Texvav g Zyoing Kaiav Teyvov tov IMoavemompiov Avtikng
Moxkedoviag pe v evkapio TG CLUTANPOGCNG SEKN YPOVAOV Ao TNV 10PVGT| TOV 0PYAVOGE TO O1EBVEC GUVE-
op1o «['a o Zyoly Ewaotikov Teyvav tov 21 Atwvay. Ot gpyacieg Tov cuvedpiov mpayuotoromdnkay
omv Aifovoa «®6dwpoc Ayyerdmoviogy tov IToAtiotikov Kévipov OAdpivag amd 12 éog 14 Maiov 2017.
To cuvédplo elye WG OKOTO Vo SIEPEVVIGEL TNV TPUTAN AELTOLPYiD UaG SVYYPOVNG EIKOGTIKNG CYOANG Kol TIG
KOLVOTOWES EKTULOEVTIKEG TTPOCEYYIOELS LLE TIG OTOLEC 1 CLYYPOVT EKTTAIOELOT G6TO TPLTOPdOLo enimedo Pmo-
pel vo amoTeLEcEL £va SNULOVPYIKO KOTTOPO TNG KAAMTEYVIKNG KOl KOWVMVIKNG TPOYUATIKOTNTOS. Mo ooAn
EIKOCTIKOV GTOLO®MV otV TprtoPdduio ekmaidoevon €yl TPUTA VTOGTACT): KAAAITEXVIKT], EKTOOEVTIKY KO
KOW®OVIKY]. ATOTEAEL £vay EKTAOEVTIKO (POPED. GTOV OTTOT0 01 KOAMTEXVES TOL HEAAOVTOG dddoKkovTal pedo-
d0VG SOUOPPMOTG TNG OTTIKNG EIKOVAG, GUYKPOTOVVTOL Ol EKOCTIKEG TOVTOTNTEG OGMV GUUUETEYOVY GTNV
eKTadEVTIKT dlodikacia, eved TapdAAnAa etval Evag evepydg TOMTIGTIKOS Kol KOVMVIKOS YDPOG.

Mo va diepguvnBodv Ta Tapamdve dtapopedbnkay ot e€ng Oepatikég evotnTeg 6NV TPOGKANOT TOV
amevfHVONKe Y10 Tr GUUUETOYT GTO GUVEDPIO:

- Zyoléc Ewaotikdv Teyvav: 1 6y£om LE TNV KOWV®VIN KoL TO EVPVTEPO TOATIGTIKO TAMIG1O.

- lotopia TV TpOypaUIdTOY 6TTOVOMOY Kot TV ueBddmV ¢ ekaotikng ddaokariog (ITapadoctokeéc
péBodot ddackarag: To cOyypovo TANIc10. Y BPLotkég LOPQEC TEXVNG OTNV EIKAOTIKY Od0cKaAlN. XyeolaKéc/
VOLLOOIKEG TPOUKTIKEG MG LOVTEAD OUILOPPMONG EKTALOEVTIKNG EIKACTIKNG OlEPYACING.)

- Ot Zyorég Ewaotikdv Texvdv kot 0 KOGLOG TNG TEXVNG.

- Zyoléc Ewaotikmv Teyvdv kot otkovopio: oxéoelg pe T Ploteyvikh/ropunyaviki mopaymyn, TOMTL-
oTIKO TOVPIGUO K.0. Ot oYEcELS e TNV oyopd TV EpYaV TEXVIG.

- Amogportor Zyordv Kalov Teyvadv kot enayyeAUOTIKY 0moppoenon.

H avtamodkpion oty 1podcKANoT Yo To GLUVEIPLO TOV TOAD PEYAAN KOl 01 EIGTYHGELS TTOL TOPOVCLUCTH-
KoV KGAvyov 0Aeg Tig Oepatikég evotnteg, cuvoyilovtag Ty eunelpia 66mV EUTAEKOVTOL GTNV EKTOLOEVTIKN
S10d1K0GI0 OTIG GYOAEG EIKAGTIKMV TEXVAOV OAAL Kol OGMV TPOEPYOVTOL OO AALEG EKTOOEVTIKEG Pabpideg Kat
aoYOA0UVTOL LE T1 J1000KOALD TV TEXVMV, KAODC KoL TV EUTEIPIN TOV EVEPYDV KAAMTEYVOV, TOV DempnTi-
KOV Kol 1I6TOPIKOV TNG TEXVNG KOl EXICTNUOVAOV GLVAQ®V TESIMV TOV EUTAEKOVTAL G BELATO TOPAYOYNE KO
TPOPOANG TOV KAAAMTEYVIKOD £PYOU.

[Switepn Bewpolpe TV Tapovsio TV KLUPIOV OJANTOV 0ALL KOl TOV CUVESP®V ATtd TO eEMTEPIKO
(Hvopévo Baciiero, Boovia, EABetia, HITA, IToAwvia, XepBia, Tovpkia) mov gumiovticav t cvlnnon pe
TOV TPOPANUOTIGLO TOL EKPPALETAL Y10 TIG CTOVIEG GTO TEDIO TOV EIKACTIKAOV TEYVAV 6T0 d1eBVEG mep1BaAlov.

Kvpior optintég nrav ot Steven Henry Madoft kot Luca Buvoli (HITA) xat 1 Jo Volley (Hvouévo Ba-
oilelo). O 1otopkdg €V g Steven Henry Madoff etvon dievBuvtig tov MA Curatorial Practices, School of
Visual Arts, Néo YOk, empueAntig Kol ouyypaeéag g e160ymyng Tov Pipiiov «Art School: Propositions
for the 21% century». O Steven Henry Madoff pe v giofynon tov “What is to be done? Art School now»
TOPOVGINGE TTVUYEG TOVL KOWVMVIKOD POAOD [LaG SUYYPOVIG ZYOANG Yo TNV TEXVT Kol TN OXECT TNG LE TO EVPV-

TEPO BecUIKO TEPIPAALOV TTOV QLPOPA TNV TOPAYMYN Kot TPOPOAT] TOV EIKACTIK®V TEYVOV. Avaroya (nTinota
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TpoypatedTNKE oTNV optAia Tov pe Titho «Teaching and Making Art in Times of Fear» kot o Luca Buvoli,
KaAMTEYVNG Kot dtevBuvng tov Mount Royal School of Art, Baciouévog oty gumeipio Tov 0md 10 SIETOTN-
poviko tpoypappo MFA oto Maryland Institute College of Art (MICA). H Jo Volley, kaAlitéyvng kot cuvtovi-
oTpla ToL Tpoypdupatoc «Material Research Project» oto Slade School of Fine Art tov UCL, otnv opidio tng
«Sharing Knowledge» mapovciace tnv Epeuva Tng Yo TIG XPOOTIKEG VAEG, TOV POAO TOV YPMUATOC SLOYPOVIKYL
KOLL TN GOVOEGT] AVTNE TNG EPEVVAG LIE TNV EKTOIOEVTIKT S1AOIKOGIN GE Piol GO EIKAGTIKMDV TEXVMV.

Ot €10MYNOELS TOL GLVOAOL TV GLVESP®V dlEPLVAV TTEPLGGOTEPO Ta. Bepatikd medio mTov oplotnkay
OPYIKA, SLOTLTAOVOVTOS EPMTHUAT YL TO TMG EKTAOEVETAL £VAG KAAMTEYVNG, TAC OPYAVAOVOVTOL TO, TTPO-
YPOAUUOTO CTOVOMV, TOG UTOPEL VO 1I60ppomNoeL | Bempia pe v Tpasn, moteg d100KTIKEG pebodoroyiec Ba
aKoAovOnBolv, TG cuyKpoTEiTAL 1) TAVTOTNTA TOV KAAATEYVN LE Péon Tig omovdEs alAd kat TV avalnnon
EMOYYEALOTIKNG TPOOTMTIKNG, TAOG TPOSAAUPAVEL 0/1) EKTALOEVOUEVOG/T] OTIG EIKACTIKES TEYVES TNV EKTAUOEL-
TIKT OOIKOCT0L LECO GTN XYOAN).

To mopondve epotiuate avalnTody TI OTAVTHGES TOVG Y0 VO, DVIINPETHCOLV Uia 6E1pd GAL®Y £pm-
TNUATOV TTOL 0POPOLY TOV KOVMVIKO POAO TOV KUAAITEYVT KOl TOV TPOTO LE TOV OO0 ALTOC EVEPYOTOLEITOL
oV Kowovia. Zu{ntonke, €161, 610 TAAIG1I0 TOV GUVESPIOV 1 KOWVOVIKN AEITOLPYio TNG TEYVNG KOt O TTodo-
YOYIKOS TNG POAOG -EBIKA OTAV VTN ATEVOVVETAL GE KOWVWOVIKO EVAANMTES OLAOEG-, TO TEPOMPLO TOL VIAPYEL,
MOTE M TEYVN VO OTOTEAEGEL, PEGO OO TIC GLVELINTEG EMAOYEG TV KAAATEXVOV Kol dowv dlayelpilovral
avALOYEG OpacELS, Lo TapEUPaTIKN TPAEN Kal Vo GUUPAAEL GTNV KOWV®VIKY dALlOYY.

To mopamdve Béuata dnpodpynoay o véa OEGUT EPOTNUATOV: glval dOuvatdV avTd va, cuUPodv pe
dedoévo 1o VTapYoV BECUIKO TEPIPEAALOV TOV APOPA TNV EKTAIOEVOT) GAAL KO TO GUGTNLLO TOPOYMYNG KOl
dtavoung g téyxvng; Ilpog mowa katebBouvon Bo emkevipwBolv o1 Tpoomdbeieg Tpokepévon va vtepPandei
N akopyio Kot 0 KOVOVIGTIKOG TOV YopaKTnpos; Epotiuata mov diepevviOnkov og o dAAn evotnta €iom-
YNOEMV OTLG OMOIEG £YIVE AVAPOPA GTOV KOGHO TNG TEYVIG KOl TNV OKOVOLLiQ, GTOV TPOTO UE TOV 0moio do-
LOPPOVOVTOL Ol GYECEIG OVALESO GTOV YMPO TNG EKTAISEVOTG Kot 6TV ayopd, kabdg Kot otn cbvOesT TV
KOAMTEYVIKOV GTOVOMV KOl TOV TOMTIGTIKOV S10PYOVOGEDY €V YEVEL LE TNV TOTIKT OIKOVOUIKT] OvATTLEN.

Mia AN opddo elonynoeny avaeépnke oto péca mov £xEl ot d1dHecn TOV 0 KOAMTEYVIG KOl GTOV
TPOTO LLE TOV OTT010 GTLEPO. TAPAYEL TNV EIKOVA, TO PACIKO HEGO EMKOVMVING TOV pe Tovg AAlove. Ot elomynoelg
OVTEG O1EPEVVIGOV TN SOUOPPMGN KoL TI AELTOLPYIO TG EKOVOG GTOV GUYYPOVO KOGUO LECH Ol TNV YnQLo-
KOTNTO, KOOMG KoL T AETOVPYio Kot TNV TPOGANYT TOL KOAMTEXVIKOD £pYOV GE Eval SIEMGTNHOVIKS TANIG10.

IToAAG amd ta BépaTa ovtd avartoxdnkay 6to oTpoyYLAd Tpaméli-cultnon pe Béua: «Téyxvn, exmaidev-
o1], KOW®VIO OV TPOYUATOTOMONKE 6TO KAEIGILO TG OgVTEPNC NUEPAG TOL GLVEDPIOV, TO OTOI0 GLVTOVIGE O
IMévwne Zidyas. Emikovpog Kabnynme, Koounropag g Zxoing Koiav Teyvaov tov ITAM kot coppeteiyov ot
ountég: INdpyog ABapng, Kabnyntig, [lpdedpog Tunuatog Ewaotikdv kar Epappoopuévev Texyvov AILO.,
Eba Mehd, Zaypagoc, Ipdedpoc Emperintmpiov Ewaotwcaov Texvav EALGSoc, Zdpog Eayopdpng, Avamin-
potg Kabnyng, [Ipdéedpog Tunuatog Ewaotikav Teyvov, AZKT, Eevig Zayivng, Kabnynme, Koopntopag
Yyong Kaiov Teyvaov AIIO, Mdaprog mnidnovrog, Kabnyntg AXKT, ZrvpoPaciing Oropafdavreg, Kabnyn-
g, [Todaymywo Tufue Anpotikng Exraidevong, Iaverioto Aryaiov. To kowvd cuvéfare otn culjtnon kot

Qovépwaoe To {mNPo eVOLHPEPOV OCGHV TOPUKOAOVINGAY TO GUVEIPLO V1o T OEUATA TOV KAAMTEYVIKGYV GTOVOMV.



H ovvépyelo 610 enimedo TV TOTIKGOV QOPEMV AALA Kol 1] OAANAETIOPAOT TOV TEYVDOV OVTITPOCOTED-
TNKE 0TO KAEIGIHO TNG TPOTNG NUEPOS TOV GLVESPIOL UE TO PeCITAL Tdvov «O Myog Tov KOUPE», TOV TOPOL-
clace o devBuvrig Tov Qoeiov PrAmpvag Baoiing Kitoog, ocuvodedovtag Tig povcikég cuvhécelg dnpovp-
yov Tov 20 oicdva (Erik Satie, Claude Debussy, Arnold Schoenberg, George Gershwin, John Cage, Morton
Feldman, Ealre Brown, Philip Glass) pe tnv mpopoir] eikactik®v Epy@v wov dnuovpyndnkav ek tapariniov,
akoAovONoav 1 TponyRdnKav ¢ avtictoryng cvvleong.

Me v gukaipio TV EPYNSLOY TOL GLVEOPIOV TOPOVOIGoTNKAY GTOV TTpobBdiapo ¢ aibovoag «B6-
dmwpog Ayyehdmovrocy tov [ToMtioTikod Kévipov @Ampwvag oe empéreto Tov Bacidn Mrotla (Emikovpov
Kadnynm, TEET) kat tov ['dpyov Apdcov (Addckovtog, TEET) Bivteompoforéc amd Tig SIMAMUATIKES €p-
yaocieg Tov pottntdv g teptddov 2011-2016, cuvoyilovtog pe Tov TpOTO AVTO pic OO TIG TO OVCIUGTIKES
EKQAVOELS TO EKTALOEVTIKOV £PYoV TOL TUNMHOTOG. XTO TEAOG TOL GLVEDPIOV 1 EKOPOUN OTNV TEPLOYN TOV
[Ipéonwv, kot oto ywp1d Popdadec, 6mov Aettovpyel o Kodlhteyvikoc Zrabpog tov TEET, tovice ) fovinon
TV S1000KOVI®V Tov TpNpatog Yo TNV eE0KTIVOGT) TV dPACEDY GE ALTAV OAAY KOl € GALEG TEPLOYES TNG
Avtikng Makedoviag.

®a OEhapLe Vo EVYOPIOTHCOVIE OGOVE TAPAKOAOVONGOAV TO GUVESPLO OALGA KOl OGOVE CUUUETEIYOV LLE TIC
EVOLOPEPOVTEG EICTYNGELG TOVS Kot 1310:TEPO OGOVE EGTEIMAY KEIUEVA Y10, TOV TOUO T®V [IpakTikdv. AvTtd OV
LOG Yopomoince Wiaitepa NTav 1 afpoa GLUUETOYN TOV POITNTAOV CAAA Kol ao@oitev Tov Tunuatog pog. Ap-
KeTO1 amd o TOHG GUUUETEYOV GTIV OPYUVMOTIKT EXITPOTH KOl foONcGOV OVCIACTIKG Yo TNV TPOYUATOTOINGT
tov. [ToAlol amdpottol enéotpeyay oty OAdpPIva E101KE Yol Vo, TopaKoA0LOGOoVY TIC £pYyacieg Tov cuvedpi-
0V, AVOVEDVOVTOG TN oY£oT TOVG Le TN XyxoAn. To 1810 1oyvel Kot Yo ToVG S10ECKOVTEC TOIKIAWY E101KOTHTMV
K0l TO S101KNTIKO TPocmmKO Tov Tpnpotog mov othpi&ay pe B€pun  dropydvmon tov cuvedpiov.

To d1eBvég suvedpio «I ' pua Xxodn Ewootikdv Texvadv tov 21°° Aidvay. davoiée pio culitnon Kot £d€t-
&e 011 0001 gpydlovTat Le TOKIAOVG TPOTOVG GTOV YMPO TNG TEYVNG SLTLIIMVOLV TPOPANLATIGLOVG TTOL EYOVV
Kown PAcT Kot GUYYPOVEG TPOGEYYITELS, 0ALA akoAovBoVY cuyva arokAivovces mopeieg. O KOwvog, WGTOCO,
TOTOG TV EGTYNOEMV VINPEE 1] TPOGEYYIOT| OTL OTIG EIKOCTIKEG TEXVEG 1] KAAAMTEYVIKY TPOKTIKY Kot 1) EKTO-
dgvom eival AppnKTa GUVOESEUEVES KOl GE SIAOPACT] LLE TO KOWV®OVIKO TAAIG10 6T0 0moio vAomotovvtat. H ouy-
YPOVT TPOGEYYION EVEPYOTOLEL ALTO TO KOO GLUUTEPUGLLO MG TO APETNPLOKS oTpeio amd T0 0moio pmwopovv va
TPOKVYOUV OMLLOVPYIKEG KOl KAVOTOWES EKTOLOEVTIKEG SLOTKOGIEG TTOL VO AVTUTOKPIVOVTOL OTIG OOLTGELG

KOl TG 10101TEPOTNTEG TOL 21 aicdva.

Ta péAn e Emompuovikng kot g Opyavotikng Emitpomnig
Z.o1 I'odoéon, Enikovpn Kabnyrrpioa TEET
INavvng Zwoyog, Avorinpotg Kabnyntg TEET
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«lMa pua IxoAn Ewrkaotikwyv Texvav tou 21° Atwva»
- H empéAeia twv MNpaktikwv

H empéleia tov topov tov Hpaktikdv tov diebvoic cuvedpiov «Ia pia Zyoin Ewaotikdv Teyvov tov 21
Alovoy &yve e 6TOXO0 T KEIPEVE VO OvTIKATOTTPILOVY TO TOAVGVAAEKTIKO TVEDILO, TOL EVOC E0PTACTIKOD
oLvedPiov, TOV OPYOVMONKE UE APOPUN TN GUUIANPOOT dEK0, ¥POVeV omd TV Asttovpyio Tov Tunuatog
Ewaotikdv kot Eeappoouévav Teyvav tov Havemotnpiov Avtikig Makedoviag. Amd T capdvto Xt ap-
YIKEG ELGTYNOELS TOV GUVESPMV TAPUdOONKAY TPLAVTO OKT® Keipeva, To omoio poll pe To Kelpeva Towv Tpidv
Kuplov opintov arotélecav To corpus tov [lpaktikdv. Av kot ot Bspatikég evotnteg Tov cuvedpiov NTav
TEPLOCOTEPES, KATATAEALE GE dVO EVOTNTEG TO GUVOLO TOV KEWWEVAV, KAONDS TOALA amd avtd pe Baon to Tept-
gxouevO toug Ba pmopovcav va evtayBolv og meEPIoGOTEPEG OO P 0o TIG APYIKES EVOTNTES. X1 d1bpOpwon
TOV TOHOL TTpoNYoLVTUL TO KEipeva TV Kupimv opuAntav (Steven Henry Madoff, Luca Buvoli, Jo Volley) kot
aKoAovBoOV T Kelpeva TG TpMTNG evotNTag «Zyoléc Ewaotikov Teyvav: mpoypdppata cmovddv, pébdo-
001 EIKACTIKNG SOUCKOAOC, OIETIGTNUOVIKEG TPOGEYYIGEID Kol TNG OgVTEPNG EVOTNTOG «XYoAég Eucaotikdv
Texyvav: n oxéon He TNV KOW®VIO Kol TO EVPVUTEPO TOMTIOTIKO TAaiclon. [Ipocapudcaue Olo to Keipevo G
éva eviaio mhaiolo Tpodlaypaemv, uéca oto onoio eixe NOel apykd and Tovg elomnyNTéC va kivnBovv, Kot
OTIG TEPUTTAGELS TOV OVTEC dgV TNPNONKAY TpOTOTOONKOY €K VEOU OO TOVG EMUEANTES HOPPOAOYIKEL KOl
BipAoypapikd, A.y. coumeptlafape oty teAkn PipAtoypoeio KaOe KEWEVOL OV T EVTVTTO KO NAEKTPOVIKA
ONUOCIEDLOTO Y10L TOL OTTOT0 VAPYE TOPATOUTY] GTO KEILEVO O TOVG GLYYPAPELG. O1 13OTNTEC TOV OLUANTOV
Tapépevoy Onmg etyov ONAmBel KOTA TN GLUUETOYN TOVS GTO GLVEIPLO Kol GAAAEAY LOVO GTNV TEPITTMON
ov (nBnke amd Tovg 1d1OVE TN PACT TNG TEMKNG ENeEEPYOTING TOV KEWWEVOV. ZNUEIDVETOL, TEAOG, OTL M|
TopEUPOOT) TOV ETPEATOV £YIVE LE YVOHOVA VO, UMV dAAO100EL TO apykd TVEDUA TOV KEWWEVOV Kol KOTA
ouvEmEln TNV VOOV TOV ATOYE®Y TOL eKPPALoVTOL GTA Kelpeva, 0TS Kol TNV guBHvn Yo TNV eEacpdiion
TOV SIKOIOUATOV TOL EIKOVOYPOPIKOD VAIKOD, TOV aVTH TEPIAAUPAVOVY, PEPOVV ATOKAEIGTIKG Ol GVYYPUPEIG
tov kelwévav. Evyopiotieg opeilovue otovg Niko Atovosonovro, EAILT tov TEET, ['ibka Atovusomoviov,
vroynea ddaktopa tov TEET, [Téykv MavmAn, eidikn emtotpova, Ndpyo [MaAidtotlo, vroynelo siddKTopa
tov TEET xot ZtéAda ZvAaiov, 101KN EXIGTAOVE, 01 0TT0i0L pE TTpobupic TPAyLOTOTOINCHY TOV TPMTO EAEYYO
Y0 TV THPTOT TOV TPOSOYPAP®V GTO KEIpeva. OEAoVLE, TEAOC, VO EVYOUPIOTHCOVE Beppd OAOVG TOVG GUY-
YPOQEIS Y10 TN GLVEPYAGIN TOVE, TNV AVOYN TOVG OTIC OAAETAAANAES EMKOIVOVIEG LLOG KOL TNV DITOUOVH TOVG

Kol EATILOVUE TO TEAMKO ATOTELEGLOL VO TOVG IKOVOTOLEL.

Z.on I'odoéon, Enikovpn Kabnyrrpioa TEET

Ozoyapnc Todpumovpag, Ap. AIIO, Yroynoeiog Ap. TEET
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What Is to Be Done? Art School Now

Steven Henry Madoff, Art historian

In a time of accelerating societal crisis and technological disruption, how will the art school adjust its structure
and teaching to confront some of the most profound changes in human history? How will it function? Under
what principles of being together will it enact its relationships ? And who or what will define what togetherness is
or means? While the art academy is one of the oldest and most successful institutional structures that humanity
has created and it seems a permanent fixture of society, humanity and society are themselves approaching a

new stage of transformation, and the art school will inevitably transform with them. The question is how.

How interesting it is that the origin of the word “school” in Greek has to do with leisure time for discussion,
and originally the sense of holding back and keeping clear, which also related to the Greek skhein, “to get,”
and before that from the Proto-Indo-European root for the word “to hold.” We think of school in this sense of
a place apart in which we get and hold knowledge. We acquire it here, but no longer as a matter of leisure and
instead as a matter of work, of production. We think of school as a place of generation, from that sense of the
Greek word génos—race, stock, origin, begetting, birth. And so the school is a center for work that generates,
producing objects and discourse that break off in all directions of action and meaning, and no doubt also
conflict. But in all of this, the school is a generative site, in that sense of race, stock, and origin understood as
entering into the contentiousness of sameness and difference, an ethical condition at the heart of what it is to
make, what it is to learn to make, and what it is to teach how to make, but not as a purely internal activity, as
all of this discourse and production are generated centrifugally, outward, toward the world.

In this sense, I think of both Heidegger and Duchamp. Heidegger talks about what he calls “world picture,”
which can be interpreted for our purpose to mean art as an objectification outside of the self that conceives of
the world as a whole, and in this sense, an ordering of experience in which all things are conceived as objects
under the sovereign gaze that seeks to control and master. Nothing in this regard could be more fascinating,
clever, playful, and difficult than Duchamp’s invention of the readymade in 1913, which has changed art ever
since, fundamentally transforming the relationship of art to the world, producing quite literally the world-as-
picture and the picture-as-world, though the picture is of course an object in his case. It is Duchamp who first
proposed this hybridity, in which objects are re-imagined as pictures brought to the surface. He said about the
readymades, “You see, | was already disgusted with my hands. I just wanted things to get to the surface on
the canvas by themselves, from my subconscious if possible.”! We see this oscillation in his Bottle Rack from
1914, for example, and his last painting, 7u m’, done in 1918, a work in which the physical and the represented
are forced into cohabitation. The painting is covered with images of readymades, inverting the picture as

object back into a picture, and then adding a physical object, a bottle brush as a readymade. They breed with

1 Duchamp interview with Harriet, Carroll, and Sidney Janis (1991). In Thierry de Duve, Pictorial Nominalism:
On Marcel Duchamp s Passage from Painting to the Readymade, 173 (D. Polan with the author, Trans). Minneapolis:
University of Minnesota Press.
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each other, these pictures and objects, and the bottle brush appears to break through the canvas, which must
be sutured. Finally, it is the readymade that is the philosophical conclusion of Duchamp’s work as a painter,
because it is the readymade, by oscillating continuously between representation and world, that infects them
both reciprocally, so that functional objects become re-functionalized pictures of themselves, and the world
itself can become a ceaseless scheme of images brought to the surface as a picture of itself.

Nonetheless, what is being proposed at the base of the readymade and is implicit in Heidegger’s idea of
mankind’s imminent presence and destiny as a being who controls what lies everywhere around it, is the idea
of a generative responsibility, a making that is world-making and world-meaning. I say this in relation to what
an art school does and produces in its generation of the stock of the world as a continuous world-picturing.
And yet, while Duchamp in his dialectic of world-as-picture and picture-as-world depicts an infinite plane of
things that can be produced as art and therefore claims for art an infinite heterogeneity, an infinite tolerance
for difference, we know well that Heidegger’s own problematic as a fascist points to the question of sameness
and difference, because stock and race are always already caught in the knot of wanting to make others the
same as we are, the same race, the same kind, while what an artist does—indeed, what is demanded of the
artist after Duchamp—is always to make something not the same, to make something that breaks the stock
of what picturing is and what world is. If the art school has at its heart the mission of world-picturing, it must
confront the shattering of the world, the world of crisis as we know it today, with its fundamental struggle of
sameness and difference, and take on the ethics of the task of making world-meaning and of being-together.
Each readymade is a something in the world-as-picture, we might say, and we too are somethings, each of us
engaged in our identities as readymades of a community in the process of picturing itself together.

But I can turn to Heidegger for another thinking that is less troubling and that points us toward that sense
of a generative wholeness, for the school is always a gathering, a place for being-together toward the remaking
of the world. And here I'll turn to Heidegger’s term “Being-in,” which is summarized in the simplest way by
Peter Sloterdijk as “something with something in something.”” The social example of Being-in is that we are, as |
say, each a something, and so we are somethings together within the something that is society. Society: from the
Latin socius, a being-together of social beings. Civitas: from the Greek word for city and which leads to the word
“citizen,” or those who live together in organized space. Polis: from the proto-Indo-European pele, an enclosed
space, so that the polis is an enclosed space of citizens in which to Be-in is to live under the organization of social
codes, of codes among social beings, though the codes, as all the annals of human time tell us, are always in a state
of both schematized and anarchic disruption carried forward into negotiation and revision.

It is not any less so in the art school, whose Being-in is the being-together of those who teach and those
who learn, of those who produce knowledge as an object—if we can think of a lecture, a workshop, a seminar,
a critique, or a curriculum as an object of knowledge—and those who learn in order to make objects that
interpret and revise what the world-picture can be. The school is this polis, this space of those joined as a socius
of social beings being-together. And it is here in this specific school space of Being-in, of being something
with something in something, that we teach and learn to open up the very definition of object and subject in an

ethics of difference.

2 Sloterdijk, P. (2011). Bubbles: Spheres I (Wieland Hoban, Trans). New York: Semiotext.



How do we do this? And to answer this question, I must talk for a moment about questioning and
answering—a concept I’ve spoken of in various other texts as the interrogative economy. What is this Being-
in in the art school but a prolonged and intense questioning and answering, breaking up sameness into the
potentiality of difference—breaking up to break through. This disruption, this struggle, this interrogation of
the world encompassed in the making of art is found in the word “answer” itself, which comes from the proto-
Indo-European verb swer, which means “to speak,” “to say,” and takes on the specific meaning of swearing
by an oath in various Northern European languages, so that an answer has the weight of an argued position, a
claim for its truth, while at the same time I think of the prefix “an,” as in the Greek anti, which means against,
opposite or, in a confrontational sense, toward. So that “to answer” can also mean a rebuttal, a response in kind
to someone else’s oath. And so when we answer, we are always implicitly proposing an “against” in the contest
of knowledge, a struggle at the base of knowledge by which knowledge is strengthened in the movement
toward and against whatever is being claimed in order to come to the answer, to the solution of a problem—and
art, after all, is always a way of stating a problem, of questioning it, and then, perhaps, of problem solving, as
teaching also is.

What is this interrogatory mode but a contract between teacher and student, and yet aren’t we hoping
as teachers and students that what we offer each other is something more, something given out of the sheer
grace of wanting to give? This is the condition we hope for when we enter into relationships within this
interrogative economy, this wanting-to-give, this desire that comes not out of contract but out of freedom.
Freedom is a particularly electric concept in the pedagogical relationship, for as you may know, the very word
“pedagogy” from the Greek paidagogos indicates a slave leading boys to their place of learning. Enslavement
is thus at the root of the acts of teaching and learning, and there is a trajectory worth noting of containment and
dilation here, for the directive of power issued from the master is made to two classes of captured subjects, the
possessed figure of slavery and the child who is beholden, without authority but privileged and en route to its
own freedom and possession of power. Therefore, inscribed within this first image of the educative procedure
are both servitude and mobility, contract and freedom, just as the word “education,” from the Latin educere,
means “to lead forth.”

In the task of questioning and of answering, this wanting-to-give is ideally an act of liberation of the mind.
If it seems a paradox to say that students and teachers enter into a contract to be free, to find in the struggle of
toward and against, of obligation and emancipation, then we must understand that the very structure of the school,
and in this case the art school, must be ethically based in this interrogative economy of wanting-to-give whose
trajectory is to go out into the world and offer the freedom of questioning and answering as a social and cultural
paradigm. If making art can be seen this way as an infinite imagining of something with something, as a socius of
liberating propositions of what Being-in can be, of how the world-picture can be transformed, then we must also
understand the true difficulty of it, the hard light of looking at ourselves in the ethics of questioning as makers and
as teachers of makers. I think of what Adorno says in his last lecture on morality, when he writes: “We need to
hold fast to moral norms, to self-criticism, to the question of right and wrong, and at the same time to a sense of

the fallibility [Fehlbarkeit] of the authority that has the confidence to undertake such self-criticism.”

3 Adorno, Th. (2001). Problems of moral philosophy (R. Livingston, Trans.). Stanford: Stanford University Press.



32

.....

Whose fallibility is this if not our own as teachers and administrators? And beyond the art school, speaking
of those powers reaching into it, we are so easily seduced by the lure of the art market, of celebrity, money,
entering into the global scheme of capital, with the immensely professionalized profession of being an artist
now, shifting from art fair to biennial to gallery to panel discussion, emerging in the stream of social media, with
its own seductions of Facebook and Instagram and Twitter. The art school is the very locus of seduction, with
generative productions that are thought to be free of these outside pressures, when they are also at the same time
new meat for the butcher place of the market, of a seemingly endless carnival of quick attention, of exploding
names like fireworks in the sky of felicitous offers for shows and commissions and travel that fade into darkness
to make way for new inventory in the hyper-accelerated spectacle of the art world’s economy that is very far from
our interrogative economy and distracts us from any sense of fallibility—caught up in the spectacle of capital and
then washed back ashore, as so many artists are, in some chastened state of diminished humanity.

The school, as I say, attempts to offer that pre-accelerated polis, that moment, we hope, of wanting-to-
give. This does not necessarily mean simple benevolence, but contest, critique, even anger, and certainly in
the act of questioning and answering the disruption of what we thought we were, interrogating disparity in
every term of the human condition that today has shown us the immense disparities brought by globalized
capitalism. I don’t mean disparities merely of wealth, but of value itself, of how we find equivalence among
the different orders of things in the world, of how we push and push and push for the re-evaluation of value
itself as the fundamental obligation of being-together. It means demanding by doing, by bringing into the world
the discourse of an ethical questioning of the greed and violence around us, of those who refuse the Other,
who repress and weaken anything that is not congruent with their sameness and only want their asymmetry of
power burning in their wake. Are you the one who questions and seeks from your teaching or from your art a
relentlessness of this ethical will to refuse the heavy weight of sameness—sameness refused as the totality of
the ruling of life that in its very essence excludes wanting-to-give?

Within the school, this ethics—or what I’ve called elsewhere this “answerable life”—begins with the
curriculum itself, and that responsibility lies with the administration and faculty. Can you say that your school
is true to the structure of the interrogative economy? Is it true to the formulation of a narrative of courses,
workshops, studio critiques, and interdisciplinary discussions within the humanist construct of research that
unfolds as a proposal of problems to be solved, whether a matter of skill, technique, technology, approach
or content, and then of wider discourses that inform what is made? In fact, I would go one step further and
say not only what is made, but what needs to be made. For isn’t it crucial to the ethical obligation and the act
of questioning ourselves in self-criticism and fallibility that we always have to think about what needs to be
expressed, what needs to be made visible to the world to improve our being-together? That expression could
be aesthetic alone, based in traditional forms of beauty. But we can also revise what beauty is; we can define
beauty as being symmetrical with the ethics of our Being-in, and that beauty can also be defined as the presence
of the meaningfulness of something within a zone of attention.

By this I mean that you face two conditions as makers of these things called “artworks.” First is the
inheritance of Duchamp that I’ve already discussed. For if this world-picturing is inclusive of all things, then

the only way to see the readymades of the world is to delimit them, to announce the spatial locus in which this



thing may be called out as art and not simply as a thing in the world. The readymade re-functionalizes a thing by
situating it in a zone of attention that calls attention to the thing in its specific function for use in contemplation.
It is through this delimiting of space, this special zone of attention, that we are told that a thing calls to us as
art, and it literally changes our bodies, for we act differently in this zone of attention. We are typically quiet, we
are typically slow moving, we stand still, our breathing changes, our concentration changes. And second, the
presence of meaningfulness in the zone of attention is predicated on attention itself in relation to numerousness.
For isn’t it true that we live in a radically different world of objects more than ever before in the history of
humanity? A world in which the radical speed and fluidity of things is based on their dematerialization into
digitized objects for infinite distribution. A world in which this infinite distribution of infinitely manipulated and
circulated digital objects redefines and extends the readymade, because the world-as-picture and the picture-
as-world are the same within the non-space space of the digital realm, made of the same molecular structure,
shuttled with equal speed in this etherized non-space space of what I’ll call the anywherever. In a world so
radically hybridized, we have become used to a kind of weightlessness, a kind of surface that is both weightless
and filled with data that we see on every digital device’s screen. And so, a profusion of image-objects overtakes
us, overwhelms us, forces us to delete, turn away, and therefore to loosen meaningfulness.

But if you are to be citizens of this wanting-to-give, if you are to be together in an ethics of questioning and
answering, then you must admit that you cannot reduce this numerousness, you cannot refuse the technological
world as world-picture, but you must pull down this weightlessness of meaning and demand that each object
you make is invested with the gravity of an ethical meaningfulness that faces the tyranny of sameness with your
own Being-in, your own wanting-to-give. And for each of us engaged in the administration of teaching, in the
formation of the school itself, there must be that embrace of this hyper-fluid world of hybridized things by building
school programs that are fully interdisciplinary and equip every artist with a porousness of learning, an erosion
of boundaries, so that the anywherever of data and knowledge is made concrete in the curriculum itself and in the
practice of teaching as a practice of questioning and answering, of answering and questioning. This reciprocity
means that there is a fine balance between acknowledging that a teacher does indeed know, has experience, has
something to give that the student does not know and has not yet experienced, and that the student is understood
as a partner in this questioning and answering, that the student may answer a question with a question of her or his
own and expect an answer in turn from the teacher and from the school as socius; that there is a true reciprocity
between teacher and student within the school as much as we want reciprocity in the world.

The challenges the world now gives us in its catastrophic inequities of money, privilege, and power, in its
terrorism, in its collapsing natural resources and the destiny of climate, in the forgotten foundation of wanting-to-
give, in the humanist project at the brink of neo-liberalist erasure, and the rise of technologies that are upending
what work will be for the crowds of humanity whose human-ness is already becoming no more than datafied
points of analysis for the machine world... all of this awaits each answer to each question of how we will be
together as both subjects and objects. For it is clearer every day in the technologized world how much we are
objects, how much we are something with something in something. But what? I think of the brief allegory by
Kafka titled in English, “The Cares of a Family Man,” though the original German title is more specific, as we

will see in its context, “Die Sorge des Hausvaters.” The story is about a strange creature called Odradek, about
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whom Kafka writes: “At first glance it looks like a flat star-shaped spool for thread, and indeed it does seem to
have thread wound around it; to be sure, they are only old, broken-off bits of thread, knotted and tangled together,
of the most varied sorts and colors. But it is not only a spool, for a small wooden crossbar sticks out of the middle
of the star, and another small rod is joined to that at a right angle. By means of this latter rod on one side and one
of the points of the star on the other, the whole thing can stand upright as if on two legs.”

And he goes on: “One is tempted to believe that the creature once had some sort of intelligible shape
and is now only a broken-down remnant. Yet this does not seem to be the case; at least there is no sign
of it; nowhere is there an unfinished or unbroken surface to suggest anything of the kind; the whole thing
looks senseless enough, but in its own way perfectly finished. In any case, closer scrutiny is impossible, since
Odradek is extraordinarily nimble and can never be laid hold of.

He lurks by turns in the garret, the stairway, the lobbies, the entrance hall. Often for months on end he
is not to be seen; then he has presumably moved into other houses; but he always comes faithfully back to our
house again. Many times, when you go out the door and he happens just to be leaning directly beneath you
against the banisters, you feel inclined to speak to him. Of course, you put no difficult questions to him, you
treat him—he is so small that you can’t help it—rather like a child. ‘Well, what’s your name? you ask him.
‘Odradek,’ he says. ‘And where do you live?’” “No fixed abode,’ he says and laughs; but it is only the kind of
laughter that has no lungs behind it. It sounds rather like the rustling of fallen leaves.”

Odradek’s animation is combined with his purported lack of purpose for being in the world—the German
sinnlos, meaning senseless or pointless. But what we are missing in Kafka’s emphasis on describing Odradek’s
star-shape and wooden materiality, with his bits of knotted thread where once there was assumed to be a
running spool of it, is his use component and indeed his component of spirit, his greater sense of animation as
a found thing, a star now come to ghostly half-life in the world, a thing that was another thing that was real and
is still somehow real but also re-functionalized. For Odradek’s past we know was to hold thread, perhaps the
thread of life, of narrative, of a society that is whole and united, of purpose itself, of human character; and like
all spools, that purpose is both to gather and to give away.

But now clearly Odradek has given away too much of himself, of his purpose as a gatherer and giver.
He loiters in the garret and hallway, on the stairway in the house of the father. And we have to wonder if the
narrator of the story, who can never catch Odradek, is the father of the house of society, of polis and civitas, and
is Odradek the son whose spirit is lost in the bureaucratized machine of the modern world that Kafka so often
wrote about, and in which subject has become object, or rather in the case of Odradek that he is half-subject
and half-object, a hybrid, re-functionalized thing, a readymade that lingers as the sign of longing for what is
passing, of a Being-in now threatened: to be something with other somethings in a relation not of senselessness
but animated by the task of the one who spools, the one who gathers and gives away—an allegory for us, in any
case, of the teacher. For that gathering and giving away is knowledge, and the student, the artist, the maker is
the one picking up the thread, extending it in new ways, who is a something with certain properties inherited

and acquired, and who is now in the midst of educere, of being led forth toward transformation.

4 Kafka, F. (1995). The Complete Stories (W.& E. Muir, Transl.). New York City: Schocken Books, 473. (Footnote
inserted by the editors).



If Odradek is that longing for something that was, he is also the desire for what’s to come, a future
Odradek, for he is always out of the father’s reach, running away, disappearing, then returning, lingering, then
leaving again. And the father, whether social or spiritual, is so often in Kafka’s work ominous and punishing—a
father, like modernized society, of ruthless juridical force. Yet remember that the title says, “Die Sorge,” the
cares of the father, which echoes with what I have been talking about all this time, this wanting-to-give that is
both contract and freedom.

Within the school, we intend to see each other as subjects together, to escape administrative objectification,
and within the art school even more so that we attempt to hold off the powers of the market that try to draw
young artists into the objectification of their novelty as new providers of inventory, new stimulants, while
the humanity of their art and the very question of humanity in the twenty-first century are secondary at best.
Already, we know in the school that care is at risk. In his inaugural lecture in Paris at the Collége de France
on January 7, 1977, Roland Barthes stated bluntly that, “We believe now that power is also an ideological
object, that it creeps in where we do not recognize it at first, into institutions, into teaching.”® And he went on
to pronounce that “speech enters the service of power,” that in speech “servility and power are inescapably
intermingled,” and that “utopia, of course, does not save us from power.”

Power, objectification, and the utopian space of learning as a clearing, an opening—which, if you
remember, is what the word “school” first meant—is so complicated in a world in which our Being-in is
technologized to the point that no one is free from being datafied and objectified for the purposes of wealth and
power, and what might be called the free will of objects, of an environment in which everything seems at once
instantly transformable and distributable, is also burdened by the weight of economic precarity, of punishable
ethnic identity, of the upheavals of politics and the resurgence of the fixed weight of nationalism. The very
condition of post-Duchampian art offers the unburdening of anything fixed, of an openness to all identity.
And yet Barthes’s warning that the ideological influences of power seep into the consciousness of teachers
and students feels all the more urgent today. Our wanting-to-give is under pressure. Our being-together is
comforting within our walls only to the extent that we honor it as both contract and freedom in the task of
questioning and answering.

When we speak in the art school of experiential learning and participatory techniques, of art as a waiver
for excluded groups, of the role of the interdisciplinary and of relational practices, of both social imperatives
and the imperatives of the art market, it could not be clearer that the Zeitgeist we share everywhere around
the globe is one in which the socius and the powers pressuring it are equally dynamic, fragile, and fluid.
This means that the most crucial and foundational structure of the art school and its curriculum now and
into the future must also be based on fluid structures; that we have to actively reconsider the relationships of
architecture, infrastructure, virtual settings, and content in which fallibility and self-criticism are implicit, in
which we de-objectify our objectification as much as we can. We need to envision networks of learning that
pass among institutions, rather than staying fixed within them—networks not only including other schools,

but museums, Kunsthallen, and other cultural institutions, civic and independent social organizations, and

5 Barthes, R. (1977). Lecture in inauguration of the chair of literary semiology (R. Howard, Trans). France: Collége
de France.
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professional enterprises all engaged in project-based work as an integrated feature of curriculum. In all of this,
what remains central to the art school and to school per se as a place to gather and give away knowledge, as a
place of openness against sameness, as a clearing, is the interrogative economy that is always questioning and
answering, and not doubting the invasions and seductions of power, but interrogating them so that what we ask
and what we answer presses us to find a contemporary ethics for understanding and making, and for learning

how to be in our being-together.
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Teaching and Making Art in Times of Fear

Luca Buvoli, Artist, Director of the Mount Royal School of Art, Maryland Institute College of Art
(MICA) Baltimore

What can artists do in an art school today? How do art schools work in these times of fear and loathing?
How do art students negotiate a space between professional demands and creative immersion, aspirational
and inspirational paths? This lecture will focus on a MFA program at one of the most historic and prestigious
private schools of art and design in the United States, the Maryland Institute College of Art (MICA). Located in
Baltimore, a city with racial tensions that was a center of protests after episodes of police brutality, the school
attempts to connect with various local and international communities. The institution shares the dilemmas of
many private art schools in times of growing art programs, increasing national students’debt, and questioning
identity. The author will discuss, in particular, whether faculty, visiting artists/critics/curators, and students in
the Mount Royal School of Art, the multidisciplinary MFA program he directs at MICA, address (or avoid to)
the gap between the local reality, a New York-centered art market, and larger dreams of changes in society.
Internationally recognized artists and art professionals offer not only pedagogic but also practical advice,
and share a broad variety of models and advice to help students make choices that weave personal, social and
cultural investigations. Can trans-disciplinarity today offer more tools to artists for a dialog with a society
broader than the “artworld”? In a place that nurtures varied approaches, artists also can learn to interact
and pursue one's interests in disciplines like sociology, biology, anthropology, environmentalism, robotics,
and philosophy among others, and explore or generate new formats of art practice modeled or inspired by
them. For instance, MICA — like other places — has a strong potentiality of art and science connections, in part
thanks to the partnership with Johns Hopkins University, a center where many Nobel prize and other scientists
have done their research. Can art pedagogy be a possible alternative or a complement to a scientific model in

an age of post-truth?

Teaching and making art in times of fear

In April 2015, Freddie Gray, a 25-year-old African-American man, was arrested by the Baltimore Police
Department for possessing what the police alleged was an illegal knife. While being transported in a police
van, Gray fell into a coma and died a few days later; his death was ascribed to injuries to his spinal injury. Six
Baltimore police officers were suspended with pay, but none of them were found guilty.

Let’s put this in the context of Baltimore, the 6™ most dangerous city in the US, with 344 homicides in
2015. This was the highest murder rate on a per capita basis ever recorded. Yet police abuse is only a piece
of larger systemic violence—that includes discrimination in housing, education, jobs, and voting rights—that
has left Black Americans and other communities of color isolated and marginalized. Together with a few other
similar episodes in other cities in the United States around the same time, this sad tragedy generated many
protests and a debate galvanized by the national press, giving shape to Black Lives Matter.

What can artists do in an art school today? How do art schools work in these times of fear and loathing?
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Fear is tangible around Baltimore: in the Master’s program I direct, in the past two years 7 students out of the
27 were either assaulted, robbed, or threatened around campus. In the middle of a warm sunny day in January
2017, on a bridge usually crossed by dozens of students and faculty every day, I myself was attacked by four
teenagers trying to steal the bicycle I was riding, and I was almost run over by a speeding car that hit it when I
impulsively tried to escape from them. I know that this doesn’t seem to be the best beginning for a promotion
of our school and program.

There is a Powerpoint created by the Dean of Graduate Studies at MICA, Gwynne Keathley, that
summarizes the various initiatives embraced by MICA in response to protests following the episode I just
described. MICA has five Graduate Programs that focus in particular on Community Engagement:

 Art Education, MA

* Community Arts, MFA Americorp Community Arts Collaborative

e Curatorial Practice, MFA

* Social Design, MA

* Teaching, MA

(Office of Community Engagement)

MICA also has three Undergraduate Programs with this focus:

* Sustainability and Social Practice

» Community Arts Partnership

* Y.L. Hoi Memorial Award

MICA’s location is in relation to the main protests and riots and there are, in fact, some of MICA’s
initiatives generated in response to the events.

The power and equity forum is an environment for open dialog and conversation about diversity,
inclusion, power and equity. It is our hope that these dialogs will heighten awareness of the current social,
cultural, racial and power dynamics at MICA, and promote a culture critical of and sensitive to these issues.
There are some events and artworks by related MICA faculty and students.

Responding to the Baltimore uprising, Vanessa Lopez, Dr. Adriane Pereira, Dr. Shyla Rao, MICA MAT
Faculty, developed a program engaging with Issues of Power, Privilege, and Equity in the Art Ed Classroom:

- Considering self

- Engaging with place and space

- Considering the context of Baltimore

- Considering power and privilege in the US

- Supporting and advocating for/with all learners.

Propositions: The arts & their impact
* How do we advance creative practices that create an economy of empathy and challenge
the boundaries of what we think art is?
* How do we invite ideas, responses from diverse constituencies to create strong feedback loops

for planning and response?



* How do we create ongoing opportunities for learning, reflecting and making sense of the issues?

* How do we provide frameworks for how artists/designers can respond or not?

* How can we explore models for artists to engage with cross-sector, collaborative work to address

complex issues?

* Why wait for an unrest to make these issues relevant?

“Don’t hate. Elevate, expand, and get out of your comfort zone and share the privilege. After all, that’s
the reason to make art, isn’t it? To share your artistic vision with others. I am not calling you out. I am calling
you in. We can do better.” Sheila Gaskins, “Separate and Unequal: An open letter to Baltimore’s art scene,” !
The course NORTH AVENUE, developed by Hugh Pocock, MICA Faculty, is a living social practice

forum where we invite participants to speak about their particular viewpoints regarding historical and

contemporary conditions in the neighborhoods of North Avenue.

Luca Buvoli: MICA and Mount Royal School of Art

This was the conclusion of the Powerpoint presentation on MICA’s initiatives, prepared by our Dean
Gwynne Keathley. Now, we will go back to my perspective on the school and program. MICA is an historical
institution, founded in 1826— a date that, from a North American perspective, is VERY historical —I say it a
bit ironically, since I am speaking to this particular audience in Greece, and I myself having studied in Venice
at the Accademia di Belle Arti. To give the sense of the socio-economic context in relation to the city, the
school has very high tuition, one of the most expensive art colleges and universities in the US. There are many
partial scholarships but very few full scholarships.

The school attempts to connect both with local and international communities. Many foreign students
come from several continents and countries, but a large majority of them are from China—thanks to an
exchange program with the Central Academy of Fine Arts (CAFA) in Beijing, China, initiated by MICA’s
president, Samuel Hoi, and MICA’s Provost David Bogen.

At MICA, I direct Mount Royal School of Art, one of the twenty graduate programs in the institution.
Mount Royal School of Art is a multi-disciplinary graduate program offering a MFA degree that allows students
to work in ways most appropriate to their individual artistic research=focusing their exploration within a specific

medium or crossing into a wide array of disciplines and media as they engage in intensive studio practice.

Artists/critics/curators-in-residence

Like most of our colleagues in other MICA programs, we have been working on contributing to a program,
department, and college ethos that is recognized by students as the happening place in Baltimore. Mount Royal
School of Art is a production-oriented program, with students focusing on projects produced mainly in their
own studio. The program provides an independent studio experience for first-year and second-year Mount

Royal students with visits and critiques by me, the Program Director, by 10-12 Artists/Critics/Curators-in-

1 City Paper, October 14, 2015. http://www.citypaper.com/special/fallartsguide/2015/bcp-101415-feature-
state-of-the-arts-baltimore-love-letter-20151014-story.html
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Residence (for brevity AiR), or rotating faculty, and at least 7 new Visiting Artists or Curators per semester. In
addition, the program offers various additional studio visits and critiques with other visiting artists, curators,
and critics thanks to the coordination and collaboration with other programs at MICA, the Baltimore Museum
of Art, and the Johns Hopkins University.

The AiR visit the program for 3 consecutive days with a frequency of one to three times per semester,
or in few cases once a year. The AiR’s schedule varies a lot depending on their availability due to their own
shows, residencies, commissions, and/or other teaching commitments (and of course it is defined by our overall
yearly budget). Every time they visit Mount Royal they have a thirty-minute individual meeting (“critique”)
with each of the 27 students.

The roster of AiR is composed by very diverse multi-media artists or curators who have achieved
international recognition for their work shown in museums and biennials. They include some of the most
respected artists or curators in their field, like Tania Bruguera, Paul Pfeiffer, Alice Aycock, Patty Chang, Robert
Storr (former MoMA curator of Painting and Sculpture, then Artistic Director of the 2007 Venice Biennale,
then Dean at Yale School of Art), Katrin Sigurdardottir, Suzanne McClelland, Fred Tomaselli, Claude Wampler,
Siobhan Liddell, David Brody, Dario Robleto, Sondra Perry, Nina Yuen, and Stephanie Barber.

In addition to the individual meetings, AIR give a 3-hour seminar and lead a group discussion based on
readings previously assigned to students, or at times they share with the director a 3-hour group critique of 6
to 7 students’ works. All students are strongly encouraged to participate during these group critiques that will
train them for the potential criticism and dialogue with professionals in the field.

Group critiques are approximately 20 minutes long, with the first ten minutes reserved only to students’
comments, and are then followed by faculty and director’s feedback. Students seriously prepare for them
by installing elaborate works, by uploading their artist’s statement online, and, for time-based pieces, by
encouraging their peers and faculty to experience them in their entirety ahead of time. During the critique, clips
of time-based media shown are limited to 6-7 minutes maximum. Despite their relative brevity, these critiques

can be quite intense and revealing.

Visiting artist/critic/curator lecture series
Another main component of Mount Royal is the Visiting Artist/Critic/Curator Lecture Series, where new visitors
almost every week are invited to give a public lecture in the auditorium and 9 individual critiques to students.
They usually stay for a day or a day and a half, unless they decide to extend their permanence in Baltimore due
to the long travel from abroad or the West Coast. Among invited visitors are artists like Hans Haacke, Omer
Fast, Janine Antoni, Luis Camnitzer, Andrea Bowers, Walid Raad, curators like Lynne Cooke, from the National
Gallery in Washington DC, and other curators from MoMA and other international institutions. In addition to
these visitors for the lecture series, as I mentioned earlier, we invite other artists, curators and crits by curators
from National Gallery, Hirshhorn Museum, Phillips Collection, and Baltimore Museum of Art.

Students receive critiques based on their selection of artists and curators, and a lottery-- in case some
artists/curators are highly requested by everyone. The process is very fair to the students.

Our AiR and the Visiting Artists/Curators/Critics come from several countries including Argentina,



Iceland, Cuba, United Kingdom, the Philippines, China, Japan, Canada, Korea, and from diverse age, gender,
socio-economic, and racial backgrounds. They work with a very broad variety of artistic media and approaches,
and provide a fresh perspective on relevant universal issues. We are always working towards a continuous
expansion of our faculty and visitors’ diversity of experiences to further enrich the students’ lives.

These AiR and the Visiting Artists/Curators/Critics are often very curious and happy to come to
Baltimore, a city that they had rarely or never visited before, drawn by their desire to know more of its
history and to understand more about its recent social conflicts. Also, most important, the AiR—and at times the
Visiting Artists/Curators/Critics— often offer professional and practical advice and introductions, write letters
of recommendation, forge connections, and in a few cases even provide employment—helping students in
their artistic path and career.

The budget for these programs is low comparing to other institutions like Columbia University and
Yale—frequently listed at the top U.S. programs for the arts, yet MICA graduate programs in the fine arts are
listed by accrediting organization like World News and U.S. Report and art magazines as among the best 3 or

4 in the country.

Related events

In conjunction with visits by artists and curators we organize dinners that are cooked by our students and
served in our seminar room. We also invite selected museum curators and art collectors to these events, so that
they can also become familiar with the works by our students, displayed in the same and adjacent rooms. This
more intimate context helps to reinforce a deeper personal connection between the students, the collectors and
curators, and the AiR and Visiting artist who often share personal and professional advice.

We aim and work towards building a place of inspired learning, with extraordinary events, a center of
things to which all students are expected and encouraged to contribute. Students and alumni understand the
privilege of having lectures with established, mid-career, or emerging International artists almost every week
in our program alone, and of attending many others arranged by other MICA programs as they find their own
voices and develop professionally. Students are committed to engaging and pursuing art at the highest levels of
contemporary thought and practice. In my personal experience — having worked in numerous institutions in the
U.S. and at the Academy of Fine Arts in Venice — the most successful schools are those that create an amazing
community, celebrations, awards, recognitions, and performances within individual programs, departments,
and collectively. They make you feel you are part of something important and fun. Mount Royal students
form a very supportive community of artists within MICA’s larger graduate community, and are encouraged to
interact and collaborate as a vital component of their education and formation as artists. Mount Royal students
locate themselves at the center of their education and are also very active participants in the thriving arts scene
in Baltimore, where there is an enormous potential of the local, by showing and performing in various non-
profit art institutions and commercial art galleries. The result of these many activities outside the regular studio
time and class work is a strong identification from students to the school, and probably a sense of lifetime
loyalty to the place. Once all that is happening students will be attracted to come and, as alumni, many will

stay to enjoy the lectures and keep a connection with the program.
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Location
The program takes advantage of its proximity to the surrounding region, and the very active art scenes and
many opportunities available in the major metropolitan centers of the Northeast like New York, Philadelphia,
and Washington DC. We are well aware that the art school, and the community itself, should not become a
bubble. Many directors (including myself) and almost all of our AIR commute from New York, 2 % hours by
train, and the school is a 7-minute walk from the train station. Consequently, we are able to organize field trips
to visit artists’ studios and to museum shows with tours led by the artists or curators themselves. For instance,
we arranged for a curator who worked on the Bruce Conner show at MoMA to give our students a tour before
the museum opened to the public. We arranged a walkthrough and talk by AK Burns (a former student when
I was teaching at Bard) during her solo show at the New Museum of Contemporary Art, and a visit to Paul
Chan’s publishing house Badlands Unlimited in New York. Some activities we organize include visits to
private collections, Baltimore housing also wealthy art patrons, who, in a few cases, purchase some of the
works of our students.

Students at Mount Royal School of Art are also simultaneously required to enroll in humanity and
professional practice courses that will help expand their academic and practical knowledge in relation to their
field of practice. Students can also choose their classes to have a concentration in curatorial practice, critical

studies, or pedagogy concentration (and soon in Interactive Media).

Workshops

In addition to the pedagogy offered by field trips, AiR, Visiting Artists/Critics/Curators, through individual
critiques, group critiques, seminars, Mount Royal has organized workshops led by artists such as Janine
Antoni, Tomas Saraceno —building and flying an Aerosolar Sculpture— and panel discussions such as the one
on art and science with an internationally recognized astrophysicist, Mario Livio, an astronaut, Marsha Ivins,
and artist Tomas Saraceno.

There is incredible potential for art and science connections to be pursued in the academic environment of
art schools. I am particularly interested in this, since in my own artistic practice I have been working in contact
with scientists for the past few years, and I find compelling how accessible, curious, and thirsty of knowledge
many of them are. I am currently enjoying a Smithsonian Artist Research Fellowship at the National Air and

Space Museum in Washington DC, doing research and collecting material for my work.

Transdisciplinarity
Can transdisciplinarity today offer more tools to artists for a dialog with a society broader than the “artworld”? In
a place that nurtures varied approaches, artists also can learn to interact and pursue one’s interests in disciplines
like sociology, biology, anthropology, environmentalism, robotics, virtual and augmented reality, and philosophy
among others, and explore or generate new formats of art practice modeled or inspired by them.

MICA’s art and science connection is facilitated in part by a partnership with Baltimore’s prestigious
Johns Hopkins University, a center where many Nobel Prize winners and other scientists have done their

research. One of the examples of this partnership is the Hopkins Extreme Materials Institute (HEMI), which



hosts MICA faculty and students in the Semester Artist/Designer in Residence program. The goal of this artist/
designer in residence is to bring MICA and JHU faculty together to collaborate and explore ways to represent,

visualize, and/or interpret HEMI research.

Texas-raised Luke Ikard intertwines video footage of the house where he grew up with memories and
nightmares of his childhood bunk bed that he shared with his older brother, here reconstructed utilizing new
technologies in video modeling and 3D fabrication.

The nature of a transdisciplinary program like Mount Royal is to offer a wide variety of possibilities
across the spectrum of disciplines, techniques, media, and approaches. Today the artist is a polyglot. We live
in a time when boundaries between art and fields like fashion, movies, design, and architecture are already
blurred. Our program offers access and expertise in new and traditional media through classes and practical
workshops. The goal of these courses and workshops is to create an environment where multiple materials,
methods, skills, techniques, approaches, and fields of knowledge can be transmitted, fostering the development
of the students’ work, and offering tools that will help them in professional lives and in their future careers
beyond the MFA.

A graduate art program could and should offer not only pedagogic but also practical advice. It should
offer opportunities in many possible venues to prepare the student to support oneself in a field through her/his
learned skills and knowledge. It is relevant to have a program that is lively but also rigorous, to nurture students
who approach classes with serious commitment, discipline, and dedication to self-improvement.

It’s important to focus on professionalism through strategic planning seminars, but also provide an
expansion of the horizon of possibilities beyond a career as an artist in the art market. In our program, we
incorporate Professional Development courses, introducing, explaining, and encouraging familiarity with the
processes necessary to most art students for exhibiting their work in art galleries or institutions, applying to
grants and residencies, submitting projects proposals, but also becoming involved in public art (permanent and
temporary), in social and community organizations, and in art education. In these times when an MFA degree
is an almost indispensable credential for teaching at College level in the U.S., we are committed to offering and

mentoring students’ teaching experience.

Art and society

Going back to the first topic, how do our students respond to the recent and current political climate, in
Baltimore and the USA? We encourage students to consider art as a vehicle for social discourse, openness, and
to posit questions and alternatives to the current condition and market-driven dialog. Like many in our field,
we believe that education is the foundation of democracy.

Edward Sanchez, a student from Puerto Rico, has responded to Trump’s rhetoric of xenophobia and wall-
building by creating barriers and barricades with wood and other debris salvaged from foreclosed and decrepit
buildings around MICA (fig. 1). The brightly colors painted areas refer to the exoticism that Americans project
onto the islands, which have been exploited and suffocated by the U.S. political and legislative systems. The

morning when the results of the elections were announced, students and faculty at MICA found that access
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to the school had been blocked by his “wall.” For his Thesis show, Edward constructed an enlarged three-
dimensional map of Washington DC and in particular the National Mall and the White House, “dripping” with

a red flow of materials.

Fig. 1: Edward Sanchez © 2017 Fig. 2: Cheeney Julia Celebrado-Royer © 2017

“Cheeny” Julia Celebrado-Royer, born and grown up in the Philippines, was adopted by a U.S. family
after her father died in a motorcycle accident and her mother abandoned her and her 5 siblings when she was
10. Her work explores her country of origin which was a colony of the U.S., and addresses —with vulnerability
and heightened sensibility-- current issues of economic and military control, exploitation, and poverty through

multi-media participatory installations and sculptures (fig. 2).

Fig. 3: Steven Totin © 2017 Fig. 4: David Emerson Myers © 2017

Ohio-based Steven Totin laser-engraved on many bricks purchased at Home Depot the sentence: “The
use of this brick for the construction of a wall renders it obsolete and completely useless.” The sentence is
also translated and engraved in several languages spoken in countries where walls have been built to separate
groups and populations, such as Spanish, Hebrew, German, etc. The bricks are then secretly restacked on the
shelves of several stores of Home Depot — a huge company whose CEO is a strong supporter of Trump — so that

bricklayers and construction workers will unexpectedly find these warnings during their job (fig. 3).



Tunpa Ewkaotikwyv kKat E@appoopevwy Texvwv Luca Buvoli

David Emerson Meyer, with a degree in Political Science, now back living in Japan, has been researching
and mapping all nuclear and atomic tests done in the U.S., by creating holes with a diameter proportionate to

their kiloton power. A list of all locations and sizes engraved on panels is part of the work (fig. 4).

Fig. 5:
Allana Clarke © 2017

Fig. 6:
Yael Sloma © 2017

Caribbean-born and raised Allana Clarke has been exploring legacies of colonialism and exoticism,
through a strong theoretical basis and video performance, sculpture, and painting. There’s a work by this artist
where she’s crawling on cane sugar and licking it from her own body (fig. 5).

Yael Sloma, a Fulbrigther from Israel and a former journalist, has been interviewing Israelis occupying
the West Bank and other areas formerly inhabited by Palestinians. Her two-channel video installation creates
ironic and critical audiovisual parallels between her geographic area and the myth of the Far West and the
“American frontier.” (fig. 6)

Xin Ni asked her mom, a former singer, to sew together a few Chinese flags in such a way to twist its
circle of stars into a wavy pattern. In a related video, she records her sewing while singing patriotic songs. In
another project, Xin silkscreened on top of American Apparel bags the names of cities, that instead of being the
ones where one can find a company store around the world, list those that have been victims of ISIS bombing
and attacks. Her “derailment” transforms these fashion items and their branding into black body bags. In a

separate work, after noticing that MoMA guides/brochures were translated into several languages but not in
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Arabic — the fifth most spoken language in the world — Xin Ni commissioned a translator to prepare one in that
very language. Her printed brochures, perfectly mimicking the design of the existing ones, but with a yellow
field — not present in the MoMA color range — were secretly distributed in the wall shelves during her visits

(and were soon found and promptly removed by MoMA staff). (fig. 7)

o Fig. 7:
B Xin Ni ©2017

Philadelphia-raised Bryan Funk’s video installations address the topic of “white flight,” the migration of
Caucasian families to the suburbs of several U.S. cities that were increasingly being populated with African
American residents. In other works, the theme of surveillance is unfolded through an intertwining of existing
news footage of a surveillance blimp gone astray in the Baltimore skies and ominous 3D modeled sequences
projected on inflated balloons.

Yuxin Pei, a Mongolian student who grew up in China, reflects on Chinese censorship and the erasure
of words from the internet. Yuxin carefully scratches out words like “Tankman” (a reference to the protesting
student standing in front of a tank in the 1989 Tiennamen Square uprising), “Facebook”, and other forbidden
words onto transparent film sheets and forms placed in dark spaces to make them invisible. Only a viewer with
a flashlight can read the “erased’ words as cast shadows on the walls.

Raymond Weilacher has been fascinated by conspiracy theories, including one stating that our main
world leaders and other media figures are in fact “Reptilians,” alien creatures taking human semblances to
ultimately govern our planet and subjugate humans. As part of his thesis show, he organized a symposium
inviting several UFO experts and conspiracy theorists to speak in our auditorium.

Florida-raised Taiwanese-American Phaan Howng, is a painter who had worked for years in an office at
Foxconn, a technology manufacturer and one of the largest employers in the world—also known for the many
suicides of its exploited workers. Very concerned about the changing environment and ecological disaster
awaiting our planet, Phaan presents her post-apocalyptic visions through immersive rooms, often activated
with energized and funny live-performances, sound, and lights. (fig. 8)

Beyond these issues of control, nationalism, colonialism, conspiracies, dystopian and post-apocalyptic

futures, other students engage and encourage the formulation of new visions and statements, leading the viewer
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to imagine future audiences and desires.

On the therapeutic side, Amanda Agricola mixes her yoga and meditation background with new
technologies to create “chroma-therapies,” or to record the pattern of her and her partner in bed, generating
2D and 3D forms out of their movements. In another piece, she asks visitors to record their voice pronouncing
the word “Love” and the more colloquial and less

2

emotionally charged “Luv,” carving the different
soundwaves into two separate yoga blocks.

Other investigations stem from students’ interest
in the site-specific and the architecture in Baltimore.
Nebraska-raised Amber Anderson, who spent several
years in Syria and other countries with her diplomat
husband, creates an interactive piece that intertwines
intimate views of her apartment and the actual
exhibition space. After Amber completely emptied
out her apartment and reinstalled all her furniture in
the gallery, she assembled the items into a large stack
outside the space on top of a moving pallet, allowing
the viewer to look at it only through VR goggles and a
traced drawing on a surrounding desk.

If we can simplify and list some art-related

goals for the students in our program, we could say

\- -
r .\' l:': I.'

they are: 2 LA
Fig. 8: Phaan Howng © 2017

To constantly expand their visual and verbal
vocabulary through selected readings as well as online and physical visits to contemporary art exhibitions.
To deal with issues that are important for their own expression, and to find the most effective materials,
references, forms, and contexts to visually communicate them.
To interweave external knowledge with their own introspective search.

To channel all these experiences into art-making.

Outcomes
In addition to reflecting on art processes, methodologies, and social issues, we hope to instill greater curiosity
and pleasure in researching and discovering unexpected construction methods, which will expand their
vocabulary of ideas and forms. Outcomes in formal and perceptual perspectives include a greater awareness
of aspects of color, skin, texture, reflectivity and transparency of the surface of diverse materials, and of the
possible interaction with a larger vocabulary of forms. Finally, students develop an awareness of accepted and
subjective evaluation criteria, and an expansion of these terms through the aid of irony and critical perspective.
Giulia Livi, for instance, makes paintings as furniture. Analyzing the history of painting as a commodity,

and reflecting on the status of women in the art market and in society, she merges art and utilitarian objects found
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in bourgeois homes. Domesticity is here transformed from a passive term into a humorous yet destabilizing

reality. (fig. 9)
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Fig. 9: Giulia Livi © 2017 Fig. 10: Doohyun Yoon © 2017

As we prepare students for many possible creative futures, we encourage those who are determined to
pursue a career as exhibiting artists to look beyond the often too short temporality of the cycle of consumption
of an artist in the market place. We propose them, among other models, to focus on works that have more layers
of signification, and could resist and survive their actuality and timeliness. Together, we explore how they
could address institutions and many other possible creative spaces, and discuss and encourage different modes
of distribution of an idea or a project.

An example of this is provided by Doohyun Yoon, who inserts many small levels (to measure perfect
horizontality) onto famous artworks in museums and foundations. In a different project at a former elementary
school in Baltimore, he makes ironic visual comments on the uplifting messages and symbols used by teachers
to give hope to disadvantaged children. Shattering old fluorescent tubes found in the school, Doohyun draws
with glass shards some star-like figures. In another project, he pays homage to Felix Gonzales-Torres famous
“Untitled (Perfect Lovers),” but instead of having two clocks ticking in perfect sync, he humorously places
their arms close and, in a way, that they push against each other as in an arms wrestling match or fight —
preventing any movement. (fig. 10)

New York-based Josh Sender’s work plays in the realm of post-internet art. Utilizing sources online,
creating new narratives with his rhizomatic web projects, and other tactics, Josh addresses the economy of the
artworld and the inequalities of wealth distribution. In one of his projects, he alters photos of famous art gallery
interiors into aberrations and impossible locations for exhibitions. (fig. 11)

We want students to feel that what they are learning in our program are not just tools for a career,
but for many aspects of their lives. We hope that this intensive experience may even help them to see the
world differently, by valuing creativity, by decoding mass-media images and information, by appreciating
the relevance in our society of a commitment to personal and social goals versus a passive acceptance of a
system of financial exchange. Our pedagogy flows between aspirational and inspirational paths. Art can teach
to become entrepreneurs, and art can teach by tapping in the imagination.

Korean Vania Oh allows a world of fairy tales and magical environment to generate and animate her
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sculptures and installations, through the use of sensor-activated motors, lights, sound, and video. Her plunge into

the imagination generates a powerful response in the viewer who experiences her immersive shows. (fig. 12)

Art education and democracy

In the 2016 American elections, the rationalist model
fell into crisis. What was opened then was the darker
subconscious, a deep animalistic current that reacted to
fear and hatred. For the most part, rationality has failed
as amodel. We were unable to understand what and why
this happened. This failure of imagination was more
than embarrassing and humiliating. Can education
be a model for the foundation of democracy? Can art
pedagogy be a possible alternative or a complement to

a scientific model in an age of post-truth?

Being an artist/teacher/director
I have been invited to speak also as a practicing
artist. I have been regularly teaching for 15 years,
during which I had several museum and gallery solo
shows, participation in biennials, I had several artists’
books and catalogs published, and worked on public
commissions in New York, Houston, and Seattle
among other cities. | am also a permanent member of
PS122, a 35-year old non-profit artist’s organization in
the East Village, and contributing to also run PS122
Gallery, an art gallery for emerging artists that first
showed the works of artists such as Peter Halley, Kiki
Smith, and others.

It is actually a single multi-faceted profession
that values and nurtures creativity, curiosity, desire
for knowledge and communication. It is a profession

founded on interaction and engagement in thorough

Fig. 12: Vania Oh © 2017

conversations — on a professional and personal levels — with a wide variety of people, ranging from museum

trustees to community activists, from students in financial restrains to art dealers, from magazine editors and

writers to metal or plastic fabricators, from intellectuals and academics to government representatives, from

technicians to attorneys. There is a continuity between them, and the time and focus devoted to each activity

provide some rest and reflection for the other facets of my profession.
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Albdokovtag kat dSnploupywvrag t€xvn o€ Kaypoug poBou

Luca Buvoli, KoAAtéyvng, Atevbuvng oo Mount Royal School of Art, Maryland Institute College
of Art (MICA), Baitiuopn

Tt umopodv va Kavovv ot kKaAltéyveg o o ZyoAr] Kaiwv Teyvaov onuepa; [odg Aettovpyodv ot ZyoAég
Kolov Teyvav og avtoig Toug Kopovg goPou kat picovg; ITdg ot pottntég TG T€)vNG SLUmpory LOTEVOVTAL £VOL
YOPO HETAED TOV EMAYYEAUATIKOV OTOLTHCEOV KOt TNG ONUIOLPYIKNG PoBione, LeTaEd TV LOVOTUTIOV TNG
@rhodotiag kot g éumvevons; To apbpo emkevipdvetor oto Tpdypappo MFA, e pio ond Tig To 16TopIkég
Kot OMUOUEVES 1010TIKEG Xyorég Téyvng kan Design otig Hvopéveg IoAreiec, to Maryland Institute College
of Art (MICA). Eykoateotnuévn otn BaAtiudpn, o moAn pe euietikég gvtdoeig mov vaipée Eva kévipo
SLOUAPTUPLDV LETA TO ENEICOOI0 AGTUVOUIKNG PBlag, 1 ZxoA emyeipnoe va cuvoeDel e S1GPOPEG TOTIKES Ko
debveigrowvotntec. To idpvpa porpdleTol To SIMAUUATE TOAADY IO1OTIKOV ZyoAdv Koiov Teyvov o€ po emoyn
0A0EVa, KO ALENVOLEVOL OPIOLOD TPOYPAUUAT®V TEXVNG, OLEAVOLEVOD XPEOVG TMV AUEPIKAVAOV POLTNTMV,
Kot apeiofnmong tavtdémrag. O cuyypagéag cu(ntd eOIKOTEP OV 1| LYOAN, Ol EMIOKENTEC KOAMTEYVEG,
KpLTiKoi, EMUEANTEG Kot ol omovdacTtég 6to Mount Royal School of Art, To diemiompovikd Tpdypoupe MFA
7oV aVTog devbivel oto MICA, avtipetomilel (| amoedyel Vo AVTIUETOTIOEL) TO YAGUO, LETAED TNG TOTIKNG
TPOAYLOTIKOTNTAG, TNG ayopds Téxvng Ke emikevrpo v Néa YOpkn, Kot To SIEVPUIEV OVELPQ YLl OAAAYES
oTNV Kowovia. AlEBvmg avayvopioiévol KOAMTEXVES Kol EXAYYEALOTIEG TG TEXVNG TPOCSPEPOLY Oyl LOVO
TSy MYIKES, OAAG KOl TPOKTIKES GLUBOVAES, Kot potpalovtal pia eDpY PAGHO LOVIEA®V KOl GUUPOVADY, Yia
va fonbnocovv Toug QOITNTEG VO KAVOLV ETAOYEG TOV GLVIEOVV TIG TPOCMMIKES, KOWMVIKES KO TOAMTIOTIKEG
Toug avalnthioslc. Mmopel ofUEPO 1 VIEP-EMOTUOVIKOTNTO VO, TPOCOEPEL TEPIGGOTEP EPYOLEIL GTOVG
KOAMTEYVEG Y10 Evav SIIAOYO LE TNV KOW@Vio, EDPUTEPO ATO TOV KKAAMTEYVIKO KOGUO»; L& £Va YOPO TOL
KoAMEPYEL TOKIAEG TPOGEYYIGEIS, Ol KOAMTEYVEG UTOPOVYV, emiong, va udbovv va aAANAOETIOPOVY Kol Vo
aK0AO0VOOVV Ta EVOLOQEPOVTA TOVG GE KAAOOVG, OMMC M Kowmvioloyia, M Ploioyia, 1 avOpomoroyia, N
OWKOAOYia, T POUTOTIKY, Kot UETAED AAADV 1 GIAOCOQIa, KOl VO SLEPELVOVY N VO dNUIOVPYOVV VEEG LOPPEG
VE®V TPOKTIKOV GTNV TEYVI OV WOVIEAOTOLOVVTOL 1 gumvéovtal omd avtéc. o mapdderypa, to MICA,
OTMS KOl AAAOL YDPOL, EYEL LEYAAEC SLUVOTOTNTEG GUVOECTG TNG TEYVNG UE TNV EMGTNUN, EV UEPEL XAPT OTNV
ocvvepyacio tov pe to [Mavemiomuo Johns Hopkins, éva kévtpo, 6to onoio moAAoi kdtoyol BpaPeiov Noumer
Kol GANOL ETICTAHOVEG £XOVV EKTOVIGEL TNV £PELVA TOVEC. MTopEl 1| TALOAYWYIKY TNG TEXVNG VO OTOTEAEL Lol

mBoavr] EVEALOKTIKN, 1 £€V0. GUUTANPOLO GE EVOL EMGTNUOVIKO LOVTEAO GTNV EMOYN TNG LETA-0ANOg10G;



Sharing Knowledge

Jo Volley, Artist, Deputy Director (Projects), Coordinator Material Research Project,
Slade School of Fine Art, UCL

Sharing Knowledge will focus on the Slade Material Research Project and explore the relationship between
the understanding of materials and craftsmanship and their implications in aesthetic decision making.
The conservation and archiving of our cultural heritage have long been in the domain of the art historian,
conservator and scientist and since the emergence of the colourmen in the C18 it has been the norm that the
production and development of artist materials have been in the hands of the manufacturer. This talk discusses
the trust and responsibility of good practice between the artist and industry and questions how a greater
knowledge of the artist’s methods and materials is relevant to the creative process. What role can today's
artist play in the development of manufacture and conservation? It also addresses methods of art school
teaching and the impact of an exchange of knowledge between art and science can have on developing a new

educational interdisciplinary model.

If the world were clear, art would not exist.

Expression begins where thought ends.'

The significance of material knowledge for the artist
and its relationship with aesthetic decision making
is decisive for the creation of the artwork and the
fulfilment of the art practice in general. The paper

Fig. 1: The Methods Room home of the MRP
Slade Material Research Project. This will include (photo: Mick Farrell).

will present the ideas and the development of the

some recent projects with researchers in other UCL
departments and collaborations with the leading paint manufacturer Winsor & Newton. Methods of art school
teaching, and the impact of an exchange of knowledge between art and science can have in developing a new

educational interdisciplinary model, will be discussed (fig. 1).

1 *Acknowledgments: I would like to make a special tribute to the artist Lisa Milroy, Head of Graduate Painting, whose
passion for material knowledge has so inspired and brought into being the MRP in its current form. Likewise, to Yannis
Ziogas, due to his invitation to speak at the conference I have learnt so much. Stephanie Nebbia, artist and Global Fine
Art Collective Manager, ColArt; Mark Cann, Chemist and Technical Excellence Manger, ColArt; Malgorzata Bany, artist
and Honorary Research Associate, Slade Material Research Project, UCL; Dr Hugo Bronstein, Chemistry Department,
University of Cambridge; Prof David Dobson, Earth Scientist, UCL; Dr Onya McCausland Leverhulme Early Career
Research Fellow, Slade School of Fine Art, UCL; Dr Ruth Siddall, Geologist and Pigment Analyst, UCL; Gary Woodley,
artist, academic and Co-Director, Slade Material Research Project, Slade School of Fine Art, UCL; Professor Sharon
Morris, artist and poet, Deputy Director (Academic), Hd. of the Slade PhD Programme, Slade School of Fine Art, UCL.
Finally, this essay is dedicated to the memory of Edward Allington, sculptor and long time colleague at the Slade whose
generosity in sharing his knowledge inspired so much in so many.

Camus, A. (1975). The Myth of Sisyphus (J. O’Brien, Trans). London: Penguin Books.
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Much of my teaching is concerned with the balance between informed good practice and the necessity
and desire for what we in art schools call experimentation. Artistic talent doesn’t necessarily come with the
humility to understand and respect your means but in order to progress: to develop an understanding of,
and the application of a material, may just prove crucial in its completion and durability. Whatever kind of
artist anyone is, these factors come into play and whilst we recognise the necessity of the creative ego and
inviolability of ideas. A sound technical information gives choice: a means of freedom.?

Good practice can be thought of as housekeeping — in a 1953 textbook Painting and Decorating, an
educational guide written for apprentices it continually extols the virtue and need of a respect for the work
space, the studio, the correct storing and handling of materials as well as the need for technical skill. Technical
skill or facility is the ability to do something well, technique is the particular form, method or approach. An
artist’s understanding of their materials, not just at the time of handling but at the conception of the idea and
with their manufacture, seems to be good practice for the crafting of a thing of beauty.

As a student at the Slade in the 70’s, Arthur Lucas, Chief Conservator at the National Gallery came in about
once a week and gave technical talks and demonstration on The Chemistry of Painter’s Materials in the methods
room located in the basement of the school. Sadly, this facility was lost in the early nineties during a restructuring
building programme. This lack of provision created a paucity/deficit of opportunity. Generations of painting
students were being denied the advice and support in the understanding of material and their relationship with
technical matters. It was increasingly evident student engagement and understanding with material knowledge
was neglected. This, of course, begs the question of whether the contemporary art student believes or understands
that a knowledge of methods and materials relevant to the creative process. Colleagues Edward Allington and
Gary Woodley, introduced a series of weekly technical talks and demonstrations on a wide range of issues that
stemmed from our practices. Out of a shared ambition to create an investigative methods and materials laboratory
that would provide a place solely intended for the preparation of materials, and importantly where inquiries
and testing into various processes could be made. Part of this research project determines to execute a shift that
empowers the practitioner. I think of it as a manifesto that pays attention to the action of making and reaffirm
the status and understanding involved in its craft. This is driven by a desire to create a situation, possibly unique
within British art schools currently, specifically dedicated to furthering knowledge in this field, that can be used
by staff and students alike. I tell you all of this so that you will understand for us a small revolution has occurred.
My concern is to monitor the influence and characteristics of the development of the students’ fundamental
concerns and knowledge and the implications on aesthetic decision making.

The use of materials in art coincides with the beginning of art. To refer to an example from the Renaissance,
in Cennino Cennini’s C15 Il Libro dell’ Arte, * each chapter is headed how to: “How to Make Various Sorts of
Black”, “How to Paint a Dead Man”, “How to make a cast of your own person” (fig. 2).

On the character of “Ultramarine blue and how to make it” Cennini continually emphasises the importance
of instruction in the understanding of sound material practice. And to beware of inferior materials. Cennini

describes how to recognize a good piece of lapis lazuli stone and see that it is not confused with azurite. Cennini’s

2 Horstmann, F.G. & Thompson, G.P. (1953). Painting and Decorating. London: Sir Isaac Pitman & Sons Ltd. Preface.
3 Cennini, C. (1960). Il Libro dell’Arte (D. V. Thompson Jr., Trans.). New York: Dover Publications.



recipes were first translated into English by Mrs Mary
P Merrifield who in 1849 was employed by the British
Royal Commission to travel around Italy collecting
and translating recipes. Medieval and Renaissance
Treaties on the Arts of Painting is a recording of social
histories as well as artistic practices. It seems to me she
had one of the best of jobs in the world.

As with Cennini’s warnings to artists to be wary
of inferior materials, in Leslie Carlyle’s, book The
Artists Assistant — Oil Painting Instructions Manuals
and Handbooks in Britain 1800-1900. Chapter 15:
Responsibility for the Quality of Artists Materials
she writes of the problems between the artist and
his colourman. It cites some great examples of the
frustration with the artist lack of care in making various

trials to check on the durability of materials and

complains that “many problems would be unnecessary
if only suppliers would provide reliable materials”.* Fig. 2: Black (photo: Jo Volley).

In a letter to Roberson Artist Colourman from
Holman Hunt 19" Nov 1875, Zurich on the reason for
returning the Madder Carmine and Crimson Madder.
He writes at great length but I think this short extract

is a fair example of his frustration (fig. 3):

[...] I erased my work many times putting the blame
in turn upon the yellows and whites until at last I did

what I ought to have done on my first disappointment,

i.e. inspect a trial canvas on which the colour was first

purchased. I had put it alone, with flake white and 12 3: Red (photo: Jo Volley).

zinc white. Alone it had become somewhat heavy in tint, but it still possessed a perfect orange red colour with
flake white, the pink tint had become a dull earthy brick tint while with the zinc white it had remained with
little deterioration. To understand the reason of this I took the tube to Mr Stewart the analytical chemist at
Apothecaries Hall who investigated it for me and proved ‘that it contained 10 per cent of impurity which was
principally lead. The use of this colour has cost me at least 10 months of my life and even now I have not got
to the end of the misfortune for one picture which I have sent home to the country I have had complaints and I

have had to promise to paint a new one [...J°

4 Carlyle, L. (2001). The Artist’s Assistant Oil Painting Instruction Manuals and Handbooks in Britain 1800-1900.
London: Archetype Publications.

5 Carlyle 2001, ibid.
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Holman Hunt writes that in another painting to “eradicate the evil” he reworked over with a new ground
to no avail and it will be the painting “locked up from every eye” He continues in much the same vein and at
the end gives instruction to Roberson’s for a refund.

Not much later in 1890, in The Chemistry of Paints and Painting, A. H. Church fumes, “Titian managed
pretty well without chemistry, did he not?”” A distinguished artist asked me this question the other day. But not
only were the conditions under which the painters of Titian’s time worked simpler than those of the nineteenth
century, but grounds, paints, oils, and varnishes were generally prepared in the studios of the artists, and under
their own superintendence, so that the chances of going wrong were comparatively limited. Audit is not to be
denied that a better acquaintance with the nature of the materials which many of the old masters employed
would have caused their works to be handed down in sounder preservation to future generations.®

With this in mind we have designed the Slade Material Research Project (MRP), based in The Methods
Room in the graduate painting studios. The project incorporates sessions in Guided Exploration - regular hands
on demonstrations, talks and seminars on a wide range of materials-related subjects such as the properties of
paints, mediums and varnishes; investigating material as immaterial; supports and surfaces, emotional and
physical reactions to material. This includes testing new ways of developing the relationship between image
and material. To these we attract a number of UCL researchers from Earth Sciences, Neuroscience, Institute
of Sustainable Heritage, Art History & Conservation who either give talks or advice sessions. The MRP has
developed a strong relationship with the leading paint manufacturer Winsor & Newton who give support
from either their chemists or visiting demonstrators, lectures materials and individual advice sessions. They
provide us with materials, equipment, and opportunities for our students to do residencies in studios located
at their headquarters, strategically situated next door to the laboratories with access to specialist knowledge
from their chemists. Last year we began the Liquitex/Slade White Wall project where they provide the space
and materials for students to work on a large outside mural. Circumstances like these created can be very
pivotal in a student’s development. Importantly they were the industrial collaborators on an Arts & Humanities
Research Grant: Collaborative Doctoral Award that funded Dr Onya McCausland’s very original research
into earth pigments local to the British Isles Turning Landscape to Colour. The collaboration with W&N
provided access to their archives which contain invaluable historical knowledge, such as seminal works on
pigment and paint recipes by George Field; Chromatography, or, A Treatise on Colours and Pigments, and of
Their Powers in Painting. Specialist expertise and support from the chemists to manufacturing process and
equipment unavailable within the average art school environment.

The Mobile Workstation (fig. 4), conceived by myself and Gary Woodley and fabricated by him, is a
multifunctional innovative piece of teaching equipment that serves a number of technical and research needs
required for the understanding and further knowledge of the artist’s craft. Its purpose and function is to create a
place to work and provide equipment to facilitate technical lectures. Its design incorporates built in out-riggers
and clamping systems, electric sockets, and hot plates embedded in the top surface.

It is used for the demonstration and teaching of materials and as a research base for staff development.

6 Church, A. H. (1915). The Chemistry of Paints and Painting 1890. London: Seeley, Service and Co. Ltd republished
BibliLife, Preface to the First Edition, xi.
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This facility provides students with space for the
preparation of stretching and priming canvases, making
grounds, grinding pigments. It has the potential for
a display area, to project onto, as a means of setting
up projective methods necessary for the study of
perspective. It is store, a meeting place for discussion
and an interchange of ideas for staff, students visiting

artists/lecturers. It is normally housed in the Methods

Room but is designed to be transported to other spaces.
To quote Gary who is currently working on further Fig. 4: Mobile Workstation (photo: Mick Farrell).
designs “it encapsulates the necessity and function of
a fully equipped contemporary artists’ studio in all the
guises that entails”.

All of these researches are documented Slade
Methods Room blog where information ranges
from recipes to cataloguing materials, insights into

experiences with materials. Historic and known

alongside the new experimental and innovative. Itis a

place for hidden and what could become possibly lost

Fig. 5: Pigment Library (photo: Mick Farrell).

knowledge. Likewise, through our Material Museum,
possibly the smallest in the world, we aim to promote knowledge, understanding and appreciation of the role
of material within thinking and making. The museum is concerned with preserving, collecting, exhibiting and
fostering understanding of material at the highest possible museum and scholarly standards. Exhibits can be
anything that relates to material: a finished product in its own right or an unprocessed raw material. They can
draw attention to substances or components with certain physical properties used in production or manufacture.

One of the most exciting outcomes is the development of our pigment and samples library (fig. 5), which
began quite modestly with samples from students and staff. At present we have collected well over 800 samples
including a very generous donation from the Winsor & Newton archives, Kremer Pigmente and Derivan who
provided us with the sample of the latest blue YinMin and from universities in Japan and Bangladesh. This
resource gives current and future students access to knowledge that supports their understanding of materials
and their appreciation of the possibilities for practical application.

It is about empowering the practitioner and making informed choices. It is an important resource for an
area of knowledge (historic pigments) that is considered ‘endangered’ and also houses new materials as they
become available. The Pigment and Sample library is a highly valued and visible resource throughout the Slade

and is also generating interest across other areas of UCL and spawned a number of interdisciplinary projects.
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The Pigment Timeline Project
The Pigment Timeline Project (fig. 6), is a UCL funded piece of research with Gary Woodley, Dr Ruth Siddall
and Malina Busch, which aims to establish connections between UCL departments that involve pigment and/or
colour in their research. The ultimate ambition is to create a Pigment Timeline that will function as a physical
pathway throughout UCL. Colour and its use in research at UCL are extremely wide ranging and through this
project I have begun to think this may well be the one thing that connects us. By identifying these areas and
examining existing maps of UCL and plans of each department, a 3D computer model of single images and
a simple animation is being created to reveal their association through colour, space and time. It will reveal
pathways through its architecture and have possible implications for future structural changes.

The first stage of this project was to establish contact with all areas of the university, including museums
and collections that have an interest in pigment and colour to create a database of this knowledge. It was treated

as an on line survey that asks for information pertaining to type, use and subject value and historical relevance.

Fig. 6: Diagram (photo: Gary Woodley).

The first part of the project was to collect information and we made an online survey of very simple
questions such as:

Question 1: Name

Question 2: Department

Question 3: Email address

Question 4: Type of pigment/colour used in your research?

Question 5: Usage:

Question 6: Can you tell us how pigment and colour is significant to your research?

Question 7: How long have you worked with pigment and colour in your research?

Question 8: Can you tell us anything about the historical use of pigment and colour in your department?

Question 9: Are there 5 words that best express your experience of pigment and colour?
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Question 10: Can you tell us anything we haven’t covered in our questionnaire, which is important to
research into pigment or colour?

In amongst the expected areas we received some surprises, some wonderful results: Information such as
colour coding in teaching and dyslexia; Pro Steve Jones — Biologist work on snails in art; Michael Edwards
Bartlett planning colour coding on maps; And my favourite from the Classics dept. where A.E. Housman had

been Professor poem regarding Oscar Wilde’s imprisonment for homosexuality:

Oh Who is that young Sinner?

Oh who is that young sinner with the handcuffs on his wrists?

And what has he been after that they groan and shake their fists?

And wherefore is he wearing such a conscience-stricken air?

Oh they’re taking him to prison for the colour of his hair.

The collected database of pigment usage throughout UCL (fig. 7) has collated information previously

unidentified and has furthered established academic relationships and created new participants, broadening

Fig. 7: Diagram (photo: Gary Woodley).

discussion. Gary Woodley, as model maker is using FormZ software, to collate the information translated onto the
maps and plans of the university as “walkways of pigments”. The computer-generated renderings, in their turn,
are informing the production of several small detailed maquettes of the university pigment timeline as prototypes.

An important outcome of this research is generating an exchange of specific material knowledge about
pigments and Ruth Siddall has been developing The Pigment Timeline Project blog where she interviews a
researcher to highlight their particular research into colour. It has become a something unique in the exchange
information and dialogue between a contrasting array of researchers.

We believe this project has established new knowledge that relates to the ethos of the cross disciplinary

environment and is an innovative manifestation of the imaginative thinking that is part of UCL tradition.
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The Pigment Timeline
The Pigment Timeline (fig. 8) resulted from The Pigment and Sample Library. From the pigment collection
it seemed a logical progression to try to connect the colour samples with some knowledge of their use and
emergence onto the artist’s palette, also their demise. The result of these enquiries being this Pigment Timeline,
which is made from 180 pigments bound with gum Arabic ordered chronologically from Prehistory at the top
the present day the bottom.

The time bands are equally spaced as Pre-history, Antiquity, Middle Ages, the Renaissance and thereafter
in bands of 100 years. It clearly illustrates the range of new colours invented during the Industrial Revolution
and William Perkins, his accidental discovery of a new colour, Mauvine, and the knowledge which triggered
off a series of new synesthetic dyes.

The real work was not in grinding the pigment
to make the paint and the execution of the colour but

locating them accurately in time. I quickly discovered

how complex and large the time bands of prehistory

and antiquity. An issue, | am addressing currently on

new timelines, is to reflect the length of time periods

more proportionally particularly within prehistory

and antiquity, which are compressed here.

Equally frustrating was a certain amount

u| |\|it IM

Fig. 8: The Pigment Timeline as Kremer vs. Chris Cooksey on Tyrian Purple

of conflicting information from authorities such

(photo: Sarah Pickering & Danny Treacy). -Eventually I decided to go with Cooksey because
it is so deliciously accurate: “With the decline of
the Roman Empire, the use of the dye also declined
and large scale production ceased with the fall of
Constantinople in 1453 (29 May, actually). It was
replaced by other cheaper dyes like lichen purple and
madder™.” T get great pleasure looking at these two
rare pigments together, Mauvine and Tyrian Purple,
I enjoy their similarities — rarity and curious origins

of invention.

Over the years my relationship with colour has

Fig. 9: Sampler II (photo: Thomas Jenkins).

very much focused on its materiality, source, and
mode of invention. Sampler II (fig. 9) is part of an ongoing series of temporary wall works, The Journeyman
Work, and was made for the exhibition Amongst the Colours with Estelle Thompson and evolves out of my
research into and love of pigments. I like to think of it as a visual display of quantitative information - a drawing

of intelligence. I had begun to think about how colours are placed in time and usage, not only how they might

7 Cooksey, C. Tyrian purple: history, chemistry and sources,: http://www.chriscooksey.demon.co.uk/tyrian/
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be representative of the landscape — but of their social and cultural value. When I look at a pigment, I see the
material as a vehicle for the imagination. A traveller through time and space. With the lapis from Afghanistan I
see the frescos of Giotto in Assisi. It also conjurers up the shadows and greys in Vermeer. As does this Vivanite,
a blue earth pigment used from late Antiquity onwards. When I look at Cinnabar - I think of its value to the
Romans and Titian. Ochre from the quarry in Roussillon, where Picasso painted his nude of Fernande Olivier,

which is so infused with the light of the landscape. Which of course along with gold so important to the Greeks.

Here we have 20 pigments that span from Prehistory,
to the most recent invention available on the market,
YinMin Blue. The work reads chronologically from
top to bottom, as in The Pigment timeline, with equal
divisions for time periods and indicates when they
start and end by being superseded by some modern
equivalent, banned due to their toxicity or scarcity. Or
as shown here with Bideford Black, a unique black
pigment that was mined for 200 years in the south of
Britain, then went out of use is the 60s only to have .' , , ]

its value reassessed in 2013 Fig. 10: Detail Sampler II (photo: Thomas Jenkins).

A conceit of this work is that some of these rare
pigments, such as the Genuine Indian Yellow (fig. 10),
which was outlawed by the Victorians for cruelty to
animals— which is saying something - has most likely
never been seen in such volume. Another conceit is
that most probably a number of the pigments have
never existed in the same work together before. It very

much satisfies my desire to measure all things, which

is very much embedded in my psychic and education
at the Slade in the 70s. And that the aesthetic within .Fig. 1 Vivianite (photo: Thmas Jenkins).

the work is partially out of my hands and a product of

fact. It is also very much inspired by Brassai’s text Conversation avec Picasso (1964) which I’d like to read to
you as it pretty much represents my relationship with colour (fig. 11).

Then the man in the blue suit reaches into his pocket and takes out a large sheet of paper, which he
carefully unfolds and hands to me. It is covered with Picasso’s handwriting — less spasmodic, more studied
than usual. At first sight, it resembles a poem. Twenty or so verses are assembled in a column, surrounded by
broad white margins. Each verse is prolonged with a dash, occasionally a very long one. But it is not a poem;
it is Picasso’s most recent order for colours...For once, all the anonymous heroes of Picasso’s palette trooped
forth from the shadows, with Permanent White at their head. Each had distinguished himself in some great

battle — the Blue period, the Rose Period, Cubism, Guernica... Each could say: “I too, I was there...” And

Picasso, reviewing his old comrades-in-arms, gives to each of them a sweep of his pen, a long dash that seems a
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fraternal salute: “Welcome Persian Red! Welcome Emerald Green! Cerulean Blue, Ivory Black, Cobalt Violet,
clear and deep, welcome! Welcome!™®

In the autumn of 2015, whilst on research leave, I travelled around Provence visiting pigment quarries,
mines, factories and to look at manufacturing methods (fig. 12). Part of the trip was also something of a
pilgrimage to visit the Bibliotheque in Aix en Provence where this remarkable manuscript is held. You may
have seen it a year or so ago as it was posted on the website Colossal billed as 271 Years Before Pantone, an
Artist Mixed and Described Every Color Imaginable in an 800-Page Book.

Little is known of the C17 Dutchman A. Boogert, except in 1692 he completed an educational manual
of how to mix every colour available to him. Each pigment is bound in gum Arabic and applied to paper with
instruction as to their properties, proportions and potential. It is an extraordinary document of the pigments
available during those times and of an artist’s dedication to learning. It was a humbling experience to hold
in one’s hands this rare and beautiful manuscript, and to feel a connection with Boogert’s endeavours. The
timeless and common manufacture of mixing colour and making paint. And the sheer pleasure of it. And
its desire to communicate. It put me in mind of Roland Barthes quote in his essay The World as Object
quotes: “To paint so lovingly these meaningless surfaces, and to paint nothing else, that is already a ‘modern’

aesthetic of silence.””

Fig. 12: Roussillon (photo: Jo Volley).

8 Brassai (1964). Conversation avec Picasso (F. Price, Trans.). London: Thames & Hudson.

9 Barthes, R. (1988). The World as Object. In Norman Bryson (Ed.). Calligram: Essays in New Art History from France.
New York: Cambridge University Press.
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From Pigments to Solar Power
From Pigments to Solar Power (fig. 13) is a collaboration between science and art. It first came about on 9*
June 2015 at 14.48, when along with Onya McCausland, I received an email with the intriguing subject title:

Historical Art Pigments for Modern Nanoelectronics!

Fig. 13: Panel I Archive no: MB/JV/PI/17 (photo: Thomas Jenkins).

Dear Ms Volley and Ms McCausland,

Please forgive the out of the blue email! I am a lecturer in the UCL chemistry department and I work
in the area of Solar Power. One of the things we do is to make new chemical compounds which can absorb
as much sun-light as possible. Today I was walking around the main campus and I saw your nice display
with little bags of all the pigments that are used in painting and it occurred to me that we might be able to do
something interesting together.

One of my aims is to develop sustainable materials for solar cells, and one of our starting points is indigo
and tyrian purple, both dyes that I am sure you are very familiar with. They both do a fantastic job at absorbing
sunlight. I thought it might be a nice project to look at some of the pigments that have been used in dyes in
the past, and see which ones are the most stable, to see if we can use old paintings to guide modern scientific
research.

We know very little about the stability of dyes that we use for our solar cells. However, some of the
materials we use have been sitting in the sun for thousands of years already, so it’s a readymade scientific
experiment!

Looking forward to hearing from you.

Kind Regards, Hugo

Supported by a UCL Grand Challenges: Sustainable Cities Small Award, Dr. Hugo Bronstein, Chemist UCL,
Dr. Ruth Siddall, Geologist and Pigment Analyst UCL, artist, Dr. Onya McCausland and myself began an
alliance to explore the potential within a colour. The development of a clean sustainable energy source is
arguably one of the great challenges facing humankind.

In his essay Indigo, Hugo writes:
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Despite humans using indigo for thousands of years it continues to surprise us. Firstly, the reason for its
colour is still not entirely understood (Biotech Histochem. 2007;82(2):51-6. “Why is indigo blue?”’). There are
several theories that try to explain its colour at the molecular level, although it is known that it must be due to
the presence of a large number of electrons within the system which chemists represent as two parallel lines.
When sunlight is absorbed by indigo the excess electrons get excited and hold onto this energy, eventually
slowly releasing it by vibrating. The exact structure of indigo is such that only sunlight that is red and yellow
is absorbed, resulting in the material having its characteristic indigo colour.!

Even more remarkable is that it has emerged that indigo can also act as a semiconductor, meaning it has
the ability to transport electrical charges. The combination of its deep colour and semiconducting behaviour
means that it is an ideal candidate for use as a material in a solar panel (where the Sun’s energy is converted
into electrical charges and then transported to where they are needed).

The primary research output is to identify pigments used in art as potential materials for solar energy
generation. The secondary research output will be to investigate whether there is any historical evidence of
long term photostability in these pigments. In order to disseminate the discourse, I am currently producing
a publication with the identifying properties of the pigments including an essay by Hugo and “Flower of
Purple”: the pigment indigo by Dr Ruth Siddall. It also includes test sheets of each pigment exposed to 300
years of direct sunlight in the Q-Sun Xenon Test Chamber at the W&N laboratories. Also included is a limited
edition silk screen print, /ndigo, by Onya and myself. The handmade inks from both genuine and synthetic
indigo pigment reveal a surprising relationship between these seemingly same pigments. It highlights their

potential complicity and duality: a possible a fitting metaphor for the scientist and the artist?

Colour & Emotion

Colour & Emotion (fig. 14) is an interdisciplinary
project funded by UCL Grand Challenges: Human
Wellbeing. Along with Dr Nuala Morse, at UCL
Culture and the Whitworth Art Gallery, Dr Michael
Dean, UCL and Nir Segal UCL we are creating a
Wellbeing Measuring tool-kit which aims to explore
the links between colour, sensation and emotions, in

order to develop a non-verbal measure for wellbeing.

To this end, we are working with a group of adults

with acquired communications difficulties, such ] - )

Fig. 14: Happy & Sad (photo: Nir Segal).
as stroke victims. The starting point of our research

is not to aim towards a universal language based on colour, but rather to explore the potential of creating
individual visual languages. Our second starting point is to reconsider what words we use when we talk about

wellbeing. Wellbeing words such as “enthusiastic” or “irritable” can be very abstract and difficult to understand

10 Bronstein, H. (2017). Indigo essay inclusion From Pigments to Solar Power. London: Slade Press.
11 Housman, A. E. (1895). Oh Who is that young Sinner? https://www.poemtree.com/poems/OhWholsThat.htm



for a person with acquired communication difficulties such as aphasia (inability to understand speech) or as
a result from a brain injury. As part of the research, we are also exploring emotions through more concrete
words: Happy — Sad — Soft — Sharp — Big — Small — New — Old — Share — Hide — High — Low.

The research has developed across three co-production workshops with six individuals with acquired
communication difficulties. Using coloured stickers, the workshops have explored how concrete wellbeing words
are linked to colour sensations; how different shapes can be used to described the intensity of emotions; and
how colour composition can express wellbeing (how we feel in that moment). From this co-production research
process, a Colour Diary has been developed, which participants to complete over a week in their own time.

This project has also enabled us to develop a strong partnership with the UCL Communication Clinic in
the School of Language & Cognition, working with their clients and Dr Michael Dean. Engaging externally
about the project, we have generated a substantial amount of interest in how the tool could be used with
people with communication difficulties, and also with other groups — such as children and adults with learning
disabilities, or people with dementia. The project has now been granted additional funding enabling us, along
with Nir Segal, an artist researcher on the Slade PhD, to design a series of different “prototypes” of the non-
verbal toolkit that will be used in future research projects. These prototypes were presented at a final project
symposium June 12th 2017 at UCL, and in a public exhibition at UCLH in January 2018. The symposium is
aimed at speech therapists, clinicians, patients and relatives, and artists. Feedback gained during the symposium
will help to further develop the toolkit.

Five prototype toolkits along with a publication describing how it could be used in both speech therapy
interventions and arts-based interventions have now been produced. The artwork and diaries created during the
workshops will be displayed alongside the research process at an exhibition at UCLH.

Art and Science are often viewed as opposites although both share the same fundamental aim to increase
knowledge and understanding. By creating a dialogue between the two disciplines both can share invaluable
knowledge. Joint artistic and scientific research has the potential to challenge conventional views on
collaborative work creating new and imaginative horizons. In the Growth of University of London University
College Chart 1826 to 1926 forming part of the Faculty of Arts it shows a course in drawing was taught by a
C.B. Moore from 1840. The Slade School of Fine Art was founded in 1871 with Edward Poynter as professor
and along with Anatomy, Perspective Archaeology and Architecture appear as courses being taught under
Fine Art. The chart includes Architecture in the right hand column next to Fine Art and shows that in 1841-
42 under T. L. Donaldson Architecture was taught as a subject developing into Art & Science of Architecture
under T. Hayter-Lewis by 1865-66. What it doesn’t show, but the plans do, not only did the building house
the arts but also it shows the Chemistry dept in the basement. On the top floor was physiology and on the first
floor there was a comparative anatomy museum and botany, the artists were surrounded by various sciences.
This positioning interests me — the proximity of the scientists to the artists. I’'m curious as to what kind of
relationship existed if at all between the artists and the chemists. Henry Tonks, an early Slade Professor, was
also a surgeon and made dramatic pastel drawings recording facial injury cases at the Cambridge military
hospital that influenced early facial reconstruction surgery. Sir William Ramsay, chemist, joined UCL in 1887,

his laboratory was the ground floor of the Slade building. It was here where he discovered the noble gases and
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added to the Periodic Table. Henry Tonks, did a caricature drawing of Ramsay, and I like to wonder at what
kind of conversations they shared (fig. 15).

Recent years have seen an increase in art
in residencies within a wide range of academic
disciplines providing fresh insights with the artist
gaining inspiration from different scholarship.
Many scientists might interact with an artist in
residence, but at the Slade we are very privileged to
addresses this imbalance and have our first scientist
in residence. Professor David Dobson, UCL Earth
Scientist and Wood Engraver, approached us with this
imaginative and far sighted idea. His presence in the
Slade is greatly welcomed and a long time coming.
In David’s words: “In addition to highlighting some
of the intrinsic beauty in the processes and materials
involved in creating art, a genuine cultural exchange
based around the discipline of experimentation in the
arts will develop new understanding of their scientific

methods. This enhanced understanding could lead

to new art being created with greater scientific

Fig. 15: Prof David Dobson in a Clearwell Cave

understanding and techniques”. - o )
describing the Periodic Table projected onto the cave.

From a conversation about a new blue paint, (photo: Jo Volley).
YinMin, I had received from Steven Patterson,

Derivan. A pigment analysis by Dr Ruth Siddall, an idea began to grow in David’s mind to make a new blue.
It is still early days for making the blue but David has now understood the chemistry and it could just be a
matter of time before we see Ringwoodite become part of the artists’ palette. To quote David again: “There is
quite a long back-story to the kind of blue which I am trying to make - it is inspired by a deep-blue mineral
called ringwoodite, which is stable at depths between 520 and 660 km in the Earth and which was in the news a
couple of years ago because it might be a reservoir for water, containing up to 9 times the volume of the oceans.
So I have used the crystal chemistry of ringwoodite to design a blue pigment which will be stable under normal
conditions, which I will call deep-water blue.”

It seems fitting to end with this poem by Sharon Morris, as its clarity and beauty, seems to sum up the

relationship between the idea and the making.

The purpose of blue
But it’s the colours I miss, don’t you see?
the lapis sky and fair cerulean blue

of ocean, the precise shivering hue



of your laugh on a bright day, so clear.
Whatever the light, lavender appears

to shave blue from grey, the way I knew you.
I’m dead-heading the daisy - though it’s futile -

sweeping leaves and weeding ‘volunteers’.

My eyes close - the way whales slip from view
between the waves - [ have to let you go.

I still wear that specific shade of turquoise -

you looking out at the Pacific Ocean -
the way blue sky screens emptiness, its purpose

forgetting or holding on. Is this beauty?
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AvtaA\ayh yvaong

Jo Volley, KoAlitéyvne, YmodievBovrpua (Projects), Zvvtoviotpia tov Epevvntikod [Ipoypdaupatog Material,
Slade School of Fine Art, UCL

H epyacia emkevipdverar oto Epevvntikd [poypoppa Slade Material kon diepevva tn oEon OVAULESH GTNV
KATOVONOY] TOV VAIKOV Kol NG OeE10TEYVING KOl TIG EMMTMOCELS TOVG OTNV ANYN ono@doemy oe {nThupato
aoOntikng. H ovvtipnon kot apyetof€mmon g TOAMTIOTIKNG HoG KANPOVOULAC amoTeA0VsE amd oAl TovV
TOUED TOV 1GTOPIKOV TEXVNG, TOV GLVTNPNTH KOl TOL EMIGTIUOVA, KOl OO TNV EUOAVICT) TV Tpoundevtdv
ypoudtev to 180 audva, amotedel Kavova 6T Tapaymyn kot 1 eEEMEN TV VAIK®V ToV KaAlTéyvn BpiokeTot
OTO XEPLOL TOL KATAOKELAOTH TovG. H opudia ot e€etdlel tnv epmiotootvn Ko T €000V TG 0pONg TPAKTIKG
peta&d tov kaAMTEYVT Kot TG Propnyoviag kot 0£tel TNy epmd@TNOT TOG P PabiTtepn Yvoor Tov pedddwv kot
VAKOV TV KoAMTeyvov oxetiletatl pe tn dnpiovpykn dadwkacio. [Too poAo pmopei va maiel o onpepivog
KOAMTEYVNG OtV avarnTtuén g mapaywyng kal cuvenpnong; Eriong, egetdlel tig pebodovg didackariog o
pia Xyoin Kaiov Teyvav, Kot TV ETIATOON TOL UTOPEL VoL EYEL T OVTOALAYT YVAOOTG AVAUESO GTNV TEYVN Kol

TNV EMGTAHUN, OTNV OVATTLEN EVOG VEOL EKTALOEVTIKOD SIETIGTILOVIKOD LOVTEAOD.



LX0AéG Elkaotikwv Texvav:
npoypduppata onoudwv, pébodol eikaoctukng Stbackaliag,
dlenotnpovikég npooeyyioelg
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Interdisciplinary Approaches
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‘Eva neipapa ywa tn Sidaokalia tng Lotopiag tng téXvng o€ POLTNTEG ELKACTIKWV
TEXVWV KAl ApXITEKTOVIKAG'

Apet) Adapomoviov, Avorinpontpioa Kabnyntpo, Tunupe Ewactikov Teyvav kot Emiomuov g
Téxvne, Zxol Korodv Teyvav, Mavemomuo loavvivoy

H 1otopia th¢ Vg d100oKeTon mopadootora, e O1aAeéCels ko otatikes e1koves. 11600 ouws avto fonba tovg
OHUEPIVODS POITHTES VO, KOTOVONOGODY TO EDPVTEPO TOMTIOTIKO TAOLOLO UECA 0TO OTOI0 TOPHYOnoav to Epyo. Tov
006 oiyvovus, llepouatine dieényo aro Hovemariuio lwavvivwy éva Propatiko oeuivipio, mopalinio ue to
01000KOUEVO TPOTTUYLOKO Uabnuo tov elounvon, 6To 0moio 01 POITHTES TOUUETELYOY DTOYPEMTIKG. WG PUTIKES
TOPOVOIES, AALG TPOUIPETIKG. WG EVEPYOL avuuetéyovies. To aeuivapio mepilaufave podnuoto yopod e ioiog
TEPLOOOV e TH OLOATKOUEVH] DAY, OPYOVWUEVA OTO WEVO o€ GLVEPYaaia ue exayyetuatia yopevtpia. To Paoixo
EPATNUO, VIO UEVA TAV TS 01 POITHTES oG 0TS LyoAés Kaiwv Teyvawv uaboivovy vo. uoboaivovv kai g umwo-

POVUE EVOELEYETTEPQL VO KAALIEPYNOOVUE TO EVOLAPEPOV TOVS VIO, dbnon.

H 101aitepn @von Kol To TEPLEYOUEVO TNG EKTTAIOELONC TV KOAMTEYVOV gival (mue. 1660 Takd 060 Kot 1)
dpvomn Tev TpodToy axadnuov oty Evponn otov 160 aidva. [Ipokettal yio Eva 0éua to omoio avalomupm-
VETOL KOl VTOTOVEL AVAAOYA LLE TIC EVPVTEPES GVINTNGELS TTEPL TEYV