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Art as Social Action is dedicated to Ted Purves and Tim Rollins,
two artists, mentors, teachers, and dynamic advocates of socially
engaged art education. Their vision and generosity remain
a vital presence throughout this volume.
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Art as Social Action

(a preface)

“We continue to talk about ‘new forms’ because the new has been
the fertilizing fetish of the avant-garde since it detached itself from
the infantry. But it may be that these new forms are only to be

found buried in social energies not yet recognized as art.”
—Lucy R. Lippard (1984)!

Social practice art is an emerging, interdisciplinary field of research and prac-
tice that pivots on the arts and the humanities while embracing such external
disciplines as urban, environmental, or labor studies; public architecture; and
political organizing, among others. Its overall objective is not merely to make
art that represents instances of sociopolitical injustice (consider Picasso’s Guer-
nica), but to employ the varied forms offered by the expanded field of con-
temporary art as a collaborative, collective, and participatory social method for
bringing about real-world instances of progressive justice, community building,
and transformation.

With this in mind, Art as Social Action (ASA) hopes to benefit teachers of
contemporary art in two distinct ways. First, ASA offers a general introduc-
tion to the concept of socially engaged art by noted practitioners in the field.
Second, the book presents a series of illustrated lesson plans for practical use
in the classroom, designed by educators at both the college and high school
levels. With contributions by leading social practice artists, researchers, and
educators, the book’s content is arranged thematically and addresses real-
world issues like labor rights, environmental justice, urban policy, women’s
rights, migrants’ rights, racism, prisoners’ rights, and the global nexus of art/
labor/capital, among other areas of topical concern. Art as Social Action also
reflects the steady growth of the Social Practice Queens (SPQ) program: an

1 Lucy R. Lippard, “Hot Potatoes: Art and Politics in 1980,” in Gez the Message: A
Decade of Art for Social Change (New York: Dutton Press, 1984), 172.
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ongoing educational experiment that pairs the resources of a noted academic
research institution, Queens College, City University of New York (CUNY),
together with an innovative, community-oriented art institution, the Queens
Museum.

It was during an art opening in 2010 that the Queens Museum’s then direc-
tor and now New York City Department of Cultural Affairs Commissioner,
"Tom Finkelpearl, first proposed that the Queens College MFA program work
with the museum to establish a working collaboration and residency program
focused on the developing field known as “social practice art” in the United
States. Along with Finkelpearl, whose publications, such as Whar We Made:
Conversations on Art and Social Cooperation, have helped to establish socially
engaged art as a dynamic field of practice, the Queens Museum team included
educator Prerana Reddy, curator Larissa Harris, and community activist José
Serranno-McClaine. Their collective labor committed museum resources
to merging contemporary art with concrete community concerns, especially
those of the nearby Latina/Latino neighborhood of Corona and the Asian
neighborhood of Flushing (though other locations in New York City and be-
yond also became part of this unique institutional outreach).

The academic cofounders of the program contributed years of artistic and
pedagogical commitment to the practice and study of socially engaged art.
For decades Queens College CUNY professor Maureen Connor’s art-based
pedagogy focused on feminism and social justice, while professor Gregory
Sholette’s research and writing about art, theory, and politics was rooted in
his prior work with PAD/D and REPOhistory, two noted artists’ collectives
he cofounded in the 1980s and 1990s respectively. Eight years into the experi-
ment, SPQ proudly reports the successful graduation of ten MFA students
concentrating in socially engaged art, as well as the launch of a two-semester
Advanced Studies Certificate in Critical Social Practice. With Professor
Connor now retired, SPQ was also privileged to welcome as a new faculty
member conceptual and performance artist Chloé Bass, whose investigations
of interpersonal relations explore the rich intersection between performance
and social engagement. And we have been fortunate to add to this existing ex-
pertise the insights of such practitioners as the late Ted Purves, Paul Ramirez
Jonas, Claire Bishop, Mariam Ghani, Adeola Enigbokan, Heng-gil Han, the
Yes Men, Chemi Rosado-Seijo, Alicia Grullén, Tomie Arai, Sal Randoph,
Deanna Bowen, Nato Thompson, Krzysztof Wodiczko, Pepon Osorio, Sarah
Fritchy, Liz Park, inCUBATE, Fran Ilich Morales, Amin Husain (Decolonize
This Place/MTL), Alfredo Jaar, Dread Scott, Larry Bogad, Sean Starowitz,
Yevgeniy Fiks, Marco Baravalle, Stephen Wright, and Saul Ostrow, among
others.
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As social practice education grows in popularity and scope we continue
to learn and evolve, not only from our own efforts, but also from our stu-
dents and the practices of numerous kindred colleagues across the globe. But
as we endeavor to present a representational cross section of voices and views
about socially engaged art pedagogy we recognize that limitations of time and
resources prevent this project from being a truly comprehensive collection.
Within a short time even this selection will be dwarfed by the activities of
others.

As we go to print we witness unprecedented levels of social injustice that
have become a new normal, even in developed nations, where such civil cor-
ruption was considered an exception punishable by law. It is therefore to the
future of all our students, and to the freedom of thought and expression that
education ideally provides, that we dedicate this volume. This coming struggle
is simultaneously their burden and all of our hope for both another art world
and a more egalitarian society.

—Gregory Sholette and Chloé Bass,
Social Practice Queens,
August 2017
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Where Who We Are Matters

Through Art to Our More Social Selves
Chloé Bass (New York, New York)

I. REALIZATION

Opver the course of the fall 2016 semester, I began to see how little school works
for, or fits into, the majority of my students’ schedules. Students were late for
or missed class consistently because of work, gaps in childcare, and health issues
that seemed overly challenging for a college-age population. My students were
not necessarily robust late teenagers and early twentysomethings for whom
college is the most fun time in their lives. For them, college is an obligation
alongside a string of other commitments and struggles. In this context, what is
the use of a socially engaged art elective?

I’ve grown weary of and disinterested in the art dlass is the only place for self-
expression narrative. Although I believe there’s some validity in it, what I really
want to know is whether teaching socially engaged art provides some ability to
think critically about the interpersonal environments we find ourselves in. How
can teaching differently, both in terms of subject matter and style, help us to live
better outside the realm of art school? My students at Queens College are al-
ready fundamentally and inescapably in the world. To give them better tools for
navigating that world, rather than simply the tools for succeeding at the business
of school, feels essential. It might be different if I were a rogue activist, giving
cold-water reality baths to students in the Ivory Tower. But I'm not.

In the same way that sculpture departments historically became the
first place within art schools to explore interdisciplinary, time-based, or
nontraditional creative fields, it is my hope that socially engaged programs
can be the space where art impacts our actual lives: the exploding out of the
university into the streets. We need to step beyond the rigorous and unin-
teresting /ife-as-art phenomenon. When I asked my students, after we visited
the Mierle Laderman Ukeles retrospective at the Queens Museum, if they
thought their jobs are art, the answer was, almost unanimously, no. This is
not because they don’t understand the question. It’s because calling something
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art contextualized their struggles as special—a Pollyannaish attitude that, for
them, deeply missed the point. What they appreciated about Ukeles’s work
was not that she allowed sanitation workers a moment of glory in a radically
different context. They appreciated, instead, the time she took, how hard she
worked, even for something they weren’t totally sure was art. They saw, in that
commitment, something worthy of recognition.

My goal is to harness the power of my students’ everyday(s) and give them
better ways to connect through and around that. My classroom is socially en-
gaged because I am teaching people to be social. I use the relative safety of
school to demonstrate the ways in which the world can go better if you bring
your whole self to the table.

Il. ARRIVAL

In one of my recent classrooms (undergraduate students from various majors,
ethnically “majority-minority,” and ranging in age from nineteen to thirty-
one), it often took at least forty-five minutes for a good discussion to develop.
There are a number of reasons for this: students are afraid of being wrong.
They are, perhaps, more comfortable in, or familiar with, the type of class-
es where answers are concrete rather than interpretive. Fields of study with
standardized textbooks and testing. Classrooms where power dynamics, both
between the students and the teachers, and between different student groups,
are more based on traditional forms of success: good grades, quick answers,
extroversion. Outside of our time together, I learned that my students were
not asked to be present. They were expected to be well behaved, and asked to
be right. I was asking, instead, scarier and more honest questions like, “What
do you see?”

The development of discussion as a practice required a very different set
of behaviors that are perhaps more akin to team building than to school. The
best days we had were not necessarily artistic. They were days when we argued
for two hours about soccer as choreography, or shared stories about the impact
of debt on our lives. Of their own volition, one group of students investigated
the funding streams of our college, and why public universities in New York
State are no longer free. Sharing the affective and intellectual labor of four
hours between sixteen committed people made time pass quickly. We were
socially engaged because we understood the value of our own lives. We wanted
to know more about where we were because we cared about who we are.

Thirteen weeks into my first semester at Social Practice Queens, I asked
my undergraduate students how the course was going for them. An outgoing,
athletic business major raised his hand, and said to all of us, directly, “This is
the only class I have where who I am as a person actually matters.”
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I1l. OUTCOMES
What does it mean to engage in intimate education? I believe intimacy offers
possibilities for expansion. I tell my students—and in some ways, even force
them to acknowledge—that they are each other’s primary resources because I
will not always be there with them. I want them to know that the power we have
in the room, even if each individual person feels quite small, usually gives us
almost everything that we need to know. At the very worst, a strong knowledge
of our group can reveal the essential gaps of who we need to invite to join us.

I have centered my own teaching, as well as my understanding for the po-
tential of social practice as a field, around the following thought questions:

*  What happens if we take the same care with our relationships as we
invest in our practice?

*  What happens if we take the same care with our practice that we
demonstrate in our relationships?

As artists and educators, development of the practice and of the person are
unavoidable: we do/make our work, and we also exist as people in a world with
fundamental connections to other human beings. Yet somehow we most often
address personhood only in the moment of critique (this produces its own neg-
ative side effects, for example: only discussing the racial lens when evaluating
the work of students of color, rather than also interrogating normative White-
ness as providing its own specific aesthetics). I am interested in an evaluation
of how personhood impact aspects of process, not just of product. How does
the way that we are in the world affect the craft of how we do things?

I believe that lessons focusing on personal difference, background, prefer-
ences, belief, and modes of function have application at every level, and find it
odd that they’re most likely to be implemented only during primary education.
It’s as if our development of self as a fundamental tenet of our intellectual un-
derstanding stops at puberty. I refuse a world that so limits my ability to grow.

Centering on the sociality of social practice provides the space that we need
to better understand ourselves and others. Whether the goal is harmony, an-
tagonism, or any of the myriad outcomes that fall outside of those two some-
what unrealistic poles, the labor of self-discovery is worthy of both our time
and our brainpower. This is work that asks us to interrogate who we are as an
essential element of progress: intellectual, pragmatic, political, and aesthetic.

IV. WORK
Lesson plans in this volume address many concepts related to social practice
art, but also essential to navigating the world as a whole person. BFAMFAPhD
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focuses on support: the other people, places, and practices we need in order to
produce the kind of work that matters in the world. Fiona Whelan discusses /is-
tening: the relational skills required for social practitioners, and an acknowledg-
ment of the deep time labor required for both learning and engaging in those
relational practices productively. Gretchen Coombs and the Black School ad-
dress language: from developing a better sense of our internal narratives (where
else do we have space to understand rant, or obsession, as educationally produc-
tive?) to unpacking how we write about others. Brian Rosa and Dillon De Give
explore sharing, and the undeniably social aspects of making a place together,
whether by accident or intent.

In the excellent essay that follows, Mary Jane Jacob reminds us that art is
always social. The lessons in this book, then, allow us to expand our sense of
what that sociality means, how we engage it, and the best practices for its use.
In a field that allows us to be our whole selves, we can embrace complexity,
remain responsive, and continue to learn from our own mistakes as we work
to repair the world.



Pedagogy as Art

Mary Jane Jacob (Chicago, lllinois)

In this essay I take a look back to John Dewey as a complement to the prac-
tices envisioned in this book. Dewey’s identity and ideas are built into this
book’s very title. Art: as a proponent of the transformative power of art,
Dewey viewed the aesthetic experience as fundamental to cultivating and
maintaining our very humanity. Social: at once a spokesperson for and critic
of American democracy, Dewey participated in the cofounding of the Ameri-
can Civil Liberties Union (to name just one of scores of organizations he
helped launch), for his support of the cause of social justice was as unbound-
ed as it was lifelong. Action: as a philosopher for whom theory was meaning-
less if uncoupled from practical application, he acted upon his beliefs, while
knowing that action needed to be guided by democratic principles. Thus,
Dewey turned to education to build a democratic and just society, and it is in
that arena that he is well remembered as the father of modern, progressive,
and public education in America.

To Dewey, education is always socially engaged, an essential component of
democracy, and the way democratic values are communicated. He knew this
does not happen by rote allegiance or blind patriotism, but by living and prac-
ticing these principles as we make them a way of life. Importantly, an educa-
tion that includes the arts, he realized, promotes critical thinking. It is the
arts that can create among a wider population a discriminating mind—which
he characterized as possessing “the habit of suspended judgment, of skepti-
cism, of desire for evidence, of appeal to observation rather than sentiment,

discussion rather than bias, inquiry rather than conventional idealizations.”!

1 John Dewey, “Education as Politics,” in The Collected Works of Jobhn Dewey: Middle
Works Volume 13: 1921-1922, Essays, ed. Jo Ann Boydston (Carbondale, Illinois:
Southern Illinois University Press, 1986), 335. First published in The New Republic
(October 4, 1922): 141.
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Therein he saw the potential to change society. He wrote: “When this hap-
pens, schools will be dangerous outposts of a humane civilization. But they
will also begin to be supremely interesting places. For it will then come about
that education and politics are one and the same thing, because politics will
have to be in fact what it now pretends to be, the intelligent management of
social affairs.”?

With socially engaged art practice, learning transfers from the classroom
to the street and, with books like this one, back to the classroom so that it can
do its work in the world. And here it is significant, and not just a turn of phrase,
that Dewey also thought education was an art. All things done consciously
and with care he dubbed so, but he added: “I believe that the art of thus giving
shape to human powers and adapting them to social service, is the supreme
art; one calling into its service the best of artists; that no insight, sympathy,
tact, executive power, is too great for such service.”® Pedagogy is an art when it
becomes a life’s work. Social practice, too, is that kind of holistic practice, not
a style taken on, but a way of working that emerges from one’s life’s interests
and needs, one’s observations and actions. There is a knowingness that it is not
a method learned and then applied, but a way of being, always in motion, sub-
ject to change and reconsideration. Social practice demands a discriminating
mind. And it gives rise to the same in others touched by this work.

On a personal note, I am a product of Dewey’s pedagogy, having come
up through public schools in and around Queens at a time when art was well
supported and seemed a human right. It was a foundational subject within a
well-rounded curriculum. Over time I became cognizant of the origins and
the real mission of those who fought for quality and equality in education.
Dewey saw it this way: “Do we want to build up and strengthen a class division
by means of schools for the masses that confine education to a few simple and
mechanical skills, while the well-to-do send their children to schools where
they get exactly the things that are branded as frills when they are given at
public expense to the children of the masses?”* I thank Dewey for the “frills”
that made all the difference in my public school education—Ilike regular vis-
its to museums—and the valuable lessons learned with intrinsic social values.

2 John Dewey, Ibid.

3 John Dewey, “My Pedagogic Creed,” in The Collected Works of Jobn Dewey: Early
Works Volume 5: 1895-1898, Essays, ed. Jo Ann Boydston (Carbondale, Illinois:
Southern Illinois University Press, 1986), 95. First published in School Fournal LIV,
(January 1897): 80.

4 Dewey, “Shall We Abolish School ‘Frills’®> No,” 145. First published in Rotarian 42
(May 1933): 49.
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Those elements enabled me to imagine a natural and necessary connection
between art and social justice.

Decades later, when I walked away from working in museums seeking a
more participatory engagement, I was propelled by a belief in the potential
of art as experience, not out of some Deweyan read (that came later still), but
out of my own experience shaped by those offered by the artists and audiences
with whom I had shared my work. The question that lay at the threshold at
that time was, could the transformative power of aesthetic experience be made
available to those from the lesser ranks of society who cared and not just be
reserved for individuals privileged by wealth, reputation, or art knowledge? It
took full expression in a program in the early nineties called Culture in Ac-
tion (a title suggested by one of the participating artists, Daniel J. Martinez,
with an affinity to that of this volume), which brought together artists whose
social interests aligned with the life issues of a segment of the public in order to
undertake an invested, shared process focused on concerns vital to them both.

When values are held in common, could collective hope spark problem
solving? And, if solutions did not proceed in linear fashion, might they unfold
circuitously like life itself? But bafflement ensued. As funders sought demon-
strable outcomes and replicable models, I relied on organic processes. While
making positive change was posited, likewise was whether art mattered in ev-
eryday experience. But critics worried about where the art was. Dewey had
his answer: in the experience. His understanding of art as lived experience—
embodied so that it becomes part of our own being—allows us to appreciate
just what social practice works do. Like all art for Dewey, they allow us to
breath in life’s experiences fully, making meaning for ourselves and gaining a
deeper sense of the consequences of our actions on others and on the planet.
Then, breathing out, to act more consciously in the world.

To Dewey art is always social. “In it a body of matters and meanings,
not in themselves aesthetic, become aesthetic as they enter into an ordered
rhythmic movement toward communication. The material of aesthetic expe-
rience is widely human . . . [and] in being human . . . is social,” he wrote.” So
art is a likely medium for pressing the case of justice that itself defines and
defends human relations, while it strikes at the core of Dewey’s definition of
democracy. “The clear consciousness of a communal life, in all its implica-
tions, constitutes the idea of democracy,” was how the philosopher put it. And
if democracy is grounded in beloved democratic principles of equality and
fairness, then diversity must also be valued and tolerance advocated. More-
over, if we are privileged to possess liberty as well as pursue happiness, then

5 John Dewey, Art as Experience (New York: Penguin, 2005), 339.
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Dewey knew we must understand that freedom is a collective and not just an
individual right.

While we think and feel these times as exceptional (“unprecedented” is a
word that crops up daily these days in regard to the Trump administration), it
might be prudent to remember that Dewey saw and felt the tides of vast cul-
tural change and upheaval, as he was on this earth from before the American
Civil War to after World War II. And as this nation contended with a changed
world, all the while Dewey stayed the course. He helped move it from the
nineteenth into the twentieth century, never forgetting that what we make is
not whole cloth but accrues onto the social intelligence we have inherited. On
one occasion, looking back, he recalled Thomas Jefferson’s concept of democ-
racy as a great “practical experiment,”® understanding that the social justices it
claims are not accomplished once and for all but must be continually renewed,
for democracy is never done. It is a process in which we all participate.

Social practice projects prime that process. Thus, we can be grateful for
the past three decades of assertive and committed community-based, new
genre public art, dialogic, and other-named practical experiments by artists
that have readied us for the challenges we face today. These works are part of
an even longer lineage that has brought us to a place where pedagogy can be
written and offered as a road map for the future. In addition, I'd suggest read-
ing Dewey, too.

6 John Dewey, “Presenting Thomas Jefferson,” in The Collected Works of Jobn Dewey:
Later Works Volume 14: 1939-1941, Essays, ed. Jo Ann Boydston (Carbondale, I1-
linois: Southern Illinois University Press, 1986), 213. First published in The Living
Thoughts of Thomas Fefferson (New York and Toronto: Longmans, Green and Co.,
1940), 15.
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Transactions, Roles, and Research

Marilyn Lennon, Julie Griffiths,
and Maeve Collins (Limerick, Ireland)

A DESCRIPTION OF THE ASSIGNMENT

In this module ten visiting lecturers from different disciplines are invited to the
Masters in Art and Design, Social Practice, and the Creative Environment (MA
SPACE) at the Limerick Institute of Technology. Once the assignment (below)
is handed out, the entire postgraduate group thoroughly questions, and reflects
upon the scope of their response.

THE ASSIGNMENT

Each week a guest speaker delivers a one-hour lecture about their current
work, a topic of interest, their research field, modes of research, or elements
of their field of practice. But the visiting lecturer is not typically a visual arts
specialist. The following week students create three-element collaborative
responses to the lecture, academic, practical, and reflective, working in pairs
to develop a research focus related to the content of the lecture or inspired
by the topic presented. Each pair has a three-hour time slot to present their
response.

ELEMENTS TO BE INCLUDED IN THE RESPONSES

1. Academic

Students prepare a fifteen-minute presentation tracking their research paths.
Remembering that everyone has attended the visiting lecturer’s talk, they must
use this event as a point of departure. They should perform research on the
lecturer’s topic showing a clear line of inquiry that develops their own particu-
lar focus. They should also research artistic, contextual, and historic practices
informing the participatory activity or workshop they propose and include an
academic paper, piece of writing, or article relevant to the lecturer’s influence
and student response.
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2, Practical

The Creative Turn: pairs create practical, active, or artistic responses that en-
gage their fellow program members in participatory activities or workshops to
experiment, reflect upon, critique, or explore the lecture topic.

3. Documentation and Reflection

Each team member documents their own response, while those attending gath-
er all materials presented for printing and storing in a folder. For assessment,
postgraduates must also present a reflective diary specifically for the module.

ACTUAL STEPS TAKEN TO FULFILL THE ASSIGNMENT

Visiting Lecturer: Dr. Pauline Conroy

Dr. Pauline Conroy researches and publishes on social policy related to gender,
equality, and the labor market within the Council of Europe, the International
Labor Organization, and the European Commission. Her lecture examined
Countess Markievicz, a seminal nineteenth-century Irish artist and politician,
who was also a revolutionary nationalist, a suffragette, and a socialist.!

Reading and Action

In his paper “Topologies: Michel Serres and the Shapes of Thoughts,” Steven
Connor presents a nonlinear view of time in which chronologically distant mo-
ments can speak to each other. Connor compares time to the folding of dough,
an image that became an action element in our response. We invited participants
to engage in the act of bread making as a way of thinking with the hands while
listening to the content of the text. This offered a way to think about historical
figures and events across time in a new and dynamic way, introducing history as
present and relevant, rather than distant and one dimensional.

Testimony of Julie and Maeve, Students and Participants

in the Experience

“As respondents, we were particularly interested in the duality of Countess
Markievicz’s role as both an artist and a politician.” Julie and Maeve responded
to the lecture and reading as follows.

RESEARCH
We researched Markievicz’s biography as a student in London and Paris, but
focused on her political engagement in Ireland, including the 1916 Irish Easter

1 A shortened version of Dr. Conroy’s talk is available at the Countess Markievicz
School website, see http://vimeo.com/66601118.
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Participants knead as Julie reads.

Preparing dough.

Rising with the Irish Citizen Army, and her political life in the first Irish parlia-
ment, Diil Eireann, to become the first female cabinet minister elected in Eu-
rope. We asked how Markievicz might position herself if she were alive today,
believing she has much to offer artists, women, and politics in contemporary
society, and also employing Connor’s idea that unlikely adjacencies emerge for
discussion in folded time structures. Later, we selected several politically and
socially motivated artist practitioners to present in the workshop.

We selected several examples. The Kurdish Women’s Movement and
Kurdistan Women’s Liberation Movement for a Universal Women’s Struggle,
organizations where women’s freedom is key to solving many problems. Tania
Bruguera’s Immigrant Movement International, an artist-initiated sociopoliti-
cal organizing practice. Pussy Riot’s use of social media as a tool to rebrand
Russian President Putin in public; Birgitta Jénsdéttir, the poet, activist, and
former Member of the Althing (parliament) of Reykjavik, Iceland; and Jonas
Staal’s New World Summit, involving artist-created new states that we felt
paralleled the political imagination of the 1916 revolution that Markievicz
played a vital role within.

DESCRIPTION OF WHAT ACTUALLY UNFOLDED AND THE
OUTCOMES
We placed materials in the room prior to the workshop (bowls, flour, water,
yeast, salt, oil, etc.). Participants were given a recipe and invited to weigh out
their own ingredients. They were also provided with a copy of the text extract
and a glossary of terms.

We introduced the subject, the questions, and the elements that would be
guiding the workshop. Next, we invited participants to make dough (mixing,
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handling, and kneading), while we simultaneously all read Connor’s paper
“Topologies: Michel Serres and the Shapes of Thought.”

While the dough was rising we presented our research and our selection of
contemporary social art practices. In turn, we addressed specific sections from
the “Topologies: Michel Serres and the Shapes of Thought” text, in relation to
the life of Countess Markievicz, to the work of contemporary practitioners, and
to how art practice contributes to different sociopolitical debates. This presenta-
tion also provided a backdrop to group discussion, which we guided with ques-
tions such as “Who would Countess Markievicz be today?” “Does the artist need
something to resist against?” and “Can art liberate democracy from the state?”

THE DISCUSSION

We discussed art practitioners who propose the creation of new states and
contemporary artists working as advisers in government administration. We
debated how dialogical processes involved in art can agitate, imagine, and pro-
pose alternative democracies. We discussed the contribution of women in cul-
ture and politics, now and historically. We reflected on the impact of actions by
those with a privileged social position versus the risks undertaken by contem-
porary artists.

OVERVIEW OF THE DISCUSSION AND REFLECTION/
EVALUATION PROCESS

Part of our discussion regarding this assignment concerned the practical steps
required to run a workshop: preparing clear goals, defining intentions and roles
for the responding team members, allocating responsibilities during the work-
shop, rehearsing material, and so forth. We debated how to prepare an intro-
duction for participants, how to manage time and expectations, and how to plan
for clear instruction, goals, and desired outcomes.

We allocated time for group feedback that focused on the structure of re-
sponses and their practical application, on the participant experience, under-
standing instructions, and contributing to the concepts and ideas in use.

Responses to this assignment were diverse. Reflecting very briefly, Julie
and Maeve’s response aligned action and text very closely. They found a way
to make written theory accessible through embodiment, while drawing his-
torical political and contemporary art practitioners together to discuss social
art practice. The action of making the dough as a metaphor for folding time
proved very effective: as we kneaded we could see the striations of dough layer-
ing and stacking in the material. Julie read aloud from the text, “In the folding
and refolding dough of history, what matters is not the spreading out of points
of time in a temporal continuum, but the contractions and attenuations that
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ceaselessly disperse neighboring points and bring far distant points into prox-
imity with one another.”

Assessment criteria for this module have three core parts: Collaboration,
Participation, and Reflection. At the end of the module all postgraduates pres-
ent a folder where they track, collate, and document their own involvement,
research, and contributions throughout the time frame of the module. For the
assessment, participants present this folder and a reflective diary documenting
their personal reflections on learning, both as respondents and participants
across the full module.

SUGGESTED BIBLIOGRAPHY
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Luxury to Low-End Link

An Economic Inequity Experiment
for the Age of Brand Temples

Noah Fischer (New York, New York)

A DESCRIPTION OF THE ASSIGNMENT

This multistage, hands-on art investigation aims to facilitate direct encounters
with the complexities of economic inequity. The project revolves around two
sites: a luxury or ultraluxury retail store, and a store that sells similar but much
cheaper products. Students work in groups to engage a process of observation,
interview, and design that investigates how class division is built into retail ex-
perience, while reflecting on their relationship to this picture. The assignment
concludes by attempting to create a social link between retail sites across op-
posite ends of the socioeconomic spectrum. Here is one description of luxury
buying as a class separator:

Mass brands define groups or segments of consumers and push
products towards them. For luxury brands the roles are reversed:
consumers are pulled towards the brand with the promise of
belonging to the exclusive community. . . . In addition to using
pricing or distribution to naturally segment customers, luxury
brands create other artificial barriers or initiation rituals to select
which consumers gain admittance.!

Luxury Low-End Link reimagines these “artificial barriers” and casts the design
process as a potential tool for investigating over them, beginning with a per-
sonal interaction. The key themes for this lesson plan include mapping cities,
contrasting the economic and social realities they contain, observing how the
presentation and display of retail products shapes notions of luxury and authen-

1 Vadim Grigorian and Francine Espinoza Petersen, “Designing Luxury Experience,”
The European Business Review (May 21, 2014), http://www.europeanbusinessreview
.com/designing-luxury-experience/.
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ticity that are central to both retail and fine art, and problematizes our contem-
porary notions of citizenship in hypercapitalist nations and cities centered on
consumers, while decentering labor and targeting immigrants and other pre-
carious populations. Engaging with design means imagining alternative social
and economic pathways at a small but practical scale.

ACTUAL STEPS TAKEN TO FULFILL THE ASSIGNMENT

We began with a common definition of terms. Students brought five images to
class that they thought defined high-end and low-end products. Pinning these
to a wall, we initiated a group discussion about the larger economic picture
of the city seen through the lens of consumption. On a large map, we collec-
tively plotted out zones of contrasting economic realities, supplementing gaps
in knowledge with research. Breaking into groups, students reflected on their
journals by writing about their personal economic reality in relation to shop-
ping, which kinds of stores they felt more comfortable in, where they and/or
their family could afford shopping, and so on. In preparation for fieldwork,
the class divided into teams of three to five as each group member took on a
role: visual documenter, note taker, interviewer, map maker, and so on. Lo-
cations were instructor assigned or chosen by students, time and knowledge
permitting. Finally, students prepared participatory action research interview
questions.’

Later, we visited both zones. On the first site visit, instructors demon-
strated techniques of observation, respectfully taking pictures in public, con-
ducting short interviews with strangers, and so on. Students then split up into
smaller groups, visiting specific stores and retail sites. If wristwatches were the
focus of product research, then locations in New York would be discount ven-
ues on Canal Street in Manhattan or Fulton Street in Brooklyn versus luxury
shops on Fifth Avenue. Paying attention to contrasts in store design, students
noticed that some stores hang watches in tight clumps, while high-end shop
displays use eloquent minimalist cases. They also noticed contrasts in surveil-
lance systems and the approach used by salespeople. Where do the workers
and shoppers come from in each store? At which location do students feel more
comfortable and why?

After that, students picked locations to speak with workers and shoppers,
tinding people willing to become short-term partners in the project and meet

2 Mary Brydon-Miller, Davydd Greenwood, and Patricia Maguire, “Why Action
Research?” Action Research 9, no. 1 (2003): 9-28, http://journals.sagepub.com/doi
/pdf/10.1177/14767503030011002.
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students again on a second site visit. Students drew sketches, took notes, and
made photographs and audio recordings.

After these initial steps research was refined. Observations processed in
class discussion, store designs compared to demographics, technological and
social systems used to attract some customers and repel others.

Groups were given a week to create a redesign proposal for each store—or
to display an element within a store—in which embedded “invisible barriers”
were broken down. They were then asked to merge elements from both stores
at opposite ends of the spectrum.

After this stage, groups revisited stores on their own, showing their rede-
signs to their on-site partners, and asked for feedback using printouts for mark-
ing up. They also informed partners they were creating redesigns for a store on
the opposite economic end of the retail spectrum, showing these plans as well.

Taking this feedback into account, students finished their redesign model-
ing using a variety of media depending on their skill set. On their final site
visit they brought copies of their collaborative design as gifts to their partners,
discussed process with them, and showed how elements of the other store de-
sign was incorporated into the model in order to break down social barriers
pre-designed into store architecture.

In our final class discussion, the entire class broke out in new groups, shar-
ing successes, challenges, and discoveries, and considered how their work
could be further developed.
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Activating the Archive
Ryan Lee Wong (New York, New York)

CONTEXT AND BACKGROUND

Before Asian American was used on census forms and in newspapers, it was a
radical, intentional identity. In 1968, students in the Third World strikes at San
Francisco State University and UC Berkeley dropped the problematic oriental
for this new term. Asian American. It caught on quickly, and over the next de-

ESEDG OF AALAN.ARENIGAD, W FEEL TEAE DT 19 GONNESOSSKD.
7Y ATV s 3N IS SrTRATOR, S .
BLTER 4 POLITICAL WRCH UM TEN ASTAN SOMENITY AFD A KR FOL
SSRT ASTION, VY ENVITE 4T ASTINS YO 80N M.

ove the People and

Fight the Real Enemy!

Gathering materials, such as this newsletter published by the group Asian Americans
for Action in 1969, with the group’s mission statement at the top, and the back of
Getting ‘logether, vol. 1, no. 1 (1970), a newspaper published by the radical group I
Work Kuen.




ACTIVATING THE ARCHIVE 23

cade, an outburst of radical groups, arts collectives, service centers, and politi-
cal struggles defined what we now call the Asian American Movement. This
history is very rarely taught. It is illegible to media outlets and historians who
insist on the narrative of Asian America as assimilative and apolitical. Through
archiving and exhibiting these radical Asian American movements, we discover
evidence of the intense political struggles that formed this identity.

With the help of Josh MacPhee and several other artists, I organized the
exhibition Serve the People: The Asian American Movement in New York at
Interference Archive, a space dedicated to circulating and preserving social
movement culture. It was the ideal home for newspapers, flyers, buttons, pho-
tographs, and posters generated by the Asian American Movement. Interfer-
ence Archive is itself modeled after such movements: a visit there does not
require white gloves or an appointment, objects are meant to be looked at and
handled (their motto is “preservation through usage”), and the space is run
collectively by volunteers.

Movements are shaped by interpersonal relations, direct actions, and cul-
ture. Of these, culture is often the most enduring primary document. Wheth-
er intentional artworks or ephemera produced to circulate a message, cultural
objects allow us a window into the world of a social movement that are in turn
fertile generators of new cultural forms and paradigms.

In order to properly unpack the rich, varied, creative, and sometimes
contentious history of the Asian American Movement, we used the objects
themselves as a basis for public programming. The following related teaching
assignment is adaptable for classrooms or as public programming. This exer-
cise can also be applied to other political histories besides the Asian American
Movement; however, facilitators must possess knowledge of the movement and
access to relevant archival objects.

ASSIGNMENT
Begin with an introduction to the movement, such as the following:

“Asian American” was coined around 1968 during a Third World
student strike, and developed over a long decade of art, community
work, struggle, and study. The Asian American Movementwas, in fact,
many movements: fighting displacement, serving their communities,
agitating for revolution, and analyzing the intersections of gender,
race, and class. The movement was one of the first times Asian
Americans collectively produced their own culture—literary, visual,
and musical—infusing it with their newfound politics.
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Hand each participant an object produced during the movement, and ask them
to read or study it, paying attention to certain questions: “Who made this ob-
ject?” “Who was the audience?” “What are its concerns, political, aesthetic,
social?” “What part of it resonates or disagrees with you?” Questions specific
to the Asian American Movement might include, “How is this understanding
of Asian America different from or linked to the present moment?” “How does
this movement tie into other movements of the day, for example the anti-war
movement, Black liberation, feminism, and so on?”

Have each participant present the object to the group. If it is a word docu-
ment read part of it aloud. If a visual work, hold it up and describe what you
see. Ask participants to share their responses to the study questions. When
appropriate, offer historical context or ask follow-up questions, but note: while
some historical context is helpful, the main goal here is to generate critical re-
sponses from each participant, rather than the facilitator delivering a lecture.

End with a full group discussion on which pieces stood out, what responses
people had to the objects and their politics, and what strategies and struggles
from those movements might apply to political movements today.

ORGANIZING THE MATERIAL

I studied the Asian American Movement through several books (Daryl Maeda’s
Rethinking the Asian American Movement is a great primer) and by conducting
a series of oral histories with people active in the movement. Those conversa-
tions allowed me a vital insight into the lived experiences and goals of those
activists.

In preparation for the assign-
ment, [ identified and gathered
several pieces representing a range
of political and cultural concerns
from the movement, including a
personal essay about being raised
in a Japanese American intern-
ment camp in Bridge magazine, a
manifesto from the revolutionary

group I Wor Kuen (modeled af-
ter the Black Panthers’ Ten-Point

A view of the audience at Interference
Program), and a poem on gender  Archive, surrounded by objects from the
and internalized racism from the Asian American Movement.

artist book Yellow Pearl.
These objects are accessible at Interference Archive, Museum of Chi-
nese in America, the Kearny Street Workshop archives online at CEMA
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at UCSB, and the Rocky Chin Collection at NYU’s Fales Library, among
other places. The books Legacy to Liberation, edited by Fred Ho, and Asian
Americans: The Movement and the Moment, edited by Steve Louie and Glenn K.
Omatsu, also compile manifestos, poetry, and ephemera from the Asian
American Movement.

OUTCOMES AND EVALUATION

I have found that participants are excited to come into contact with these ma-
terials—for many it will be the first time engaging with historical movement
materials, and the first time encountering radical Asian American history.

Particularly for Asian Americans, the exercise can be very powerful. When
I ran this exercise at an Asian American student conference, one Japanese
American student was assigned to a group that read the personal essay on in-
ternment. Though his family had survived the camps, it was among the first
such reflections that he had read, and he was deeply moved by it. He wanted to
find more literature on that experience.

At another conference, I worked with a group of mostly Black high school
students who responded strongly to a comparison between the manifestos
of I Wor Kuen, the Black Panthers, and the Young Lords (a Puerto Rican
revolutionary group in New York and Chicago). The conference was in part
a response to Black Lives Matter, and the students were excited by the idea
of militants of color actively taking on police brutality, poverty, and racial
injustice.

Sometimes, the assignment brings up critical responses. At one workshop,
I presented a flyer circulated by the mainstream anti-war movement in the
1970s. The war in Vietnam was a major politicization moment for young Asian
Americans, who saw how little regard the government had for Asian lives. One
participant, whose parents were refugees from Vietnam, noted that the flyer
was full of romanticized portrayals of Vietnam and Ho Chi Minh, as well as
factual errors (e.g., it stated that Vietnam had been a unified country for thou-
sands of years). She questioned who the flyer was for, and why the piece lacked
nuance. Moments like this are equally generative, as they allow us to think
critically about the blind spots within social movements.

With this assignment I wanted participants first to develop a deeper un-
derstanding of this particular movement’s political and artistic strategies;
second, to seek out their own radical histories; and, third, to connect those
histories with contemporary movement organizing. I have found that whether
or not participants had a direct connection to the Asian American Movement
(the vast majority do not) the urgency and materiality of objects spark asso-
ciations. For some, the lens of racial justice brings something to the surface;
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for others, it is the idea of arts
collectives, or radical politics, or
reconnecting with history, or in-
tersectional identities. And while
my particular focus is Asian
American radical politics from
the 1960s through the 1980s,
a similar lesson plan could be

adapted to any number of move-

ments and struggles.
Archives are living bodies that

> Adapting the exercise as a public program
grow and contract in response iy 2014. We asked individuals to read work
to the times, and the archives of  from the movement alongside contemporary
social movements offer proof pieces, and invited the public to listen. Here,
of histories that have been erased poet Luis Francia reads his own work at

or silenced through political shifts ~ Interference Archive.

and narrowed historical writing. Each of us, whether or not we identify as art-

ists or activists, has some connection to the hopes driving social movement
culture that can remake our identities and societies by coming together with
intention. Breathing life into the movement archive is itself a radical act.
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What Will Your Work Organize?

Ashley Hunt (Los Angeles, California)

"This assignment was developed with students at Cal Arts (Los Angeles) in 2012,
in a course that set out to bridge students’ individual studio practices through a
social practice discourse, while reflecting critically about that discourse. What
are the purposes of distinguishing art called “social practice” from other art-
making practices? For what does it open new space? How does it reflect upon,
affect, or bring to light existing notions of art making and practice? If in politi-
cal philosophy social practice is the action of world making, why attach that to
one form or genre of art production over another? We began by taking apart
conventional, disciplinary limits that constrict the social practices of contempo-
rary Western art in general: the individuation of authorship; the separation of
audience from the object of the work; sites of production and reception limited
to the studio and gallery; subject matter, materials, and purposes of art limited
to those already sanctioned as related to art.

The goal of this assignment was not to enlist students in a specific project,
a manner of working, nor a particular social engagement, but to stage a seed
bomb of an event that could inspire multiple interests, issues, and desires. I
aimed to broaden students’ understanding of the social so they could recognize
it coursing through their work and world already, and so they could push be-
yond the limited socialities that Western art conventions so often prescribe.
This was especially important because the students, as students, experience
themselves inscribed into those limitations.

We chose to focus on the Sepulveda Dam Recreation Area in Van Nuys,
California, an area defined by a flood control basin. The basin receives sur-
rounding flood channels, also known as the Los Angeles River. It filters them
through a water reclamation plant and leads into the iconic Sepulveda Dam.
The basin features protected natural areas and developed park areas, includ-
ing golf courses, cricket fields, artificial lakes, an archery range, a model air-
craft field, a Japanese Garden, and an armory. The users of these areas include
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picnickers, exercisers, and bird-watchers, as well as workers on lunch breaks,
school skippers smoking weed, houseless people finding temporary homes,
couples cheating on spouses, men cruising for encounters, participants of wed-
dings, quinceasieras, and even an occasional afternoon rave.

The space is shaped discursively by signs announcing what can and cannot
be done there, who can be there, where human and nonhuman animals cannot
go, and didactic displays about flood control. Other signs warn of plainclothes
police patrolling against lewd acts. But the least visible yet most defining as-
pect of the area are the abandoned US Army and Air National Guard bases
made up of fossilized bunkers and Cold War nuclear missile silos below.

THE STEPS WE TOOK:

1. With each person bringing things for a picnic, we met at an entrance
to the Sepulveda Dam Recreation Area. From there, we would com-
mence the route of a silent walk between the natural and urban parts
of the area, arriving at the dam.

2. The point of the walk was observation: sensing, moving and listen-
ing, exercising an awareness of and reading the many ways things are
touched, built, used, and left by people along the way. No talking,
no photographing.

3. We began by asking the participants to close their eyes as someone
read aloud Bertolt Brecht’s poem “A Worker Reads History.” The
poem recalls the workers whose hands and lives are forgotten, writ-
ten out of history’s monuments and narratives. When finished, we
started walking in silence.

4. Arriving at the base of the dam, we set up our picnic. We reflected on
the experience of the walk, cataloging the social things we observed
along the way: traces and marks, social gestures, architectures, and
the ad hoc making of space, things that choreograph, enable, restrict,
surveil or police social life. What forms of social organization and
collectivity does the space encourage through its physical and discur-
sive structuring? For or among whom? What forms does it seem to
discourage, and for or among whom? Finally, we considered the reg-
isters of the social found throughout the day’s activity: the socialities
that we observed, encountered, or read in signs; those we as a group
formed through our interactions; and, after the day, those that could
be called into being through the discursive practice we initiated.

5. Following our day together, we charted out the major themes and
points of interest that emerged. We formed working groups and
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used these themes and points of interest as starting points for re-
search and a public project.
6. We considered the following questionnaire:

a. What aspect of the world is organized within your project?

b. How does this organization resemble or differ from that aspect
of the world’s typical organization?

c. What social forms do your work’s contents or strategies employ
or refer to?

d. What aspects of time, rhythm, and pattern does your project
organize?

e. What aspects of space, its choreography and utilization, does it
organize, produce or interrupt?

f.  What does this project make visible or invisible?

g. What will the role of other people be in the project? (Partici-
pants, viewers, audience, coauthors, a public, counter public,
conversationalists, interpreters, witnesses, actors.)

h. Ina-g, whatis the role of composition, perception, authorship,
audience, ethics and social relation, collective experience, ac-
tivity or meaning, and of private, individual understanding?

i. How might the work’s presentation, reception, and interpreta-
tion loop back onto and shape its meaning?

OUTCOMES

The outcomes of this assignment included four separate projects. The first proj-
ect was Waiting for the Drone, led by Rosalyn Cohen, Emma locavozzi, Vidisha
Saini, and Katrin Winkler. It consisted of a public tour that reenacted our initial
walk with an invited public and recounted what took place on the walk. Orga-
nizers hoped this reenactment would conjure the appearance of the same drone
aircraft that had greeted us, unsettlingly, during our picnic at the dam, watching
us for fifteen minutes. Although the drone did not come, we took photographs
with the cast of a student zombie film that was being shot there. The second
project, What You Bring to the lible, was led by Christopher Hahn, Natalie Hon,
Nebras Hoveizavi, and Taylor Lovio. In this dinner party/happening, guests
were invited to bring a dish that captured their family’s migration or other as-
pects of their history. Recipes were solicited in advance and published into a
zine for guests to take away. The third project, Why Make a Labyrinth When
Life Is Already a Maze?, was designed by Heather M. O’Brien, Ho Yan Pun, and
Kevin Smith. These artists carried out an architectural intervention at Cal Arts,
hanging a curtain in the doorway of the most commonly used classroom at the
school. This space holds weekly visiting artist lectures and thus could be argued
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to be where the definitions and criteria of art are most solidified and contested
within the school. On the wall adjacent to the doorway, they placed a vinyl text
that read, “We feel every participant who uses this curtain to enter or leave to be
a coauthor,” highlighting the collaborative and mutual character of our educa-
tional experience. The fourth project was Signs: Tools of Solidarity and Expression,
by Yaron Guerrero, Adriana Baltazar, Nicholas Johnston, Andres Payan, and
Weng San Sit. This group organized a sign-making workshop on a Saturday
morning in MacArthur Park, east of downtown Los Angeles, and a site of re-
cent anti-immigrant police violence and protest. Students offered blank protest
signs, mark-making tools, and any assistance wanted to park visitors throughout
the morning, inviting them to write whatever they had to say. Signs were then
staked into the grass, forming an accumulative chorus of statements. Finally, we
compiled alternate iterations of each project into an artist book, which included
a booklet and ephemera from each project. Held together in a silk-screened box
and titled Episodes of Shared Purpose, it gave the works a life beyond their initial
enactment. Rather than merely documenting the project, the box was a new art-
work, and onto it was written the words, “We consider every person who opens
this box to be a coauthor.”

REFLECTION

We held multiple discussions about how our work together would fold back
into our practices outside the class, discussing whether they would remain indi-
vidual practices only, and what other social practices of world making we now
saw our work being in relation to. Instead of asking “Is this work social practice?”
we found ourselves asking “What social practice is our work a part of, or will
it be committed to?” Or put in Walter Benjamin’s terms: What will your work
organize?
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The Listening Workshop

A Two-Hour Relational Encounter That
Exposes the Politics of Voice and Listening

Fiona Whelan (Dublin, Ireland)

A DESCRIPTION OF THE ASSIGNMENT

For many practitioners engaging in collaborative and socially engaged art prac-
tices means a lot of time spent sitting with others negotiating highly complex
issues. This is how I spend my time as an artist, along with teaching intersub-
jective awareness and relational skills, together forming my practice as an artist
educator. The listening workshop is a two-hour, self-contained educational space
that immediately brings to the surface some of the complexities emerging in
the intersubjective spaces of relational practice. Positioning participants both
as individuals and as members of a group, the workshop highlights important
components of meaningful engagement, including trust, risk, group dynamic,
attention to power relationships, self-reflexivity, and facilitation skills, while
bringing to the fore the politics of voice and listening. To date, I have led the
workshop six times, in three different European countries, as a formal work-
shop with postgraduate students in different institutions and as a conference
breakout option with professional practitioners.

ACTUAL STEPS TAKEN TO FULFILL THE ASSIGNMENT

Ten to fifteen chairs were arranged in a circle within a private room. In front of
each chair is a page with an anonymous personal story on it (I used stories from
previous projects that I have sought permission for, but stories could also be
taken from the Internet, literature, etc.) Entering the room people are asked to
take a seat and wait for others. Once everyone is seated, participants are asked
to silently read the story in front them (figure 1). Each person is then given
an identical pen and piece of paper and invited to find a space in the room to
spend fifteen minutes writing about a moment in their life when they experi-
enced feelings of power or powerlessness. The facilitator also participates in
the exercise (figure 2). After fifteen minutes passes the circle reforms and par-
ticipants are asked to place their stories face down in front of them (figure 3).
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I facilitate a conversation asking, “How did it feel to write down a story just
now?” It is important people not reference the content of the story, but only
speak about the experience of writing. We discuss people’s responses, moving
through a range of themes and issues leading to the second question: “What
should we do with the stories?” The group negotiates a decision around the
fate of the collection of pages in front of them, and once a decision is reached,
I pose a final question: “How are you feeling now in relation to what we have
just done together?”

Illustration by Orla Whelan.
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DESCRIPTION OF WHAT ACTUALLY UNFOLDED AND THE
OUTCOMES

In each case the workshop has unfolded differently, influenced by many signifi-
cant components of a relational experience. Firstly, the specific cultural context
sets the scene through its own complexities related to class, gender, and race
relations, as well as levels of comfort and association with acts of storytelling.
Another significant contributing factor is the setting and the relationship be-
tween individuals in the workshop, including the facilitator. The facilitation
style is also a major contributing factor to the workshop. Despite the multiple
differences in the six workshops to date, in every case two core discussions
emerged. With respect to the privacy of all those who have participated, I will
speak generally in my descriptions.

STORYTELLING AS INTERSUBJECTIVE EXPERIENCE

When asked how it feels to have written down their stories, workshop par-
ticipants typically reflect how they were influenced by the stories they read
at the start. Some describe feeling brave, their own writing inspired by the
risk that the previous writer may have taken in sharing his or her story. Oth-
ers describe feelings of privilege elicited through reading another’s struggle,
causing them to edit how they write their own specific lived experiences.
Participants also describe the influence of others in the workshop, some
speaking of how they censored their writing in anticipation of it being read
by another. Oftentimes people allude to a mistrust of the space, opting to
write a safe story, while others share how they disclosed something deeply
personal. This first part of the conversation highlights the intersubjective
nature of storytelling, and the power relations in the room are identified and
in some cases amplified.

There is no simple cue to judge the appropriate time to pose the second
question. On some occasions, participants have moved though the first part
of the conversation quickly. In such instances, by way of leading to the next
question, I would generally refer back to particular responses and stimulate
a specific discussion to draw out issues and tensions in what has been said.
Other times, an interesting rapport has developed, and the conversation
naturally results in a participant posing the question about the fate of the
written stories. It is essential at all times to listen and observe the verbal and
nonverbal communication in the group and not to overly identify with any
position being stated. Finding a healthy balance between the agency of the
participants and one’s responsibility as the convener of the workshop becomes
the facilitator’s task.
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VOICE AND LISTENING AS INTERDEPENDENT ACTS

When asked what we should do with the stories, there are usually people pres-
ent who feel motivated to have a group sharing, which draws reactions from
others who are less inclined, highlighting potential risks in being exposed or
perceived differently. Often, someone suggests that if the full group were to
engage in a collective reading, everyone would be taking a shared risk. Howev-
er, upon revisiting the conversation regarding the different levels of risk taken
when approaching the task, the potential act of sharing the stories as a group
is often declared not to be an equal one. Anonymity is typically proposed as a
mechanism to protect people. Pages can be swapped around, each page looking
the same—to which I would usually point out the differences I have observed

as some people have folded their page or
scribbled on the back, in addition to subject
position being potentially identifiable in the

Il read my story..."

‘Bust what if I dont want to bear it

story’s content. As the conversation on voice
dominates for a while, as people consider the o
fate of their own individual stories, there is a f% .
shift (sometimes naturally, sometimes intro- |~ i S I
duced by me) to its counterpart, lstening. 1 .
recall in one workshop a man was standing | il A
up in frustration with the labored conversa- o > 4
tion and declaring that he had no concerns |~ ¢
and was happy to read his story. Just as he ‘
took his breath to begin, a woman on the op-

posite side of the circle intervened asking,
“But what if I don’t want to hear it?” (figure
4). A vibrant conversation ensued, examining
the burden and responsibility attached to the act of listening. In many work-

Mlustration by Orla Whelan.

shops, it is during the conversation on listening that previously enthusiastic
participants begin to reconsider the act of a group sharing, recognizing their
position as a listener as well as a speaker. The final part of the conversation, in
response to the third question, typically includes individuals imagining single
acts that they will engage in with their stories when they leave—burning them,
rewriting them, developing them into a piece of work, posting them to some-
one, and so on.

OVERVIEW OF THE DISCUSSION AND REFLECTION/
EVALUATION PROCESS

In all iterations of the listening workshop to date, the stories have not been shared
with the group. Instead, a decision emerged from the conversation: that each
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would take their own story and de-
cide its individual fate (figure 5).
While in each case this has felt like
the most appropriate conclusion,

it is important that each conversa- G a4

tion has occurred in the presence A /) Y|
of the stories as the intensity is fu- T
eled by the consideration of them
being spoken aloud. As a facilita-

tor, that tension is heightened by
the responsibility to take the par-
ticipants on a journey for two hours and close the session at the end.

Ilustration by Orla Whelan.

The potential learning from the listening workshop is multilayered for par-
ticipants and facilitator. In many cases, participants described how the exercise
led to a heightened awareness of their personality, their comfort (or lack of)
with emotional and conflictual spaces, their level of interest or disinterest in
practices of negotiation and their personal power and influence in a group
context. Further learning is available as one reflects upon the structure and
detail of the workshop and facilitation, the ethical challenges it unearths, and
the time that would be needed to generate a meaningful collective experience.
All of this can influence people as the identify themselves as artists, educators,
and researchers involved in complex processes.
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Social Practice Studio
Katie Bachler and Scott Berzofsky (Baltimore, Maryland)

"This lesson plan is from Social Practice Studio, a course that was cotaught by
Katie Bachler and Scott Berzofsky in the Interdisciplinary Sculpture Depart-
ment at the Maryland Institute College of Art (MICA) in Baltimore in the fall
of 2014 and 2015.

A DESCRIPTION OF THE ASSIGNMENT

Students were asked to perform an act of self-care, based on the understand-
ing that in order to sustain our work as socially engaged artists and activists,
we must develop ongoing practices of self-care. The assignment was simple:
“Make something for yourself, to nourish yourself. This can take the form of
an object, ritual, or performance to share in class.”

We drew inspiration from a quote by Audre Lorde, who wrote: “Caring
for myself is not self-indulgence, it is self-preservation, and that is an act of
political warfare.” For homework, students were given two readings to pro-
vide a political and theoretical context for understanding self-care: bell hooks’s
“Homeplace (a site of resistance)”! and Sandor Katz’s introduction to Wild
Fermentation (2003).2

THE ACTUAL STEPS YOU AND YOUR STUDENTS TOOK TO
FULFILL THE ASSIGNMENT

The following week we attended a fermentation workshop with Sandor Katz
hosted by Hex Ferments at Whitelock Community Farm in West Baltimore.
The students participated in a collective sauerkraut-making activity, massaging

1 bell hooks, “Homeplace (a site of resistance),” in Yearning: Race, Gender and Cul-
tural Politics (Boston: South End Press, 1990).

2 Sandor Katz, “Cultural Context: The Making of a Fermentation Fetish,” in Wild
Fermentation (White River Junction, V'T: Chelsea Green Publishing, 2003), 1-4.
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cabbage together in large metal bowls while Sandor walked around sprinkling
salt into the mixtures. Sandor spoke about how the practice of making and eat-
ing fermented foods has been central to his own healing process as a long-term
HIV/AIDS survivor.

Back in the classroom, we discussed bell hooks’s “Homeplace (a site of re-
sistance),” which describes how African American women have traditionally
resisted white supremacy by constructing homeplace as a site of renewal, self-
recovery, and healing. Under the oppressive conditions of white supremacist
capitalist patriarchy, the home becomes a safe space to nurture the self and
build communities of resistance. This notion informed many responses to the
assignment, in which students took their own domestic life practices as a point
of departure.

We used the remaining class time to meet individually with each partici-
pant to discuss their ideas for the project. Students were given three weeks to
complete the assignment, which would be presented in class.

DESCRIPTION OF WHAT ACTUALLY UNFOLDED AND THE
OUTCOMES
Following are descriptions of some of the projects.

* Lyda mended old pieces of clothing brought in by other
participants, as an act of self-care, embellishing the ripped places
with her sewing techniques.

e ‘Tori made a video of a performance/ritual in which she burned the
rope that a housemate had used to commit suicide the previous year.

* Hana created a platform in her studio to rest and read, a place both
a part of and separate from the surrounding studios, connected to
another need, to rest, and to curl.

* Anuj gave himself a massage.

¢ John built a lamp for reading in his bedroom.

* Olwyn sewed secret pockets into the inside of her jacket with words
of inspiration on them.

e Stephanie made a playlist of music for self-care.

e Kiki did a burlesque performance as an act of self-expression and
empowerment.

* Wil built a new stool for his kitchen, which he used in everyday life
to make a space for sitting and eating where there had been none.

* Joey created a wobbly chair, problematizing the idea of purely
utilitarian objects, as a chair can be tender and shaky. This project
was a reminder that art is often a way to heal, creating objects/
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realities that dominant society does not provide; perhaps all art is
self-care in some way.

OVERVIEW OF THE DISCUSSION AND REFLECTION/
EVALUATION PROCESS

As a result of this lesson, students began to think about how self-care could be
incorporated into our weekly meetings, expressing a common desire to cook
dinner together. The class took place on Monday nights from four to ten (a six-
hour studio), and students would typically break for dinner at six. Participants
talked about being tired of eating alone in the cafeteria, or having to purchase
food out in the world. We all decided that cooking a communal dinner would
become an ongoing part of the class process, a collective act of care. Each week,
a different individual or small group took responsibility for planning and cook-
ing the meal. We used our class budget to fund the dinners, reimbursing up to
twenty dollars in receipts for ingredients. Our kitchen consisted of a hot plate,
frying pan, and large metal pot. Over the course of the semester we cooked
various vegetarian soups, fried rice, sweet potatoes, roti, sushi, pasta, chili, and
curry.

We also began to reconfigure the space of the classroom each week, cre-
ating tents and experimenting with lighting, bringing in brightly colored
fabric and pillows to sit on the floor. This produced a different kind of at-
mosphere and facilitated other ways of being together in a collectively cre-
ated space where new forms of learning and sociality could emerge. The
students began to self-organize and decided to plan a sleepover occupation
for the final night of class as a way of enacting the idea of homeplace. Every-
one brought in sleeping bags and fabric to construct a large tent, we cooked
“stone soup” (each person contributed one vegetable), and spent the evening
reading political texts and poetry, singing, dancing, listening, sharing food,
cleaning up, and learning hands on about care, cooperation, and mutual aid.
Eventually the teachers left, leaving the students to inhabit the space on their
own.
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Ways of Being (Support)

Susan Jahoda and Caroline Woolard (New York, New York)
(a contribution to BFAMFAPhD.com)

We believe that lesson plans are living documents. For this reason, this docu-
ment is written in the present tense.

This lesson plan can be used in undergraduate and graduate classrooms, exhibi-
tions, and public workshop contexts.

OVERVIEW

This lesson plan provides an exploration of practices and structures of support.
We define “support” as the ways in which your needs for well-being are met in
order to dream, practice, and work on any project. Support extends beyond the
life of the project, often shaping the ways in which you navigate the contradic-
tions of living and working.

LEARNING OBJECTIVES

Upon completion you will be able to define social reproduction and structures
of support, understand why artists and designers speak openly about the politics
of social reproduction, name types of support based on contemplative practices,
and identify and think critically about the people, places, and practices that al-
low each person to create projects.

ASSESSMENT
We know you have met the objectives above when you:

* use the vocabulary of support in reviews, discussions, and
collaborations

* speak openly about the politics of social reproduction in your own life

e utilize support practices that are aligned with your projects and
intentions
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WORDS OF CAUTION

Support is one of the most vulnerable phases that we have identified in the life

cycle of each project. Taking place midpoint in the semester the plan is pre-

ceded by readings and conversations about race and class processes,' collabora-

tive practices within in-class exercises, and the exchange of resources and skills.
Space and equipment needs for this lesson plan include movable chairs,

paper and writing implements, and a timing device.

CONTEXT

This lesson plan comes from Ways of Being, an open-source book, website,
workbook, and card game that we have written for undergraduate and gradu-
ate classes in art and design.® Ways of Being provides a framework for thinking
about the production of projects that looks at the whole life cycle of any given
project.* We have identified ten components of each project’s life cycle; we call
these components phases. We encourage you to focus on one phase of the life
cycle of your project as an entry point into a new way of working. This work-
shop focuses on the phase of the life cycle that we call support.

Source: Where materials for projects are obtained.

Labor: How work is organized in a project.

Tool: The device or implement used in your project.

Copyright: How authors’ exclusive legal rights over their work are used.

Narrate: How a project is represented.

Encounter: Where a finished project is presented.

Acquire: The storage, maintenance, and stewardship of a project.

Depart: Where materials go when the project is no longer of use, value,
or interest.

Transfer: The exchange of resources for goods or labor.

Support: The care and maintenance this is provided.

We are focused not on the support practices that we utilize for short-term proj-
ects, buton the ongoing supportnecessary for livelihood and social reproduction.’

1 See full text at BFAMFAPhD.com for a list of readings.

2 See Susan Jahoda and The Pedagogy Group, “Participatory Asset Mapping: A

Semester-Long Engagement,” in Art as Social Action, eds. Gregory Sholette, Chloé

Bass, and Social Practice Queens (New York: Allworth Press, 2018), 60—65.

Susan Jahoda and Caroline Woolard, Ways of Being (Goleta: Punctum Books, 2017).

See additional resources online at http://bfamfaphd.com/.

5 Fulvia Serra, “Reproducing the Struggle: A New Feminist Perspective on the Con-
cept of Social Reproduction,” Viewpoint Magazine 5 (October 31, 2015).

AW
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Barbara Laslett and Johanna Brenner write that

feminists use social reproduction to refer to activities and attitudes,
behaviors and emotions, responsibilities and relationships
directly involved in the maintenance of life on a daily basis, and
intergenerationally. Among other things, social reproduction
includes how food, clothing, and shelter are made available for
immediate consumption, the ways in which the care and socialization
of children are provided, the care of the infirm and the elderly, and
the social organization of sexuality. Social reproduction can thus
be seen to include various kind [sic] of work—mental, manual, and
emotional—aimed at providing the historically and socially, as well
as biologically, defined care necessary to maintain the existing life
and to reproduce the next generation.’

Social reproduction is often enabled through practices of movement, heal-
ing, ritual, stillness, and listening. We believe that forms of “contemplative

practices”’

provide the strength and energy to continue projects and maintain
a sense of well-being individually and collectively. In this workshop, we look at
a wide range of contemplative practices to offer new forms of support for our-
selves and for you. Some of you will be familiar with these, but it is unlikely that
you have had regular conversations about them in the classroom.

"Types of support include practices of stillness (meditation, silence, center-
ing, etc.), movement (yoga, walking, dance, aikido, etc.), listening (deep listen-
ing, dialogue, circle council, etc.), irual (ceremony, sacred space, retreat, etc.),
creation (journaling, singing, dancing, improvisation, contemplative arts, etc.),
bealing (acupuncture, massage, physical therapy, aromatherapy, etc.), and gen-
erative practices (visualization, tarot, beholding, etc.).

In addition to caring for yourselves and your community through non-
monetary support practices, you are likely finding monetary support. We are
all born into the world with privileges and oppressions based upon our class, or
socioeconomic status, and this cannot be ignored. In this workshop, however,
we are focused on contemplative practices of support rather than monetary

6 Barbara Laslett and Johanna Brenner, “Gender and Social Reproduction: Histori-
cal Perspectives,” Annual Review of Sociology 15 (1989): 383-384.

7 D. Barbezat and M Bush, Contemplative Practices in Higher Education (San Francis-
co: Jossey-Bass, 2014). For more information, please see the Tree of Contemplative
Practices: http://www.contemplativemind.org/practices/tree.
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forms of support, because many contemplative practices are available to every-
one, whereas many financial forms of support are not.

Artists who make their own structures of support visible often do so in or-
der to speak openly about the politics of social reproduction. Just as 90 percent
of mothers in Iceland went on strike for a day in 1975, taking to the streets and
refusing to work, cook, and look after children to demonstrate that housework
is essential for all productivity in society,® many artists wish to reveal the sup-
port structures that make livelihood possible. Artists often direct attention
to overlooked practices that enable people to return to work the next day as
healthy and capable workers.

STEP 1. TIMING: FIFTEEN MINUTES

Write about how you currently support making your projects and how you
envision supporting your projects in the future. Support encompasses how you
financially support your projects (cash gifts, debt, past sales/grants, day jobs,
investments, mutual aid) aided by (you, friends/family, community/collective,
public or commons).

STEP 2. TIMING: FIFTEEN MINUTES

Refer to the project that you're currently working on and write about the
challenges you’re facing in bringing it to completion. Using the phases in
Ways of Being you are asked to identify and write about where these chal-
lenges/solutions lie and how you are/have navigated working through these
challenges.

STEP 3. TIMING: TEN MINUTES
Organize what you have written about in step 1 and 2 into a five-minute narra-
tive. This is in preparation for Intergroup Dialogue.

STEP 4. TIMING: THIRTY-SIX MINUTES
Instructions for Intergroup Dialogue:’

This is a deep-listening exercise, so try to remain focused on your
partner and what they are narrating. The facilitator will keep time
and guide you through the following steps.

8 Kirstie Brewer, “The Day Iceland’s Women Went on Strike,” BBC News (October
23, 2015), http://www.bbc.com/news/magazine-34602822.

9 Ximena Zuiiga, “Bridging Differences through Dialogue,” About Campus January/
February (2003): 8-16.
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1. Find a partner and sit facing one another.

2. Choose who will be partner A and who will be partner B.

3. Your knees will remain in contact throughout the whole practice.
You will also maintain eye contact and an affirming expression.

4. Partner A has five minutes to narrate the challenges they have faced
in bringing a project to completion.

5. Partner B has two minutes to recall what they heard Partner A say.

6. Partner A has two minutes to adjust/add to Partner B’s recollection
if they feel something important was not heard and repeated back.

7. Reverse roles. Partner B narrates the challenges they have faced in
bringing a project to completion.

8. Partner A has two minutes to recall what they heard Partner B say.

9. Partner B has two minutes to adjust/add to Partner A’s recollection
if they feel something important was not heard and repeated back.

After the listening practice is complete take ten minutes to reflect together on
the themes that emerged from your narratives. Reconvene as a large group.
What did you hear? Without necessarily sharing the details of your sto-
ries, pull the themes and concerns that arose and bring them into the larger
discussion.

Write these down.

STEP 5. TIMING: THIRTY MINUTES OR WHEN THE
CONVERSATION HAS REACHED A NATURAL CONCLUSION
Reflection: We reconvene as a large group in a circle and ask, “What did you
hear?”

We share what emerged from the practice.

STEP 6. TIMING: FOUR MINUTES
Closing: You are invited to say one word that resonates with you after this
shared experience.
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SexEd + PPNYC + Parsons

Norene Leddy and Liz Slagus (New York, New York)

DESCRIPTION OF THE ASSIGNMENT

SexEd (Norene Leddy/Liz Slagus) worked with students at New School and
Parsons together with Planned Parenthood NYC (PPNYC), to build mobile
mechanisms for engaging and informing people of ages eleven to twenty-five
about PPNYC and its services.

A series of initial considerations drove the project’s development. Each mo-
bile unit needed to be lightweight and portable, for both inside and outside use
and placement. Its target audience involved individuals of all genders, between
eleven and twenty-five years old. We considered possible outcomes such as
what would participants do, make, and learn? How would they be made com-
fortable and invited to engage? Was it age and community appropriate? And
we were interested in including creative ideas and protocols for the documen-
tation of prototypes to use in critiques, presentations, and other final out-
comes. All this on a total budget of four hundred dollars!

The project was required to be interactive or collaborative in some way,
taking the form of performances, games, interactive exercises, installations,
or collaborative project and making stations. It also needed to be portable and
easy to install.

Following are the steps we took to fulfill the assignment. Initially, SexEd
invited students to be collaborators for the semester and introduced sex edu-
cation as a social justice issue to be addressed via individual and collaborative
art projects, with classmates and PPNYC. We created a safe space for honest,
relevant, and sometimes personal conversations about sexual health. We set
basic rules for engagement, which the class had the opportunity to edit and
then consent to. First, class introductions were made via personal sex ed histo-
ries. We began with the following prompt: “In your sketchbook: Write/draw
your personal sex education experience, including what worked and didn’t.”
This led to an in-depth discussion about our pathways to knowledge about
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sexual health, and an exploration of different mechanisms for sharing, but not
exploiting, these stories and those telling them.

One of the most essential components of the course was our five-week
sex ed boot camp, in which students received a comprehensive sex education
covering birth control and sexually transmitted infections (STI) prevention,
gender, healthy relationships, consent, and rape culture via in-depth demos,
readings, discussion, and workshops with local sex educators, health-care pro-
viders, and artists. This boot camp ensured that all students began their collab-
orative work with the same medically accurate, inclusive, consent-driven and
not shame-based baseline information. This period included art assignments
designed to generate creative responses to sexual health topics and different
forms of information sharing. Some cases included gender maps, detailing
personal relationships to gender during specific periods. Next, SexEd selected
teams of three to four students based on their skill sets, looking at their capac-
ity to produce strong content and visual components, and documentation.

We later spent ten weeks on research and development. We conducted in-
terviews with our PPNYC partners, developed working prototypes for the
mobile mechanisms, and tested models in the New School and students’ peers
(a target audience of PPNYC) engaging in rigorous internal critiques, and ex-
ternally with Teen Advocates, and invited guests, including artist Jody Wood
and curator Lydia Matthews. We documented each critique, sharing notes
with student teams to ensure the salient points offered by PPNYC staff and
our guest critics. After the critiques we held regular team meetings to track
progress, follow up on feedback, and deal with the inevitable interpersonal
team issues that arose.

We spent time discussing and demonstrating the importance of good
documentation for the sustainability of these projects. Final assignments were
presented via a twelve- to fifteen-minute final presentation that included a
demo of a prototype, and a single PDF file of the proposal for PPNYC that
documented the concepts behind the street-level engagement strategy. Proj-
ect documentation included team process via photographs, videos, written/
journal responses, and audio; facilitation scripts and an assessment of how the
action or activity worked; installation details, including an annotated materials
and supplies list; and other specifically designed elements (i.e., signage, hand-
outs, stickers, games, info graphics, zines, etc.).

DESCRIPTION OF WHAT ACTUALLY UNFOLDED AND THE
OUTCOMES

The assignment started with a question-and-answer session involving PPNYC
outreach staff. They shared their current setup and approach to target audiences,
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talking frankly about challenges, goals, and their key concerns including project
mobility (it needed to be transportable throughout New York City via subway
by two educators); ease of setup in different contexts (under five minutes in
schools or parks); and its approachability and adaptability (different informa-
tion for different age groups). Afterward, students shared their four final pro-
posals. One proposal was Come Play With Us: a game called Flash It! (inspired
by games such as Heads Up and Celebrity). In it, one participant holds a card
with a sexual health—-related term and hand-drawn illustration to their forehead,
while others give clues for that person to guess the word. Cards also included
information about PPNYC and a medically accurate definition. The game was
adaptable, with different cards designed for younger and older players. PPNYC
staff could play along and/or contribute relevant information about card topics
from the sidelines. This project also included a revamping of PPNYC’ kiosk
with chalkboard paper with tailored messages or questions for different groups.
PPNYC felt Flash It! could serve as an enticing online resource and giveaway.
Another proposal was Sweet & Sexy Treats, a faux ice cream cart stocked
with a buffet of sex-positive goodies (stickers, internal and external con-
doms, lube, PPNYC swag, coloring pages, and crayons) to be taken away in
paper ice cream cones. The cones served as PPNYC brochures and unique
visuals advertising the organization and its services. The first prototype had
confusing messaging and stark signage, but through critique the students
honed the ice cream concept and completely redid the cart and branding.
Some PPNYC staff were excited to see the cart as a kitschy and fun way
to engage multiple publics, while others were concerned that there was no
actual ice cream and could be too juvenile for some audiences. The next
proposal was Photo Booth, featuring PPNYC step-and-repeat banners and
sexual health—themed props for Polaroid photo shoots. The act of choosing
a background and props, posing, taking the Polaroids, and waiting for them
to dry, provided a platform for discussions about PPNYC and reproductive
health. This team also worked on a table setup, with stickers and PPNYC-
branded swag. The PPNYC educators and teen advocates, in particular, felt
that this was the most successful engagement strategy in spite of the cost
of the Polaroids. The PPNYC teen advocates were thrilled to get a unique
physical object instead of a digital image. As stated during one of the cri-
tiques, “No one our age prints photos or has printed photographs of them-
selves.” The last proposal was Sex Ed Ink, a temporary tattoo booth featur-
ing a range of sexual health and body positivity—themed designs to appeal
to all genders, races, and socioeconomic standings. Participants could have
conversations about sexual health while tattoos were being applied, or take
tattoos away along with PPN'YC information. PPNYC staff loved the range
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of tattoo designs, and felt that anyone who came up to the booth would
be able to find something that worked for them. This team transformed
PPNYC’s generic store-bought kiosk by applying signage with stereotypical
tattoo parlor colors and fonts. They also worked on a PPNYC fanny pack
popular with PPNYC staff.
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OVERVIEW OF THE DISCUSSION AND REFLECTION/
EVALUATION PROCESS

Critique and evaluation were an integral part of the entire course. At each stage
of the design process, there were designated times for reflection. These took
the form of prototyping events, class critiques, team meetings, and feedback
sessions. We held three formal critiques during the research and development
stage, in addition to the final critique with all stakeholders.

During our second-to-last class, we took time out to reflect and evaluate.
Participants were assigned the reading “ACTION STRATEGY: A How-to
Guide,” by the Ruckus Society.! The reading was meant to spark and frame
our conversation about the assignment and the proposals for PPNYC. We
discussed the importance of evaluation, celebrating successes, acceptance, and
understanding of failures, and how rare reflection time can be during a proj-
ect. This meeting was also an opportunity to consider the PPNYC collabo-
ration in the context of the course, as well as in relation to our personal and
artistic goals and roles in civil and civic action. The 2016 presidential election
had just taken place and, as a group of individuals and collaborators concerned
with women’s and human rights, it was imperative to discuss our work in the
greater context of the US and in relation to other actions necessary to further
reproductive rights.

The final critique with PPNYC and Parsons faculty was the celebration
of a semester of learning, listening, researching, prototyping, instigating, and
making. Student teams presented their working mechanisms for engagement,
telling the stories of each group’s process, ideas, prototypes, failures, and suc-
cesses. PPN'YC and Parsons staff tested the models for engagement, and pro-
vided informed feedback and critique. It was also a time to recognize all of the
partners involved, the complexity and particular needs of the experience, and
the importance of accessibility, flexibility, listening, and reflection.

1 The Ruckus Society, “Action Strategy: A How-to Guide,” http://ruckus.org
/downloads/RuckusActionStrategyGuide.pdf.
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Sounding Place
MA SPACE Acouscenic Listening Workshop

Sean Taylor (Limerick, Ireland)

Since 2012 I have embarked upon a series of experiential creative workshops
related to my own practice of Acouscenic Listening—a sonically engaged col-
laborative art practice within the Softday art/science collaboration.! These
workshops are undertaken in collaboration with postgraduate students of the
Masters in Social Practice and the Creative Environment (MA SPACE) at Lim-
erick School of Art and Design.

In these workshops MA SPACE postgraduates are introduced to the theo-
retical contextual and practical frameworks for the use of Acouscenic Listen-
ing as both a creative deep mapping exercise and a holistic sound art practice.
A typical workshop may be broken down into these learning outcomes:

* theoretical context and practical frameworks for the use of
Acouscenic Listening;

* participation in and understanding of the Creative Soundwalk;?

* introduction to psychogeography and deep mapping;

* introduction to collaborative, coauthored sound art practice;

 critical reflection on sound’s relational condition and creative
outcomes;

¢ introduction to Eastern thought, pedagogical theory, and practices;

* introduction of group sonic meditations work;

* introduction to graphic scores and the application of a creative turn
to the completed sound map; and

1 Softday is the art/science collaboration of artist Sean Taylor and computer scientist
Mikael Fernstrom, see: www.softday.ie/acouscenic.

2 Mikael Fernstrom and Sean Taylor, “The Creative Soundwalk” (unpublished
manuscript, 2015), Microsoft Word file, https://www.academia.edu/12560305
/The_Creative_Soundwalk.
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e performance, recording, and dissemination of the completed sound work.

A key element of the workshop, derived through consensus between the par-
ticipants and the artist/educator, is to collectively develop, document, and track
the evolution of the proposed work, from its original “pitch” by the artist/edu-
cator as a workshop concept; to its collective mapping, movement meditation,
and improvisations; to end with the final performance and public dissemination
of any creative work.

Itisimportant to seek agreement on how work in progress may be documented
(audio/video/photographically). Consent forms are used from the outset. More-
over, continuous critical reflection on the delivery of workshop elements assists
both the participants and the artist/educator to reflect upon the learning ex-
perience, and helps inform all participants’ steering development of the work
towards a potentially shared vision. Reflection also highlighted any emergent
misunderstandings or antagonisms within the shared group experience as the
workshop evolved. The role of artist/educators in this process is both socially
communicative and creatively pedagogic, working with participants to share ex-
pert and Jay knowledge, and allowing them to find a voice or form of expression
of their own that can coexist with those of others in a communal discourse.’

CONTEXT

Auditory engagement further challenges the dominance of the pragmatic visual
object and counteracts prevailing bias or dependencies upon a predominantly
ocularcentric focus of reading environments through visual metaphors.

The city, as an incessant inundation and movement of sonic action, may
be experienced through the listening body as sound incorporates and medi-
ates the connection between space and narrative. Sound is also related to phe-
nomenology, memory, imagery, and associations, which may be referred to
as sound’s specific relational condition. The Acouscenic Listening approach
to the Creative Soundwalk may be considered closer to the dérive or drift,
defined by Guy Debord and the Situationists as “a technique of rapid passage
through varied ambiances—Dérives involve playful-constructive behavior and
awareness of psychogeographical effects, and are thus quite different from the

classic notions of journey or stroll.”*

3 Mikael Fernstrom and Sean Taylor, “Socially Engaged Sound Art Practice” (paper
presented at Irish Sound, Science & Technology Association Convocation, Cork,
Ireland, July 31-August 2, 2012).

4 Guy Debord, “Theory of the Dérive,” Internationale Situationniste 2 (1958), http:
/fwww.cddevt.edu/sionline/si/theory.html.
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Auditory engagement with space and place is the result of a reciprocal process
between the listener and the sonic environment, which suggests distinctions and
relations that enable the listener to select, organize, and transform the mean-
ing of what is heard. A complex soundscape also reveals localized histories and
memories that may lead to the creation of fresh narratives for further creative
development.

All participants agreed to take on the Acouscenic Listening Creative
Soundwalk in silence. Interrupting the cycle of incessant communication af-
fords the participant to temporarily switch off from the demands of technology
and switch on the listening body. In this state, the mediating participant en-
gages in or is aware of transient and situated sounds of place that occur within
the moment. This action creates a temporary social bond within the group,
even though each participant may articulate a unique listening experience
upon completion of the walk. Acouscenic listeners should therefore accept that
they are immersed in incomplete positions of uncertainty and “not-knowing,”

continuously searching for the value of
sounds in their essential form in order
to determine the sound object, as well
as establishing themselves.

Upon completion of the Creative

Soundwalk participants were invited to
collectively create a sound map of the

experience. This map was not neces-

sarily an accurate graphic representa-
tion of sonic features that appeared in

MA SPACE postgraduates mapping

) ] A the Limerick City Creative Soundwalk,
with detailed topographic maps. The  ociober 2016.

sound map was at this juncture a visual

the sound environment, as is the case

representation (a graphic art work in itself), with no limitations as to how it
might be further represented or transformed. It is a subjective truth, insofar as
a sound map is an abstraction derived from the territory of the sound environ-
ment but is not the thing itself. Like scientist and philosopher Alfred Korzyb-
ski suggests, “the map is not the territory.”

PERFORMANCE
Participants were later encouraged to consider the coauthored sound map as a
graphic score for a potential live group performance. Experimental composers

5 Alfred Korzybski, Science and Sanity: An Introduction to Non-Aristotelian Systems and
General Semantics (New York: Institute of General Semantics, 1995), 58.
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developed the concept of the graphic or “aural score” as a methodology in the
1950s (John Cage, Cornelius Cardew, Karlheinz Stockhausen, etc.). Graphic
instructions were considered as an alternative means of contemporary music
composition and functioned as a map of the musical territory, democratiz-
ing both music composition and improvised performance. In this part of the
workshop all aspects of the potential interpretation of the graphic score were
discussed with and agreed by the participants. "To this end, all participants un-
dertook preparatory work for the collaborative performance through adapted
tai chi and qigong movement exercises and group sonic meditations, mindful
methodologies or meditations in motion that assisted practitioners in quieting
their minds in order to consciously bring attention to the task of performing.
"This conscious training of our “listening attention” leads to realizing that cre-
ativity is disclosed in moments. Being fully present in these moments nurtures
an awareness of the transformative possibility of creative encounters, and in-
stitutes a mode of listening that
French philosopher Jean-Luc
Nancy describes as “the homol-

ogy of sound to self as a structure
of referral.”®

A statement such as “every-
body can sing but it sounds dif-
ferent” may seem humorous, but
herein lies an acceptance that
everything that can make sound

may also be listened to. This is

why the concept of sounding, as

opposed to singing, the graphic
PP S glap MA SPACE postgraduates Limerick City

11 f -
score allowed for a more demo graphic score, October 2016.

cratic performance of the work.

From a creative perspective, it was interesting to note that the first itera-
tion of the sound map composition generally led to the majority of performers
attempting to imitate the mapped sounds of the environment from the graphic
score. After further work, this narrow visual literal reading of the score was
abandoned in favor of a more improvised rendition that incorporated move-
ment elements and listening. This approach significantly changed the nature
of the performance and opened up a far more meaningful and emotive rendi-
tion of the score.

6 Brian Kane. “Jean-Luc Nancy and the Listening Subject,” Contemporary Music Re-
view 31, nos. 5-6 (2012): 439-447. doi: 10.1080/07494467.2012.759413.
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We debated whether to record all of the preparations of the live improvisa-
tions. If so, the recordings would be played back to the participants for further
commentaries on the aesthetic of the work. In this respect, the composition
would always be in a state of flux or incompletion. Both the coauthored sound
map/graphic score and the audio recordings were shared between all partici-
pants, as they agreed to undertake additional work on the graphic score if they
so wished. Participants were also asked if they would like to share the work-
shop results on social media platforms. Without consensus, the recordings and
documentation would stay with the authors.

Upon completion of the workshop all participants engaged in a qualitative
evaluation of the workshop. Its results were shared and discussed by the par-
ticipants in a follow-up session.

CONCLUSION

Participants collectively drew upon immersive research methodologies, trans-
lating listening, empirical, and soundscape material through different modes of
storytelling, sound making, and performance. They employed a rich selection
of field material and analyses evoking a synthesis of economic, political, and
social associations in the process. The resulting aural manifestations sat at the
intersection of cultural anthropology and conceptual sound art practice, while
drawing on a range of creative languages.
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Participatory Asset Mapping

A Semester-Long Engagement
Susan Jahoda, the Pedagogy Group (New York, New York)

Asset Mapping played a central role in Art in the Expanded Field, a seminar fo-
cused on Solidarity Art Economies at the University of Massachusetts, Amherst
(2014-16). The lesson plan describes the introduction to the practice, the use of
the tool, the map, and the integration of the practice into the weekly structure.

HISTORY OF THE PRACTICE

Participatory Asset Mapping enables communities to build political power
through self-reliance and shared resources. It entails the self-identification of
community assets, meaning that the community is not the object of external
research.

The process involves community members collectively mapping informa-
tion about what they understand to be their community’s tangible and in-
tangible strengths, sources, and resources, including individual and collective
knowledges and skills. Community assets might also include both formal in-
stitutions (libraries, schools, and health-care clinics) and informal institutions
(block associations, community gardens and food co-ops). Intangible resourc-
es might include offering emotional labor such as friendship and care.

John Kretzmann and John McKnight are acknowledged as the develop-
ers of Asset-Based Community Development. Central to their work is the
shift away from a social services framework that represents communities as
deficient, to a community-building model. The act of collectively identifying
abundance brings a shared awareness to communities, enabling an energetic
focus on what is present rather than what is often characterized as being scarce
or lacking. At the same time the process can provide an analysis and dialogue
about the conditions that act to prevent community members from accessing
what is needed. Subsequently, such analysis can lead to collective involvement
in research, decision-making, and action. Kretzmann and McKnight’s mod-
el is foundational to the work of J. K. Gibson Graham and the Community



PARTICIPATORY ASSET MAPPING 61

Economies Project. Exemplifying a feminist critique of political economy,
they counter the view of the economy as predominantly capitalist, foreground-
ing instead what they call hidden and alternative economies. Examples include
producer cooperatives, gifts, and informal lending—economies that become
evident through the practice of Participatory Asset Mapping.

LESSON PLAN

How do we operate from a place of abundance rather than scarcity? Can we
utilize the skills, strengths, and resources that already exist in our classrooms to
respect and support each other’s work? Could this process of exchange lead to
a more vibrant cultural ecology that results in everyone ending up with more
than they started with? Will our exchanges create opportunities for the unset-
tling of institutional norms that shape what it means to be an artist?

LEARNING OBJECTIVES

¢ Understand how Asset Mapping efficiently identifies an inventory
of resources and strengths in a learning and making environment.

* Understand how Asset Mapping promotes healthy community
involvement.

¢ Connect the practice and experience of exchanging to our
discussions and analyses of race, gender, and class processes.

* Connect the practice and experience of exchanging to our
discussions and analyses of authorship and attribution.

¢ Connect the practice and experience of exchanging to our
discussions and analyses of time management, slowing down,
maintenance, and embodiment.

ASSESSMENT
Students will have met the learning objectives when they have done the fol-
lowing:

e completed eight exchanges,

e created a blog with detailed descriptions and visual documentation
of each exchange, and

* demonstrated an understanding of what solidarity art economies are
and how they can be applicable to their own practices and projects.

WEEK 1
Duration: 2.35 hours
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A. Twenty minutes: introductions/class check-in

=

Twenty minutes: embodying the principles of Asset Mapping

C. Thirty minutes: introduction to Asset Mapping: reading “Tool Kit:
What is Asset-Based Community Development?”

. Fifteen minutes: writing exercise: listing of skills and needs

= O

. Twenty minutes: creating list of assets, needs, and contact informa-
tion
Fifteen minutes: dialogue in pairs

. Twenty minutes: reflection

. Five minutes: identifying Asset Mapping pocket

"o O™

Ten minutes: description of required blog containing documenta-
tion of exchanges

The Space of Learning

Remove as many vernacular objects of learning from the classroom as possible
(whiteboards, extra tables and chairs, portable equipment). Open the blinds to
let light into the room and check thermostat to ensure a comfortable tempera-
ture. Place Asset Mapping tool, sixteen mugs, an electric kettle, a variety of teas,
honey, spoons, and a dish of trail mix on tables also off to the side. Place fifteen
chairs in a circle in the center of the room.

A. Introductions / Check-in (Timing: Twenty Minutes)
Making space for a check-in each class is an important component of the course.
"This is not about solving problems but about attending to/making transparent
what is present in the room—that which conditions our learning on any given
day.

Introductions/check-in today includes providing name, preferred gender
pronoun, and naming one thing that is urgent in our lives.

B. Embodying the Principles of Asset Mapping (Timing: Twenty Minutes)
Materials:

* chairs for participants
* two tablespoons
® water in a cup

Protocol:

1. Chairs remain in a circle.
2. Invite everyone to sit elbow to elbow.
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3. The facilitator demonstrates the exercise by pouring water onto one
of the spoons and then transferring it to the second spoon.

4. She then gives the empty spoon to the person on her left and pours
the water from the other spoon into the one they are holding. She
then transfers the empty spoon into their left hand.

5. They repeat what she has done, passing the spoons and the water to
the person on their left until everyone has participated.

6. Take some time for discussion and reflection.

Prompts and questions for discussion might include:

*  What are the advantages and disadvantages in engaging
collectively?
* How can differences be managed within collective activity?

C. Introduce Asset Mapping (Timing: Thirty Minutes)
This part of the lesson plan draws upon three texts:

e Kretzmann, John P. and J. L. McKnight, “A Guide to Mapping
and Mobilizing the Economic Capacities of Local Residents: A
Community Building Workbook.” ACTA Publications, 1996.

e Cameron, Jenny and K. Gibson, “Shifting Focus: Alternative
Pathways for Communities and Economies, A Resource Kit.”
University of Newcastle and University of Western Sydney,
Australia, 2001.

Read together out loud and discuss “Tool Kit: What Is Asset-Based Commu-
nity Development?” Collaborative for Neighborhood Transformation, Glen-
dale, Arizona.

D. Writing Exercise: Listing of Skills and Needs (Timing: Fifteen Minutes)
Make a list in response to the following questions:

*  What do you have to offer the group (gifts/skills)?
e  What do you want from the group (needs)?

Some examples:

e Skills: Technological knowledge and expertise (fabrication, Creative
Suite, video editing), writing skills, and cooking
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* Gifts: transportation, friendship, materials, and support

E. Creating the List of Assets, Needs, and Contact Information for Each Class
Member (Timing: Twenty Minutes)

1. Form a circle with other members of the group.

2. Identify a note taker who will record and make a PDF of identified
resources (skills and gifts), a list of identified wants, and contact in-
formation for each person listed. A color-coded PDF will be created
matching each person to their pocket on the Asset Mapping Tool.

F. Dialogue in Pairs (Timing: Fifteen Minutes)

*  What are the benefits of identifying community assets?

*  What suggestions do you have for practical applications of your
assets and how do you imagine integrating them into your work in
this class?

G. Reflection (Timing: Twenty Minutes)
Form a circle with other members of the group and share findings based on
dialogue.

H. ldentifying Your Asset Mapping Pocket and Labeling It with Your Name
(Timing: Five Minutes)

Maureen Connor and Susan Jahoda, Asset Mapping
Tool held by Maureen Connor and Laurel Ptak, 5'x 3'
Neoprene, Felt, Card, and Buttons, 2015.
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I. Brief Description of Required Blog Containing Documentation of Exchanges
(Timing: Ten Minutes)
Your blog will contain more detailed documentation of your exchanges.

WEEKS 2-13
Duration: 30 minutes once a week

A. Five minutes: cards, objects, and links to documentation placed in
pockets
B. Twenty-five minutes: sharing the process of exchanging

Use your blog entry to support your narration.

Instructions for Exchanges and Use of the Asset Mapping Tool
Each person is responsible for eight exchanges. These include providing others
with four offers of skills and gifts and receiving four offers of skills and gifts.
You can exchange with the same person or different people. It is up to you and
the person you are exchanging with to determine the “value” of your exchang-
es. For example, is one hour of labor on a project equivalent to a cooked meal or
a ride to the lumberyard? Please include the process for determining the value
of your exchanges in your blog.

Each pocket contains eight cards. When you have determined a date for an
exchange remove one of the eight cards from the tool. When the exchange is
complete return it to your pocket.

1. Note on your card the date of your exchange (complete outside class
time).

2. Note the name of the person you exchanged with (complete outside
class time).

3. Provide a brief description of the exchange and the URL address of
your blog entry (complete outside class time).

4. When you come to class after making an exchange return the card
to your pocket (timing: five minutes).

5. Narrate the process of exchanging through blog entries (timing:
twenty-five minutes).



Calling in Sick

Taraneh Fazeli, the Pedagogy Group (New York, New York)

"This is a bodily communication workshop oriented around storytelling about
illness. Participants recollect experiences of feeling unwell or calling in sick to
work within a set of linguistic, gestural, and haptic exercises, thereby consider-
ing how the language we tend to use around illness in various contexts (medical,
professional, etc.) shapes our experience of it. By experimenting with how to
structure a ground for intimate and caring communication, new language can
emerge that makes illness a collective matter rather than a private experience.

The workshop’s partnered exercises can be adapted to address other issues
that benefit from a move away from mind-centered epistemologies. Critical
theory, a now essential part of art education, grounds studio practice in critical
analysis but it also dislodges us from our bodies in the classroom rather than
focusing on sensorial ways of knowing once emphasized in the arts.!

HISTORY AND CONTEXT

This workshop was developed as part of Sick Time, Sleepy Time, Crip Time:
Against Capitalism’s Temporal Bullying, a curatorial project that addresses how
the body is articulated in various health discourses. It proposes that care for the
body in states of debility and disability could provide possibilities for rethinking
collectivity. The workshop is rooted in Notes for the Waiting Room, a publication
produced with Canaries, a network of women, femmes, and gender noncon-
forming people living and working with autoimmune conditions.

STRUCTURE

* Introductions (twenty minutes)

1 Riyad A. Shahjahan, “Being ‘Lazy’ and Slowing Down: Toward Decolonizing
Time, Our Body, and Pedagogy,” Educational Philosophy and Theory 47, no. 5 (2015):
488-501, doi: 10.1080/00131857.2014.880645.
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e Exercise 1: Speaking and Listening (25 minutes)

* Exercise 2: Gesture (twenty to twenty-five minutes)

* Exercise 3: Transfer drawings (twenty-five minutes)

* Break (twenty minutes)

* Group Discussion/Reflection (twenty to forty minutes)

MATERIALS

* Printouts

* Fabric

e Safety pins
e Paper

e Tape

*  Markers

DESCRIPTION OF ELEMENTS

Note on constituting a we in advance: some steps should have occurred before
the workshop to create a shared learning environment. For example, in public
workshops, this happens via invitational prompts, registration, group corre-
spondence introducing participants, and inquiries about access support—such
as wheelchair ramps or language translation.

1: INTRODUCTIONS (TWENTY MINUTES)
Participants gather. The group is capped at sixteen, facilitating intimacy.

Each person introduces themselves by name, gender pronouns, and what
brought them here. Participants consider whom they might like to pair with
considering each person’s stated concerns.

Facilitator briefly discusses the project and the context of the workshop.

House rules are determined by the group. Some suggestions: “Step up,
Step back”—i.e., if our voice is dominant, be aware and make room for others.
“Stories stay, lessons go”—i.e., keep personal stories confidential.

Listen to Jesse Cohen’s sound piece, I Is Another, 2014.

Review workshop structure: First pair off, then do three exercises, break,
and, finally, end with a group conversation. Return to the group between each
exercise to read texts and/or discuss the next exercise.

Break into pairs. The pairs will stay the same through all exercises. Part-
ners should agree on what part of their private dialogue can be shared with the
larger group.
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2: EXERCISE 1—SPEAKING AND LISTENING (TWENTY TO
TWENTY-FIVE MINUTES)

Introduce Intergroup Dialogue: it is a deep listening exercise that promotes en-
gagement across social and cultural divides. Intergroup Education (1940s—50s)
aimed to highlight similarities among different groups so as to reduce conflicts
when addressing contentious issues.? It’s used for antibias communication in
higher education, community organizing, and international conflict resolution
and is named for the different social and cultural groups present in any set of
people.

Review prompt: Recall a time you felt unwell or out of sorts in your body.
Perhaps you had to ask for belp, cancel or reconfigure a commitment, or tell
someone else—friend, boss, doctor; whomever—uwhat was going on before
you knew how to. 1ell your partner about this while paying attention to
how you felt and how you communicated to get what you needed.

Introduce format of speaking/listening exercise:

¢ Identify Person A and Person B.

* Person A will respond first to the prompt. They have five minutes
to speak uninterrupted to Person B and should speak as openly as
possible. Person B should try to respond with positive affect. If they
finish early, please sit in silence together.

* Person B then has three minutes to reflect back what they heard
from Person A. They should minimize any additions or analysis.

* Person A has one and a half
minutes to amend/add.

*  Swap roles and repeat with
Person B responding to the
prompt.

Answer any further questions about
structure and ask participants to keep
in mind that speaking like this can be

uncomfortable.

Calling in Sick workshop at Project Row
Houses in Houston, Texas, May 22, 2016.

Perform Intergroup Dialogue.

2 Members of the Pedagogy Group, which I am a member of, have implemented this
technique in their classrooms to augment seminar discussions and critique structures,
aiming to achieve understanding but not necessarily agreement across differences.
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3: EXERCISE 2—GESTURE (TWENTY MINUTES)
Ask the group to consider differing conceptions of empathy:

1. One that problematically erases difference in its assumption that
one can relate to another’s experience.

2. Another that recognizes that incommensurable difference is at its
core: it is the continual process of trying to relate despite difference.

Introduce Leslie Jamison’s Emspathy Exams and pass out excerpts from the first
chapter, asking the group to read them aloud.

Introduce Gestural Mirroring exercise:

* Person A will perform a series of gestures (including nonlinguistic
sound) that communicate the feeling that the instance they recalled
in the first exercise brought up. Person A can readjust the posture
according to Person B’s reflection so as to represent their feelings
more accurately. They will have five minutes and are free to move
through the space or stay
seated.

® Person B mirrors these
movements.
* Switch and repeat.

Gestural prompt: Communicate
the feelings that came up around
that instance of illness you recalled

in the furst exercise.

Calling in Sick workshop at Project Row
Houses in Houston, Texas, May 22, 2016.

Perform Gestural Mirroring exercise.

4: EXERCISE 3—TRANSFER WITH EMPATHY

(TWENTY-FIVE MINUTES)

Introduce and view Dennis Oppenheim’s Two Stage Transfer Drawing, 1971:
in this two-channel video, Oppenheim’s son draws on his back as Oppenheim
duplicates the drawing on the wall through touch. In another view they switch
roles.
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Introduce Transfer Drawing exercise:

1. Prepare the drawing surfaces. Each

person attaches a large piece of pa-
per to the wall and gets a piece of
fabric pinned across their back, like
a cape. Each person has at least one
washable marker.

. Person A positions themselves

at the wall. Person B is seated or
standing behind them. Slowly, Per-
son B sketches on the fabric starting
at Person A’s shoulders and moving
downward. Person A senses what is

Calling in Sick workshop at Project
Row Houses in Houston, Texas,
May 22, 2016.

being traced on their back and mirrors the feeling of the drawing
on the wall-hung paper. The pair has five minutes for this drawing.

3. Switch and repeat on new paper.

Drawing Prompt: The person initiating the drawing should express the

feelings they communicated in the previous two exercises, but through

drawing. The drawing can be representational or abstract, but many find

the latter easier to mirror.

Perform Transfer Drawing. Facilitator can suggest that the pairs play with

speed and stroke.

BREAK (TWENTY MINUTES)
Hang drawings side by side. Remind pairs to discuss what can be brought back

to larger group discussion from experience within exercises.

5: GROUP DISCUSSION (TWENTY TO FORTY MINUTES)
A group discussion can start with a simple prompt such as, “How did these

exercises make you feel?”

Form:

and another’s positions?

* How did the exercises impact your ability to understand your own

How did sharing in these structures (in this particular order) make
you think about the different ways we communicate, and how they

may be hierarchized in our culture?
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* Did hearing and reflecting back on your partner’s story make you
think about yours differently?

Content:

* How has illness affected the way you work or care for yourself and/
or others?

* How might you communicate
to get your needs met?

* How have spaces and processes
of art intersected (or not) with
care and healing?

*  What did the structure
illuminate about the ways we

tend to communicate about this
particular issue? Did it differ
from how we might normally

' : X Excerpt from Lynne McCabe’s
communicate in the pursuit of  announcement of the closing of She
wellness, with a medical doctor,  Works Flexible.

boss, or friend?

SUGGESTED BIBLIOGRAPHY
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-tape

Fazeli, Taraneh. “Notes for ‘Sick Time, Sleepy Time, Crip Time: Against
Capitalism’s Temporal Bullying,” in Conversation with the Canaries.”
Temporary Art Review, May 2016. http://temporaryartreview.com/notes-for
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Toward a Social Practice Pedagogy’
The Pedagogy Group (New York, New York)

After carefully discussing our contribution to this textbook, we, the Pedagogy
Group,’ provide reflections on pedagogical principles that educators with com-
mitments similar to our own might find useful. We emphasize the importance
of artistic practices that make wizh rather than abour.’ Approaches that assume
one can be interested in a struggle and make work about it differ greatly from
being imbricated in that struggle due to one’s societal position. The former
reinforces structures of privilege and exclusion while the later contributes to
social transformation.

STEP ONE: IDENTIFY HOW PEDAGOGY AND “SOCIAL
PRACTICE” CAN BE RESONANT WITH OR IN CONTRADICTION
WITH EACH OTHER
We do not use the neologism “Social Practice” (SP) to describe our work be-
cause this term doesn’t distinguish between practices that engage the social
as a medium or form and those that unfold within specific constituencies and
struggles.* SP seldom addresses the political realities that condition social ex-
change, nor does it undertake systemic analyses of power or investigate models
of sustainability.

The institutionalizing of SP prompts us to wonder whether we are wit-
nessing another phase of the Modernist appropriation and domestication of

1 Alonger version of this essay was published in the Museum of Fine Art Houston’s
Core residency program 2016-17.

2 See Pedagogy Group bio on page 301.

3 Chapters 1 and 2 of Paulo Freire’s Pedagogy of the Oppressed (London: Bloomsbury
Academic, 2000) asserts the foundational distinction that pedagogy be undertaken
“with not for” the oppressed.

4 We abbreviate these practices “SP” to help distinguish it from our use of the term
“social” to describe process unfolding within specific constituencies and struggles.
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political art movements.” Most concerning is the manner in which the insti-
tutional contradictions of the art sphere are outsourced to artists who safely
and temporarily bring the political into art spaces.® We are concerned that SP-
oriented educational programs, curatorial initiatives, and publications are de-
fining a new autonomous sphere of practice within art and politics. Once again
the artist and arr stand apart from social practices created in everyday commu-
nity and movement making. In this vision, art does not operate in a political
world but creates a place for politics within the world of art.

Those teaching in BFA/MFA programs that house SP courses and con-
centrations are witnessing these contradictions play out. It seems nearly im-
possible to positively influence or reconfigure social relations from within
these settings as institutionalized imperatives contradict the core values that
socially engaged artists claim to espouse. While aiming to position them-
selves as benefactors of specific communities in need, their host colleges, even
when public entities, are not accessible to (or created for) members of those
communities.’

Recognizing this, we wonder: how might the principles and practices
of radical pedagogy, a highly developed social practice in its own right, be
brought into debates around SP pedagogy?

STEP TWO: DESCRIBE SPECIFIC TEACHING AND LEARNING
EXPERIENCES

Following practices used in politically engaged pedagogy, popular education,
and community organizing we draw extensively from our experiences as edu-
cators, exchanging stories around the material conditions and experiences of
our learning environments. By doing so, we aim to identify the contradictions,
central struggles, and joys that we each encounter.

5 Evidenced by, for example, the incorporation of Social Realist photography and
painting into the art canon. This process shifts art’s value from the political eco-
nomic sphere to the regimes of scholarship and auctions; technical skill, abstract
aesthetic analyses, and the artist’s biography and influences eclipse the ideological
struggles these works aimed to support.

6 See People’s Assembly’s Overview: The FJackson People’s Assembly Model, accessed
November 20, 2016, https://mxgm.org/2014/11/28/peoples-assemblys-overview
-the-jackson-peoples-assembly-model/.

7 Jodi Rios, “Reconsidering the Margin: Relationships of Difference and Trans-
formative Education,” in Service-Learning in Design and Planning: Educating at the
Boundaries, eds. Tom Agnotti, Cheryl Doble, and Paula Horrigan (New York: New
Village Press, 2011), 39-55.
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We write and share stories that mirror our process as a group. They show
awareness of how our pedagogical work is nested within collective struggle or
political vision, and how it makes social contradictions visible.

STEP THREE: GENERATE A SET OF THEMES AND QUESTIONS
Each case study inspires questions requiring authors to reflect deeply and share
insights. We identify links aligning our practices with collective learning pro-
cesses, building political literacy. This analytic process enables the move from
concrete events to general propositions.

STEP FOUR: DISCUSS THE PRACTICES AND METHODS WE USE
TO ADDRESS THESE THEMES

As educators we must respond to social practices that threaten the freedoms of
learning, such as managerialism, surveillance, the increasing commodification
of desire, and governance of vital social functions, from relations of affection
and friendship to efforts of self-care.® These intrusions might be resisted by
fostering other ways of being, such as finding ways to slow down and cultivate
practices of listening and knowing that are unabashedly “out of sync.””

We have introduced models for commoning, such as care collectives, free
schools, and worker cooperatives. Sometimes, we involve students in discussions
of economic relations inside universities that systematically produce forms of
precarity, such as student debt and increased adjunct labor. We must prepare stu-
dents to ethically navigate the arts sphere beyond school. Artists need to antici-
pate the benefits of and expectations around any socially engaged work for them-
selves, their constituencies, and the institutions with which they are involved.!

In classes structured around experimentation and collaboration with com-
munity partners, students have only one semester to develop projects, leaving
little time for listening and speculation before action is expected." As teachers,

8 See Annette Fuentes, Lockdown High: When the Schoolhouse Becomes a Jailbouse (New
York: Verso, 2013); Giorgio Agamben, Homo Sacer: Sovereign Power and Bare Life
(Palo Alto, CA: Stanford University Press, 1998); and Franco Bifo Berardi, The
Soul at Work: From Alienation to Autonomy (Los Angeles: Semiotext(e), 2009).

9 For tools we’ve developed for the classroom, see The Pedagogy Group, “Listening,
Thinking and Acting Together,” Rethinking Marxism 26, no. 3 (2014): 414-426. Also
see The Pedagogy Group, “Some Tools for Radical Pedagogy,” Art fournal 73, no 3.
(2015): 89-91.

10 We encourage students to ask about project funding, consider heir relation to
place, the role of the press, divisions of labor, institutional hierarchies, intellectual
property, and the long-term stewardship of a project.

11 Rios, “Reconsidering the Margin,” 39-55.
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we equally feel this weight, struggling to maintain structures that emphasize du-
ration (in long-term partnerships) or intentional ephemerality (in conscious but
tentative experiments). We do, however, encourage collaborative work within our
classrooms utilizing methods of evaluation that counter ranking and competition.

PEDAGOGICAL METHODS
Fostering ethical community economies and alternative epistemologies through
dialogue and experimentation.

Q: How do we negotiate the contradictions between teaching
studio art practices and addressing the urgent needs that arise
within our classrooms?

Susan Fahoda

"Tuesday morning, 8:30 a.m. Class begins. We go around the room,
checking in with each other. I want to know what every person in our
shared space is experiencing because how we are individually affects
how we will be together for the next three hours and, ultimately, how
we will be together for the rest of the semester. The check-in provides
a context for discussion, looking at two projects and a class exercise.

In my studio practice courses it is a priority to make space for
caring about whose and what urgencies are in the room. These are
the conditions that we bring to the work and, with facilitation, can
provide an opening for dialogue. A woman with a chronic illness
asks for help fabricating a sculpture, the only person of color in the
classroom is able to say that the silence in the room when they share
an account of a racist incident is really difficult, and a young man
juggling two jobs and school says he is projecting his work because
he couldn’t afford to print it.

Today disability, racism, and debt are what we bring to our
discussion of Jack Halberstam’s essay “The Wild Beyond: With
and For the Undercommons,” in Stefano Harney and Fred Moten’s
book The Undercommons: Fugitive Planning and Black Study." After
our discussion we reboil our class kettle and drink tea while thinking
through the logistics and implications of collective labor on projects
and how to be resourceful when it comes to sourcing materials. I

12 Jack Halberstam, “The Wild Beyond: With and for the Undercommons,” in The
Undercommons: Fugitive Planning and Black Study, eds. Stefano Harney and Fred
Moten (New York: Minor Compositions, 2013), 2-12.
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had prepared a prompt for our Intergroup Dialogue exercise as an
entry into our next class project: Practice as Maintenance. I abandon
the prompt and replace it with the topic of silence.

Q: How can we model different ways of being together within
settings grounded in Eurocentric views of culture, emphasizing
critique, and governed by neoliberal logics? How can we make
visible the mechanics of power relationships and cultivate
care and horizontality, while still allowing for contestation,
difficulty, and difference?

Taraneh Fazeli

I like to do a dialogical exercise based on the techniques of
intergroup dialogue asking participants, “When has time been a
regulatory force in your life?”"* One student said there’s simply too
much reading in all her classes to complete, and that she realized
that she was not really expected to absorb all the content but,
rather, learn to manage time around this impossibility. Another,
who aligned her work with Mierle Laderman Ukeles’s Maintenance
Art, discussed how living and making work with limited energy as a
result of chronic illness became an asset. Yet another told us about
the temporal dissonance that occurred while working with a group
of mothers of the Black Lives Matter movement (including her
own), and asked for feedback on how to move between their time
of mourning and collective organizing, and the time defined by a
school semester’s deliverables. This discussion about temporalities
in our own lives alongside recent art and theories that queer time
provides the ground for considering time as an artistic medium.'*

79

13 Emerging from the philosophies of democratic and popular education movements

14

and useful for communicating across different groups, intergroup dialogue is so

named for the different social and cultural formations that are often present in any

set of people (class, organization, movement, etc.) Participants are paired and asked

to speak on a topic within a structure that prioritizes uninterrupted speaking and

listening, before coming back and reflecting as a larger group.

We look at artworks that employ nonlinear temporalities: the work of a collective of

artists with autoimmune conditions called Canaries addresses the flexible work and

support structures that a group operating on crip time requires; Elisabeth Subrin’s
Schulie (1997), a film about radical feminist Shulamith Firestone (a woman described
as “out of time and out of joint”) which reanimates lesbian history’s disavowed pasts

(Continued on next page)
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Students learn to negotiate the temporal shape of the classroom,
their projects, and their lives together throughout the semester.

In his article “Being ‘Lazy’ and Slowing Down,” Riyad
A. Shahjahan suggests moving away from mind-centered
epistemologies in the classroom that dislodge us from our bodies."
Reinscribing the colonial project’s separation of nature from culture,
a Eurocentric conception of linear time based in forward motion as
progress finds its corollary in current higher education logics that
compel all towards neoliberal subjectivity. By emphasizing time that
is different we can foster other ways of being. Haptic play, practices
of listening, cultivation of silence or rituals as simple as sharing food
and weekly check-ins become potential sites of emancipation.

Robert Sember
I travel with two longtime collaborators from New York to
Sdo Paulo to participate in three weeks of workshops. Most of
us have never met before, so we begin with the usual pro forma
introductions—name, city, affiliaton, etc. Translating between
Portuguese and English is really slow. We try simultaneous
translation, but it’s as if we’re not in the same room. Going slow is
preferable. We settle in, get comfortable, grab food and coffee, and
commit to holding a long, still focus. Hearing our introductions
translated and revoiced is our first collaborative work. We are here
to discuss gender identity, queerness, the intersection between race
and class. Translation becomes the metaphor and protocol for this
collaboration. It also inscribes a global North-global South divide
and makes even more relevant the decolonization framework that will
be repeatedly invoked in the days ahead.

This slow listening carries through to our first workshop
designed around the queston “Why are we gathered here and at this
time?” We begin by walking silently in small groups through the local

by resurrecting an earlier documentary; and pop cultural examples including co-
median Maria Bamford’s sitcom Lady Dynamite constructed through the author’s
mental illnesses; Elizabeth Freeman’s Time Binds: Queer Temporalities, Queer His-
tories (Durham, NC: Duke University Press, 2010), and disability theorist Alison
Kafer’s “Time for Disability Studies and a Future for Crips” in Femzinist, Queer, Crip

(Bloomington: Indiana University Press, 2013), 25-46.

Riyad A. Shahjahan, “Being ‘Lazy’ and Slowing Down: Toward Decolonizing
Time, Our Body, and Pedagogy,” Educational Philosophy and Theory 47, no. 5 (2015):

488-501, doi: 10.1080/00131857.2014.880645.
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neighborhood. Back in the workshop space, we share our observations
and organize the responses into themes and questions that are brought
to the full group. The space is translated into terms that are specific
to the group: transwomen share the indications they found of threat
or safety while others point to the neighborhood’s working-class
character. A resident describes growing up gay and mixed race in
this area and hearing the echoes of these memories. His story invites
others to share comparable histories and a new round of introductions
is made that translates our preferred pronouns and other identifiers
into nuanced, contradictory biographies. The intersectionality we will
discuss is no longer abstract or pro forma. It is embodied. Here. Now.

PRACTICING CULTURAL EQUITY
Exclusion from and difference within the classroom/institution as a site of in-
vestigation.

Q: Who is not in the classroom or other institutional space
of learning and why? How can we structure our learning
environments to address the exclusion of various students and
communities from them?

Sasha Sumner
A day in the life of a semester:

“What is the relationship between the structural racism of
slavery and the racism that is inscribed in the very processes that
create trajectories that lead inevitably toward incarceration or
higher education?”—Angela Davis.'¢

We gather in the classroom having read Angela Davis’s “The
Meaning of Freedom,” a searing critique of incarceration and
institutional injustice. In preparation for working within a local
community, across lines of race, gender, and class, we use her text as
a jumping off point.

Students pair up and answer a question posed by artist Rick
Lowe: “What is my moment of race?” They reflect on Davis’s
text and recount a personal experience. We regroup, and, to
gain perspective, each retells their partner’s story to our group.
Everyone has experience with race. The discussion prompts an

16 Angela Davis, The Meaning of Freedom: And Other Difficult Dialogues (San Fran-
cisco: City Lights Publishers, 2012), 141.
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acknowledgment of the denial of the role race plays in our lives.
Many of the students’ stories have never been told before.

A student of color asks, “What is the difference between
public and private, especially in terms of education?” After some
discussion, he says how grateful he is to be in the university we are
in, and that, if not for financial aid, he would be “on the streets.” His
words produce an epiphany: this is how economic injustice, class,
race, and entitlement manifest in someone’s life.

The privilege of higher education is perhaps less visible
than the structural racism of judicial punishment. Despite gains
in diversifying enrollment, as articulated by Davis, educational
freedom, in addition to political and economic freedom, still
carries a legacy of unspoken racist ideology. While we remain in
a school that encourages competition and ranking, our process at
this moment shifts towards mutual understanding and collective
empowerment.

Q: How can we avoid reinscribing the colonial practice of
embedding oneself as an artist into the social relations of the
other? Instead, how might we foster relationships of genuine
solidarity by recognizing students’ various constituencies or
existing social relations?

Mark Read
Leshane recounts the devastating impacts of permanent exclusion on
residents of public housing in New York City: any person living
in public housing who is arrested and charged with a crime—even
if not convicted—is permanently banned from their home, under
threat of eviction for their entire family. He narrates how sixteen-
year-old boys are cut off from their families for carrying weed and
how elderly parents are left without the support of their children.
Leshane and his colleague Monica are our contacts at Good Old
Lower East Side (GOLES), an organization dedicated to tenants’
rights, homelessness prevention, economic development, and
community revitalization. They’re here to discuss their campaign
against this policy of displacement. As my students listen I see
traces of discomfort and disbelief on their faces. The disbelief is
understandable considering the students’ own class backgrounds,
which, while not monolithic, probably wouldn’t have exposed
them to the harsh realities of policing policies within oppressed
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communities. The divide is real and felt. We are just beginning the
effort to communicate across that divide.

The group in attendance is being offered an opportunity to
collaborate with GOLES, as part of a class that they are taking on
collective practice. Over the course of the coming weeks, some of
the initial wariness will wane. It won’t be perfect or miraculous.
The students arrive with their own struggles, and collaborative
work is never simple. But consistency of engagement and sincere
interest will go a long way towards bridging the distances between
us.

There are awkward silences in this first encounter. I, as teacher,
try to be quietly present to this discomfort without seeking to
resolve it, confident that there will be time for people to become
familiar. Monica eventually breaks things down: “So, is this
something you guys want to do or not, ’cause we could use the help,
to be honest.” “Definitely, definitely,” my students respond almost
in unison, clearly relieved to have been invited in. And so begins this
relationship, fraught but tender and open.

My own hope is grounded in my confidence in our partners,
and bolstered by the knowledge that the school has committed
to working with GOLES in a multiyear partnership rather than
semester by semester. Most of all, I am confident that GOLES’s
fierce urgency and clarity around this issue can guide us all to move
to a place where our interdependence becomes tangibly felt, and we
more fully understand that our own personal freedom is not fully
realized until our friends and neighbors are equally free.

Q: In what other spaces besides the classroom or institution
are people experiencing pedagogical processes? What can
be learned from what unfolds there? Why is this happening
outside?

Fames Andrews

Moving Beyond the Classroom:

In 2014 I found myself planning a popular education workshop,
The U.S. Student Movement: Organizing for the 21st-Century Strike,
with student and teacher organizers in New York’s Union Square
for the upcoming Montreal Student Movement Convention. I
was invited to propose a session with student unionists around the
growing education crisis. I wanted to share insights from my recent
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participation in OWS, where I witnessed occupiers unwittingly
reproducing the same oppressions we were fighting against in the
streets. Blind spots among organizers led to confusion between
activists working within these spaces, destabilizing equitable power
relations.

I had recently left a teaching position at a NYC private high
school where I taught socially engaged and media art to some of
society’s most privileged students. This was followed by two years
of teaching in rust belt public schools, struggling under austerity
budget cuts. At the private school I witnessed white students learning
the master’s tools (law, international relations, even conceptual art);
at the public schools I saw mostly Black and Brown students, just
as gifted and deserving, lining up outside their school building for
long periods, soaked in freezing rain, waiting quietly to pass through
police checkpoints.

Back in Union Square, we discuss how neoliberalism and
white supremacy not only corrupt our schools, but also distort
the thinking and planning capacities of movement organizers,
especially those with social, academic, race, and class privilege.
Through small-scale workshops combined with analytical planning
models, we are learning how to detect and expose the hidden
hierarchies within movement spaces and collectives. This is one
example of how radical pedagogy can make a powerful impact
beyond the classroom.

REVISITING ART’S ROLE
Undervalued or revisionist cultural histories as a site of investigation.

Q: If the social is merely one site to explore the fundamental
problematics of society, do aesthetics, making, and other forms
of creative imaginings play a particular role in processes of
emancipatory transformation?

Q: How might we revisit the distinctions drawn between
artist and artisan to address the role of cultural production in
relation to social relations and political struggle?
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Barrie Cline

I teach art to apprentice construction workers in a Labor Studies
program.” When I look to find common ground among us, I discover
it lies in the social practice of NYC subway graffiti. Studying its
history provides an opening for understanding how structural
racism plays out in urban planning and how the collective actions of
the working class can build a different world.

Scotty Demel, an electrician, contributes MACHINE, a poem
that is emblematic of what came up in the classroom. “When Moses
ran his highs out to Long Island so that Levittown can be reached
with ease, he aided the machine. . ..”

“Working all day and seeing your family briefly before you
must go to bed and repeat this insane cycle. . . . However, life always
has a way of breaking through the machine. The rebellious nature
of graffiti, is a sign of life poking through . . . your machine will
not prevail.” (He emphasizes Taylorism’s bottom line and affirms

graffiti’s pushback.)
“Much like the pride taken from graffiti work is the pride in a
good conduit run . . . it’s as anonymous as graffiti on a bridge. But

like graffiti, there are ways of running conduit so certain people
will know who ran it. In the heart of the machine, life still prevails.”
Scotty connects the collective artisanal labor of electricians to
the “sign of life” created by graffiti artists. Though hidden, these
collectivities cheer him.'

Drawing from my own experience with communities organized
around graffiti writing in NYC during the 1980s and Joe Austin’s
Taking the Train, we discuss how the artistic form forged a system
for liberatory self-creation through an “economy of prestige”
based in aesthetic innovation.”” Far from the street art that was a
pathway to the gallery system, other forms of graffiti were not easily
commodified. Pioneered by poor youth of color (chiefly young

17 Some assume my class comprised primarily white men, bit half of the students are
people of color, a quarter are women.

18 We read excerpts from Larry Shiner, The Invention of Art: A Cultural History (Chi-
cago: Chicago University Press, 2003), who argues art and artisanship before the
eighteenth century were not divided and art’s valuation was contingent on its rela-
tionship to daily life. Asked to consider their personal experience, the tradespeople
reframed their work to