


A cultural landscape that has developed significantly over the past twenty years

® A proactive cultural ethos based on the relationship
between the public and the works of art

"Making sure that major works for collective hentage and postenty and modem
masterpleces should be accessible to as many people as possibla.”
André Malraux

® The difficult task of promoting alternative art forms into
consideration over and above conventional, institutional
cultural nomes

"Culture: of transition, uprooting, teanng up and the transformation of self through
which one becomes other. Cultural: a substitute for culture, by which we use fo

achieve not change, but a reinforcement of what already exists."
Robert Redeker

@ A combination of initiatives which dare to go beyond national and regional boundaries
® Major world-wide trends

® A meeting in Marseilles of over 1800 artists and 80 contributors from thirty countries




@ \Vork on the policy of “institutional discovery” spearheaded by Michel Duffour,
Hertage and Cultural Decentralisation Secretary, between 2000 — 2002, and
supported by numerous interministerial partners, notably the “Ville et 'Economie
Solidaire (City & Finance Solidarity) directive.

" &t's no out the bilbaargs that fitter the landscaps” Peter Handke

® The aim to adapt policy in order to facilitate input in the cultural sector (Artfactories.com, Autres
Parts...) not only from within, but also at the heart of the political institution through the New Artistic
Territores
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Different tites and a huge range of community-based projects

® [he vacuousness of any attempt at defining
the vastly different experiences through the
origins of the artists

@ \Ways of organising events

@ A mixture of different artistic disciplines




® [he relationship established and
maintained through the works

® The Relationship between communities

@® The relationship between public bodies
and the art market

The scale of each project

Arclenne usne rbamanspde

Pratique spoctive dans une usine en Chine




Progression

® An attemnpt 1o relate each experience to relative milestones whilst refusing to over interpret standardi-
sed criteria

@ To understand the conditions under which each project takes shape

A factory closure

A politician’s enthusiasm

An artist’s needs

The mobilisation of a sector in civil society

® 10 consider that the facilities and the practices in place do not always allow the artist to take new
directions in their work

"In institutions, your vaice, your way of thinking is immediately shatfered by a prism which completely prevents people from
coming together. Evenything is confrolied, from conception fo public display of projects. Our shows are confrolfed. Everything
which would allow & mesting fo take place iz defined and categarised to the anth degres. | believe fhat i iz important fo offer
artists the apporfunity to be present in the space to answer quaestions about the contenfs of & show, and thaf it is essenfial
that the space fo provide the conditions necessary for generaling debate in order to animafe the afmaosphere of the space, in
the confext of its immediale surroundings, landscape and, by dint of this, have an impact on polifics * Loic Touze,
Chorégraphe

® To refuse cultural apparatus which were constructed over thirty years to serve as centres for cultural
consumption




@ [0 identify problems central to artistic permanency

® [0 reinforce the need for new areas of expermentation which are not limited purely to artistic innova-
tion, but also place it at the very heart of social, economic, urban and political experiments.

® [0 put projects into a context, not simply to compliment the professional, institutionalised artistic sys-
tem, or mere regeneration of the institutional domain

® To redefine the boundaries of public interest and their idea of the artistic field
‘These practices ane nof to be faken simply 85 an addifion fo the prafessional instifutonalisea atistic systam, ancther place
wherg innavation would aim fo regenaerafe the nstifufional domain, These practices are nevertheless defined as processes
and projects which support fhair own individual arfistic and professional properies. What is af stake is fhe redefintion of
boundanes of public scruting and their notion of the arfistic field as a paradigm which could be adapted fo descnbe contemn-
porany pluraity and inferactions.” Philippe Henry (Mew aristic practices and cultural developmeant: a simple side-step or a real

change - Theatre Public -Jarvier/Féwrier 2001).




A historical coincidence

@ The industrnal crisis freed up large-scale, uncluttered production spaces, heralding a drive for the
appropriation of space, which for years had slowed down market forces In
the heart of large cities

“Wake-up! The bulsts of the adverlising mafia are kiling our town. In Kreutherg, the BeWoGe will again
desiroy a fantasfic factony They are pufting up the same blocks of concrele svenywhere in accordance with
the markef forces” Anorymous tract 1979

Canma Latoumeus TSF - Monirisl

® The end of an era when our cultural thought systems rested on the principle of artistic autonomy

® A new era of cultural action which directly guestions the definition and the place of art in our society




® Three histonical references representing major milestones
The decentralisation of the theatre
The artistic spaces created in the 1970's
The alterative art spaces of the 1980's

® The steadfast sense of place of these projects is one of the singular characteristics of the new areas of art

Living fn Uzeste is not ke going back fo your homefown fo work, but ke going fo wark on your fometown.” Bernard Lubat,
COMpOSar

® Those In the cultural wasteland are not anti-establishment, but movers and shakers in a society which
they hope to push in a more dynamic direction, a society whose members take part in its transformation.

The instifulional; the institutions, existing faws and those that we have inhented. The institutionalised: polifical achvity which
raworks these institutions, laws and principlas.”. Cormélius Castoriadiz, philosopher

Line conoewizn hesfionous




The foundations of art which bring together these experiences

@® Arfist and at times the public can no longer find working conditions and adequate exchanges in order
to bridge the time gap

® [t is not merely a guestion of money which is critical, but working conditions which are conceived in
terms of an artistic framework expressed through political thought.

OVERFLOW
UNFETTER
UNLOCK
DEBATE
SURPASS
UNBLOCK

CLEAR THEWAY
DEREGULATE
DECENTRALISE
DEMARCATE
DISTURB




® These essential elements of production are based around three major axes:

Time, which is revisited again and again in accordance with each timescale; artistic temporality, econo-
mic temporality and the temporality of social change

It is not the state that calculafes the fength of our residencies, or the format and running tire of our shows.”
Christian Rizzo, choreographer.

“Arfistic fime iz ouf af ime” Ferdinand richard, Akdl

Investing In spaces that are free, flexible, and viable for staging events, open and clearly defined in
their own right and seeing them as both workplaces and a forum for political and social exchange.

Ways of interacting with the public and considering them as artistic parners involved in the
adwventure,

What we have managea fo nolice obhsernve, 15 that worlds thal never canded are coming togefher, waorlds thal had nothing o
do with each other are inding common ground, This offers us a situation which s ohiective which through its expansion may
gven be able to provide the basiz of new aristic questions” Michel Simonct = Heport for the Minister of Culture

Contemporany essays - 2000,




s their originality in production and programming

® A new conception of the idea of artistic production which focuses on all processes by which writing on
the socialisation of work, arises

® £ clear social dimensicn
® The artistic processes which govem ways of working

"Warks of art create their own means of producfion® Fiare Boulaz

® Products and processes are important

“The eszence anad worth of art does nat depend purely on the otjects themselves, but an the dynamic befueen fhe develop
mant of the active expenence through which they are both canceived and perceivea. Bhustemman

® The work itself is not the only thing of value In the creative process, there are also Important interme-
diary stages during its production




® By approaching the problem of distribution differently, putting on longer shows, measuring by different
standards is a determining factor in the approach of their programming

® Artistic residencies allow artists to discover a new form of social, economic and cultural visibility and
also offer an opportunity 1o reclaim artistic territory directly.

® Opening up spaces for practising artists and amateurs to participate in or interact with wark in pro-
gress.

® The movement as a means 1o an end has no universal aesthetic value and is not simply an aesthetic
movement,

®\\'e guestion the notions of ngour and artistic excellence

“The confrontation befween the tenanfs of an essentialst approach fo the phenomenan of arf (where the abjective value lies
in the actual price of the waonk) and thosa that have a relafivist, events-based appraach to arliztic endeavour (where the inhe
rant value is guantiied af the moment the work is presenfed and the conseqguent judgement, exparence and feslings of ind
wauals or groups of indivdua’s) Philipe Henry

®\/\e can no longer be satisfied by a single value scale because there are many different approaches o
art — multi-disciplinary and transversal.

“When the institutional space is a place of synthesis the inges showd be a place of inspiration and for the deconstruction of
culfural prachices.” Karing Moulette, d'Emmetrop




Writing the space

® The nature of spaces which are animated by these experiments is not to be underestimated In terms
of the gathering momentum of the movement,

® These spaces fire the imagination, fuel fantasy and desire. They are places of projection, liberty and
constraint.

® They are writing spaces which generate their own language. They are responsible for the worker and
the creator of the work.

® The ethos of the space dictates a forward-thinking approach
® Spaces capable of maintaining a sense of immense plasticity following architectural transformation,
® “These blank spaces”, according to George Aperhis,” may be granted extra room for error”.

® Architectural theoreticians, like Hubert Tonka, defined this concept under the tenm “architectural modifi-
cation”

® These places need to be used effectively over the long termn in order to remain representative of the
complete process of rehabilitation.




A few examples
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Plan masse des trois Tols de ls Frche & Bule de M 3 Marsedle | Archincte - Matthieu Poflevin
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La Touwr, batiment hstorgue du slte de & Friche a Belie de Mal & Marselle




® Pholo Franas BLAISE

Le “Camgement de la Friche la Belle de Mal & Marsalle / Achifecte : Matthieu Polewn / "Habifage™ des digecos : aouvre de Plome Gatord




Aue ntaneur de ks Friche Iy Belle de Mai, Marsails | Archiects | M. Poilevin
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Lo rostaurant de |a Friche | Belle de Mai & Marseibe ¢ Acchitects | M. Poteyn
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® Reraud Vercay

Miza an lumidre de I Tour, par ls groupe Dunes
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Instakation "Vous &es ki du groupe Dunes sur le 301 de la Tour
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La Grange au lac & Evian / Archite




Lo Cestar & Armas / Architecte - Jean Nouvel




Another public group

® An ongoing cultural democracy

® [he faillure of cultural democratisation

® [0 maintain a relationship between the public and the artist that is as open as possible, as well as that
of the public itself and different communities

® To distinguish three categories of the public which is divided, realigned and superimposed, scmetimes
converging:
Spectators

Practising members of the public
Internal audiences

® The guestion of amateurs

I my figdd, we know that there is not a strong prafessional dynarmic i there is no amateur movement alongside it Amateurs
are bhe most actively involved mersbers of the public and also practising arists themselves. The threg-pronged dynamic ama
teurs proy’ audience are the dnving force behing the arfizts joumey. To esfablish this tnangle | anly have access fo the space
and matenals avalable at La Friche. One cannof stop af the elationshio befwesn amateur and professional arfist and refisct
upon how they communicaie with each offer and, by the same token, in a walertight manner, treat the public tke a basic
consumern 0 our field, these things are nexincably linked. Amateur musicians may one day become professional and then
become amateurs once more. Thay will aways have an audience. ” Ferdinand Richard Head of I'dide aux Musiques
Immovatnces




Useful projects”?

@ Simultaneity and diversity — two practices that converge and confront each other in the same space
@ The use of available funds to achieve a balance between the eguipment, the staif and the art projects

® The creation of other methods of organisation, in terms of management, programming, set-up and the
financing of projects and their staff

® A combination of a myriad of diverse competencies which again challenge the question of the collec-
tive

® An exploration of economic models which are based on the principle of what economists call the ter-
tiary sector

"W must be able to follow a diverse range of projects through. This creates incredible flaxibilty. The siaff then finds themsal
ves in a state of permanent insfability and this prevents us fram supparfing aifferent arlists. I the bheginning, people offen fold
ma fthat | was unstable, but thaf is just our way of adapting to change.” Fazette Bordage, Head of Mains d'Ceure




Multiplicity and the simultaneity of function

® 7o revise the links between the different stages of the creative process, in art, writing to public unvei-
ling

® 10 bring together the conditions for experimentation in cultural activity which nun at nght angles to the

needs of
Research
Creation/ production
Distribution
Training
Awareness

... and are also parallel with

economic,
social
and educational practice

® [0 take part in the social sphere in order to participate in the clarification of policy in local projects

® [0 be major players in the urban development and regeneration of the area

® [0 pre-empt the urban overnaul and it's scattered centres




Conclusion

These unique projects run into the hundreds in France, and, into the thousands in the rest of the world.
Though cash-strapped and under threat, every day they show deep commitment to the important ques-
tions of our time - othemess and singulanty, freedom of expression, decentralisation, innavation and
democracy.



