








17

LIBRARY

Mark Foss is an American
graphic designer, who
graduated from the Estonian
Academy of Arts MA program.
He 1is currently working in
Ghent, Belgium for 019

and Kunstahl.
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When I think about the
possibilities, I am of
course drawn to his-
torical references. He
reminded me of “FOOD”
in New York. My friend
Mark Foss,!” who grad-
uated from our program
last year, first told me
about it. Several art-
ists, including Gordon
Matta-Clark, started

a restaurant in SOHO,
which served as both

a proper business, and
an artistic intervention
of sorts. Not only did
this become a place for
an artistic community to
congregate, but it also
served the community by
feeding the homeless.



Two other referenc-

es that Matthew shared
with me were book-
shops. Other Books and
So'® was a short-lived
bookshop started by
Ulises Carrién in 1975,
and Better Bookz® was
started by Bob Cobbing
in London. Both shops
also served as a meet-
ing place and perfor-
mance space for read-
ings. Matthew told me
that Other Books and So
also served as a li-
brary, allowing people
to rent books, as well
as purchase them. The
spaces made available
hard to acquire books
from around the world,
exposing the local
community to novel art
movements like FLUXUS?°
and obscure poetry.
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Better Bookz was started by
Bob Cobbing in London.

RONG DESIGN LIBRARY

“The universe (which others call the Library) ...”
—Luis Borges, Fictions®

Rong Design Library (RDL) was started in 2015 by the design
collective PINWU Studio in Hangzhou, China. The library is

a non-profit whose core mission is, “To preserve the knowledge of
Chinese traditional crafts and related materials.” It is a resource
for researching various materials and craft techniques and the
members of PINWU have various programs built into RDL that
are meant to foster this manifesto.

For instance, RONG Design Exhibition is a traveling exhibi-
tion of the various works that come out of the research conducted
in the library. The Guest Designer Project at RDL is a program that
invites international designers to use the library in order to learn
about traditional Chinese techniques and materials that can be used
in contemporary art and design. These programs provide a platform
for deconstructing the concept of “crafts” as an old, useless and out-
dated method for designing, and reassess the use of materials and
create unique designs.

The library is also open to the local community, and is housed
in Dongwu Hall which was renovated by PINWU in 2018. RDL has
built a global community through these expansive programs, but have
injected their local community through artisan partnerships. By work-
ing with local artisans in China, RDL provides an economic boost to
endangered traditions and ensures their preservation.

Roéng was started in response to a lack of information for
research around materials and traditional crafts in PINWU’s prac-
tice. According to Jovana Zhang®®, “we started to research paper oil

25 Luis Borges, Fictions, (East Rutherford, New Jersey: Penguin Classics, 1944), 65.

26 Jovana Zhang is one of the founding members of PINWU and RONG Design Library. I spoke with
her about her experience of starting the library on October 4th, 2023.
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Other Books and So was 20 FLUXUS was an international
a short-lived bookshop
started by Ulises Carrién
in 1975.

parodied the kind of art
that posits a masterpiece
appreciated by a spectator.”

art movement in the 1960s
and late 1970s. According to
Craig Saper in his essay for
The Fluxus Reader, titled
“Fluxus as a laboratory,” he
explains that, “Fluxus often



umbrellas. Each year we would exhibit our new designs at the Milan
furniture fair. From umbrella crafts we made a series of chairs
(Piao, Tie and Gu, 2012).” Following this immersion into paper oil
(material) umbrellas (craft), the trio explored the possibilities of
bamboo as a material for their designs. The research was so exten-
sive and thorough, there was a need to build an archive where this
work could be stored.

Upon realizing the value created in their own designs from
this research, the collective decided to look for ways to host other
artists and designers. “From those two projects,” Jovana explains,
“we opened our first library I think in 2015. That same year we
hosted the first round of Guest Resident Designers.” Now, PINWU
serves as the host of the library and the various residencies that
they have facilitated. This has also extended into forms of teaching
local MA students, workshops and seminars at Rong.

This responsibility of hosting grew into a need to understand
more materials and crafts to accommodate the various designers
and artists coming to Rong. “Exploring the craft was something
that gave us a lot of passion, nutrition, ideas...everything,” Jovana
said. For the first 5 years they looked into a different material to
add to the library. After those first 5 years, they began to add craft
research into their archive. Following their research into bamboo,
“Then silk, mud, copper, and paper. Over the next 5 years: wood
joints, coloring, weaving and casting (next year will be the 10th top-
ic),” she told me.

As the library grew, there became a need for a larger space
to house all of the books, research and archives. After some search-
ing, they found a large building formerly used as a theater and
town hall in a small village called Qing Shan about one hour away
from Hangzhou, where they had set up their studio. “The building
heavily collapsed and served as a chicken barn, until finally even
the chickens didn’t want to be inside.” With help from the cultural
department, they were able to preserve the historical structure of
the building, while renovating the space to suit the needs of Rong.

Although the local community had a difficult time under-
standing why a material and craft research library should exist
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I sat in the space last
night, and wrote this
list for the possibil-
ities of what it could
be:

A bar, a garden, a yoga
studio, a school,

a bookshop, a gallery,
a theater, an event
space, a music venue,

a print shop, a pub-
lishing house, a tv
show, a book fair,

a restaurant, an ac-
tivist meeting place,

a soup kitchen, a run-
way show, a running
club, a karaoke stage,
a coffee shop, a 1li-
brary, a social experi-
ment, a film set, a ra-
dio station, etc.



Obviously, I won’t be
able to write about
all of these types of
spaces in this thesis.
That said, I should
write about a few other
examples before I finish
this writing. Definitely
about a bar.

in their village, the community has since embraced their vision.
A number of artisans live in the village, and help guide designers
and artists visiting the residency. Also, “PINWU / Réng provides
villagers with around 1,5 million yuan of yearly income,” Jovana
explains. She also points out the necessity of the artisans in their
work with PINWU. Speaking about the design work that they have
done for various clients, she mentions that, “Many of our projects
simply couldn’t be possible without local craftsmen.” She elaborates
that there are, “Projects where we have a number of local ladies
handwork for each season.”

I believe having a library at the space I operate would be
a great addition, and certainly the elements of how PINWU hosts in
various ways provides a great example of how to extend hospitality
in the form of knowledge. Through seminars and educational pro-
gramming, they extend discursive practices that help extend a deeper
understanding to those interested in art and design. By engaging
with their local community, they also expand the audience for art
and design. They not only share their knowledge, but try to break
down hierarchies in knowledge by relying on artisans for parts of
the design process.
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Photo of wall in second room being
knocked down.

PLATFORM

I started building the
space out. First order
of business is knocking
down two walls. One in
the second room, that
will be used as part of
the “exhibition space.”
The second is the wall
that separates the two
smallest rooms in the
back of the space. This
will provide Sean, Ott
and Alex? with more
space for their stu-

| dio. I’ve knocked the

! one in the exhibition

’ room down, but the one
[ in the smaller rooms
- e has electricity running
in the wall. I need to
consult my brother-in-
law about it. He is an
electrician and will
help me to keep from
killing myself!
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21 Alexandra Margetic is an
Australian graphic designer,
teacher and researcher,
currently working at the
Estonian Academy of Arts.



I went to DEPO?? with
Diandra?® and Jane* to
get the paint for the
space. It is so much
easier to get things
done with the help of
two native Estonian
speakers. The walls
will be white, but it
felt that it was im-
portant for the space
to feel fun. Not just
a white cube. I decid-
ed, after chatting with
friends, about what
color I should paint
the floor. I decided

on a nice blue, which
I think will provide

a playful vibe to the
space. We bought a bunch
of paint brushes, prim-
er, paint, and rollers.
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019

“Inhabited space transcends geometrical space.”
— Gaston Bechelard, Poetics of Space?”

According to its website, “019 is a transdisciplinary platform that
develops in-between spaces for intuitive experimentation, collabora-
tion and encounter between architecture, graphic design and visual
arts.”?® The space is ever changing, and located in an old welding
factory in Ghent, Belgium. The space was started by Smoke & Dust,
an artist collective founded by Valentijn Goethals, Tim Bryon and
Tomas Lootens.

The name 019 is a reference to the 19th project from the
collective, which came coincidentally as the three founders were
graduating from art school in graphic design. Originally, S&D was
focused on music, and began their collective as a way to distribute
their punk and noise music. This passion for putting on shows,
releasing records and creating a vibrant music scene, caught the
attention of the Cultuur Gent.?® They offered the former welding
factory as a place for S&D to continue building a strong counter
culture community.

Initially, the enormous space was meant to house a skatepark,
but upon arrival, the skaters realized the floors were made of cob-
blestone. With the skatepark no longer an option, the city gave the
entire building to S&D. 019 became a place for architectural inter-
ventions, performances, exhibitions and even a pizzeria. The space
is always evolving, also taking advantage of the various architectural
features, such as the flag pole and billboards located on the property.

27 Gaston Bechelard, The Poetics of Space, (Paris, France: Presses Universitaires de France,
1954), 14.

28 https://019-ghent.org taken November 24, 2023.
29 Cultuur Gent is the cultural sector for the city of Gent.
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DEPO is one of the local 23 Diandra Rebase is an 24 Jane Treima is an Estonian
home improvement stores

in Tallinn. It is cheaper
than most of the other
home improvement stores,
but often lacks quality on
certain items, like wood.

Estonian art director and
graphic designer living and
working in Tallinn.

copywriter and programmer
living and working in Tallinn.



Valentijn Goethals: Thank you for reaching out and
having interest in our organization. I thought

I tried to answer your questions on the train, but
then I got a little bit sick from just looking at my
laptop. The train was going very fast. So I thought,
let’s just try to do it over Zoom, and it will probably
be more efficient, and more fun probably.

TTT: Yeah, for sure. I found out about your
space Linda® initially. She was teaching here,
and my thesis is around spaces and activat-
ing these spaces. I'm interested in the role
of the caretaker and the host of spaces. Also,
looking at how community is built around
interesting creative spaces. I don’t come from
a traditional graphic design background, and
so I find myself always floating between
various mediums and disciplines. Linda told
me that I would love what’s happening in
Ghent. Then shortly after that I found out
that Mark was going to be working with y’all,
and so looked online and checked things out.
019 seems like such an amazing project. And
after looking it up, I realized that Josse® had
done a show in the space.

VG: Yeah funny. It is a lot of fun. But I think also
that’s probably what Mark is confronted with at
the moment. We have been doing this for a long
time and we have a very good photographer and it
always looks very nice, but in reality the space is
a complete mess. Currently there are rats and mice

30 Linda van Deursen is a graphic designer who lives and works in The
Netherlands. She founded Mevis & van Deursen in 1987 with Armand
Mevis. She has taught at a variety of important graphic design institutions.

31 Josse Pyl is a Belgian artist, educator and illustrator working in
Amsterdam, Netherlands.
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The total cost was

€ 148.08. I only got 1
liter of the blue paint,
just so I could test it
first. We all agreed how
much we love construc-
tion stores, but damn,
remodeling is expensive!

]

— k.

A receipt from DEPO.

everywhere. It’s cold, it’s wet, but it’s fun. I'm
pretty sure our online presence looks more sophis-
ticated and our shit looks more put together than
it really is. But maybe that’s also then for the best,
to just be honest. At least for the interview.

TTT: Yeah, that’s amazing. Thank you! How
did this start? What was the seed where you
kind of started to envision this?

VG: It wasn’t really a plan to start this space. It
was like a train that started driving, and it’s still
driving today. But we don’t know where it is really
going. 019, the organization, also has had many
different phases. I have to go quite far back, but
I'll try to be efficient and fast. Two of my best
friends and I were very involved with music, and
started playing in punk and hardcore bands. There
was quite a big scene in Belgium, in the early
2000s, and of course, linked to this scene there
was a whole DIY movement. You need to set up
shows, you have to make posters, start your own
record label, things like this. So I ended up study-
ing graphic design together with Thomas, who was
also connected to the band. So I actually started
doing graphic design because I thought in the end
I was just interested in music. We were all just in-
terested in music, and we thought by doing graphic
design at least we can contribute to this.

TTT: T see.

VG: After a while you end up getting opportuni-
ties to create your own projects within the school
and don’t need to do assignments anymore. At
that time we had the problem that we were trying
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to release records, but we had no label interested
in releasing them. So we thought let’s just work

in a factory for some weeks, everybody put their
money together, and let’s start a record label. That
became our masters project as well. So we released
our own records.

TTT: So cool!

VG: But being graphic designers and having a proj-
ect to work on, we thought, “How cool could it

be to design this record label, make records for
friends, and release records for friends?” So the
whole thing started as a way of releasing music
within the context of the art school. It was friends
and artists in the school, making music with every-
body, everybody setting up bands and having fun
with that. We released 18 records and the record
label was called Smoke & Dust. It was a very
hardcore name.

TTT: Amazing!

VG: Then we graduated and everything felt like it
was going to collapse because we could do shows
in the school, use the PA system of the school, use
the teaching studios as venues for concerts. We
could screen print records at the screen printing
department of the school. So actually we graduat-
ed with great grades, because everyone said, “You
guys do so much and it’s so real!” But we needed
the context of the school to make it happen. So we
got quite scared about leaving the school.

TTT: I'm sure.
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25 t.p. is an abbreviation for
toilet paper.

A space needs stuff.
Stuff that you don’t
think about when you
have these ambitious
dreams for what the
space will become. Toi-
let paper, hand soap,
sponges, cleaning sup-
plies, ashtrays, etc.
These things are es-
sential for the inner
workings of a space.
We had a small group
of friends come by,
and there was no toi-
let paper. Funny how
such a small omission
makes a big impact on
convenience for certain
people. I need to buy
some t.p.?



I knocked down the wall
in the second room,

and the space already
feels better. There

is so much debris from
the demolition of the
wall, and I have pulled
the ugly green and pink
shelves off the walls.
I need to post these
online, so someone will
come get it along with
the disgusting couch.
Since this place used
to be a dog groom—

er, there is dog hair
everywhere, and my al-
lergies are going
crazy! Need to give
this place a deep clean!

Photo of debris after demolition
of the wall in the second room.

VG: We live in a very small city, and I think that’s
also very important for the history of this project.
The cultural sector of the city noticed that we
were setting up a lot of shows, and there was this
little scene happening in school. They had heard
from the city developing organization that there
was an old factory in the harbor of the city that
had no use for the next four or five years, and that
they were searching for a sort of anti-squatting
situation. This was quite common like 10 years
ago, 15 years ago. We thought we would never get
it. So we applied for it together with a group of
people who were very into skateboarding, because
there was no indoor skate park. We thought art or
music and sports, that could be like a cool combina-
tion. We just wanted to do concerts there, and we
thought we would have a better chance if we joined
the skaters. But it worked and we got it.

TTT: Wow!

VG: And then we got keys and we arrived there
with the skaters. They all arrived with their skate-
boards, entered the building and saw that it was
completely made of cobblestones.

TTT: No way?!

VG: So they were like, “Hey, we can’t skate here.”
They left and never returned. So we had to explain
this to the city. The city said, “Half of your applica-
tion is now not usable. Will you still maintain the
building?” And we said, “Yeah, yeah, yeah, that’s
OK. We'll just use it completely.”

TTT: That’s incredible.
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Clara Balaguer
during her lecture
at Retroteek.

VG: And the only thing we applied for was making
a rehearsal space, a screen printing studio, a re-
cording studio, and storage for our records. So we
ended up with a big empty factory of cobblestones
that we had no use for. So then we decided to get
more people involved, all people linked to the art
school, again fellow students. For instance, some-
body who wanted to be an art handler for in-
stalling exhibitions, and was doing that already as
a freelancer. That person invested in some drills and
cutting devices. We said, “Hey, do you want a free
studio in the building? In return we can use your
tools and your skills.” We did the same with quite
a lot of people. Also somebody who was a sound
artist, and had all of this recording equipment. We
built a rehearsal space, and let the bands use the
space for very cheap, but asked them to help build
the space.

TTT: Right on.

VG: We eventually opened as a space for mostly per-
formances, noise and hardcore shows. The people
playing in the band would feel a bit guilty. They
realized they had the space for cheap, so for the
show they would say, “I'm going to be behind the
bar tonight,” or “I’ll help clean up.” So it became
a little micro-economy. We didn’t have any budget.
We didn’t have any any, any, any money involved,
but everybody benefited from making this place
work. We released 18 records, so we had 18 catalog
numbers. We couldn’t come up with a name, so
we thought let’s call this project 019 until we have
a better name, and we’re still searching for a better
name today.

__________________________________________________________________________________________
26 Clara Balaguer is a cultural 27 Retroteek is the best

worker, writer, editor and karaoke bar in the world.

grey literature circulator Located in Tallinn, and

from Manila, Philippines. second home to EKAGDMA.

I met with Clara
Balaguer?® today.

She gave an incred-
ible talk last night
at Retroteek,? which
included a kara-

oke performance of
Whitney Houston’s “I
will always love you.”
I think our conver-
sation was the most
helpful conversation

I have had, regarding
my thesis. We spoke
about the importance
of giving space to
different groups, and
how there is this need
to provide space in
design and in places.
She mentioned curb
siding, which is some-
thing I wasn’t thinking
about for the space

we have in Tallinn.
It’s important to think
about ways to make the
space more accessi-
ble for everyone. Our
space is located in the
basement of a large
building, and has sev-
eral steps. I need to
find a solution for this.



She also mentioned that
these ways of accessi-
bility and taking up
space should be consid-
ered when designing the
page of a book. Fonts
should be legible for
people with difficulties
reading. Of course,
this is an impossible
task. Everyone reads
differently, and you
can’t curbside infor-
mation design. Yet, by
making my text in var-
ious legible columns,
fonts and sizes for

my text, I can possi-
bly create spaces on
each page that appeal
to everyone. Although,
it may be possible for
certain sections to
resonate with how an
individual will receive
information, it is not
possible for the entire
text to appease any one
person's info intake.

TTT: Ha, ha! Nice!

VG: It became quite clear that there was way more
potential in this building. The first thing that we
did next to the rehearsal space, was build a record-
ing studio and a screen printing studio. But it was
so cold in the building, we realized that we actually
never really used it. It was also a time when online
printing became super cheap. After a while we gave
this up, and we noticed that way more interesting
things could happen, or were happening. Opportu-
nities that came to us to do more visual projects,
art shows, all different kinds of things. The focus
slowly shifted from just being a concert space, but
also a space for contemporary arts.

TTT: T see.

VG: We had to survive, of course, not being stu-
dents anymore. So Thomas and I started a graphic
design studio. So, Smoke & Dust still exists as the
nonprofit behind the organization, 019. But know-
ing that we released 18 records in the first two
years of S&D, and then after starting 019 we have
only released 4 records in the last 10 years, it be-
came clear that the focus has completely shifted.

TTT: Yeah.

VG: At some point, we started doing a lot of
things with flags because we had a flagpole, and we
noticed nobody actually could find the entrance,
but we were on a busy street. So we started using
the outside as an exhibition space, doing a billboard
project. Originally we invited friends, and people
involved with the space. At some point though, we
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got project funding and structural funding, and
the organization really started to grow. But that’s
when the contract with the city was ending. So at
that time we started looking for another space. So
we have the cultural department and we have the
infrastructure departments. And we were talking to
both of them. One gave us a new building, and the
other one said you can keep the old building.

TTT: Wow!

VG: We eventually cut our organization into two
organizations. At the moment we have Kunsthal,
which is a contemporary art organization in a very
fancy building and we have 019, which is still con-
stantly evolving, strange things. Sometimes open,
most of the time not open. Currently, we have a piz-
zeria there, which is very odd. And we’ll see where
that goes. But we thought it’s more interesting to
split into two organizations, because in the end, they
are both precarious. Maybe one stops, and the other
one continues or the other way around. So this is
kind of the history of the last 15 years in a few
minutes.

TTT: Yeah! That was great! I feel like this
answered a lot of the questions that I had
for you. How would you maybe define 019,
or what do you think is the most important
function of the space?

VG: I would define it not maybe as a space, but at
the moment more as a collective of people. Because
I think if the space ever ends up disappearing, it
would be annoying because we have so much stuff
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Clara and I also spoke
about writing my text
partially in the first
person. She told me
that an editor once
gave her some wonderful
advice, “Stop trying

to make each paragraph
connect to the next.”
“It’s okay to jump-
cut,” she said. I think
this is very helpful
for this book, and
hopefully some meaning-
ful information will
sprinkle in. She said
that the first person
text 1s like the melody
and the academic body
text is like a drone.

I like that.



Clara looked at the
design of my book, and
asked me some import-
ant questions about my
practice. She said that
I was a “space-maker.”
She said, “Utilization
of space is fundamental
to graphic design,” and
“design decisions are
based around space.”
These comments helped
me to better understand
my practice in rela-
tion to graphic design,
and how spaces become

a platform for graph-
ic design. She asked

me how can this medium
become a tool, and this
is what I am exploring.

Thanks, Clara!

collected in the building, and we would need to
store it somewhere. But I do think we would con-
tinue. Maybe we would call it 036 or something
because we did some other projects that had cata-
log numbers. But it’s a collaboration between our
friends, although for me it’s also unclear if there
are core members. There are core members in the
sense that there are people who started 019, and
they are still part of the organization. But even if
they would leave, I hope that wouldn’t mean the
end of 019. I think that 019 is a production plat-
form to realize ideas that are linked to the space
where graphic design, arts and architecture actu-
ally blend. It can go in all different directions, but
it’s always collaborative. How can we create some-
thing together?

TTT: Because there are so many different
people involved, are there people that take the
role of caretaker or host? Do these positions
operate in collective decision-making, and
everyone is maintaining the space together?

VG: I think we're a bit odd in this case, unless
maybe everybody’s odd. Everybody has both roles,
and we have no director. We are a self-organiz-
ing horizontal organization, where people have
clear responsibilities. For instance, my interest
and responsibility is the program, the exhibitions,
and the artists that we work with. There’s Bieke,
whose end responsibility is mostly art handling
and installing the shows, or Thomas production,
Tim finances, Eva communication. There are five
people on the payroll. Nobody works full time, the
maximum is 50%. Bieke works that much. I work
40%, and the others as well. We’re again a small
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0ld tiles from the
space. The pattern
looks like the
corona virus was
living on them.

organization, and there’s not so much money
involved. It’s freelance work and working together
with the organization.

TTT: T see.

VG: All of the decisions are made together at meet-
ings we have every couple of weeks. We get togeth-
er and think about which projects we want to do
and which ones we don’t want to do. Mikhail and
Arnold teach at the art school. It is a rotating bill-
board that they make together with the students.
Every week they make a new billboard and they
install it. They take care of it. So I guess, we have
certain people who are responsible for certain
things. We noticed that production and curation
often really blends together. The person who knows
the best about certain production, is also the per-
son who can install it the best or should be there
during installations. It’s always a small team, so at
least two people are always working on one project.

TTT: Okay.

VG: The caretaking of the building is always a bit
less fun than the hosting of the events, and making
really cool things that are new and that push the
organizations. It’s fun making new exhibitions.
Everybody gets excited, even the people in the
communication department.

TTT: Yeah, always more fun!
VG: The problem is after a show opening, who’s

cleaning up? That responsibility is also shared, but
there are people who are better at it than others,
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The bricks on the floor
of the space are ceram-
ic. They’re really weird.
They have these spots on
them that look like the
corona virus. I need to
paint the floors, and the
walls stat.



Jane and Diandra helping to paint
the space white.

We successfully primed
and painted the walls
a gallery white. Zody,
Diandra, Urtina,?® Jane,
Pierre,?® Karthik,?*
Lauri®’ and Hans®? lent
helping hands in the
process. Zody also
speckled all of the
holes from the previ-
ous tenant.
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but those people are also the ones that are some-
times a bit frustrated. I'm cleaning up your mess
again! In general, there are periods when we are
producing really a lot, and the building is a com-
plete mess. Then we have moments where we real-
ize that we are exhausted from producing so much,
and we decide to spend less time in the building. It
has become increasingly difficult to take care of the
building, and those caretakers are getting annoyed
by the people who organize things and afterwards
just throw everything in the building. So we need to
have better systems that make it easier for everyone.

TTT: That makes sense. Earlier, did you say
that 019 is funded through structural support,
and also project based support? Is the struc-
tural support in terms of remodeling the
space itself?

VG: 019 started with no money at all. We were not
even an official organization. We were students.
When the city gave us the building, the youth de-
partment of the city (because at that time we were
still very young) gave us €1000 or €2000 that we
could spend on material, because the building was
not super safe. They had a responsibility to give us
a little bit of money, we had the manpower because
we were all young and everyone was excited to work
in the building. There were so many hours of un-
paid labor connected to this project. I don’t think it
would work to start 019 the way we started it be-
cause we are all way more aware about money now.

TTT: Yeah, much different now.
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Urtina Hoxha is a Kosovar
illustrator and graphic
designer studying at the
Estonian Academy of Arts MA.

29 Pierre Satoshi Benoit is 30
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Photo of the white
primer being applied
to the floor.

VG: It’s just more expensive. Materials are way
more expensive, but also the awareness of labor,
the value of work, of art in general at that time.
We didn’t care. We didn’t expect anything. And
that’s good that these things are changing. But
sometimes things are made more difficult now. And
at some point we had to become more official. We
became a nonprofit organization with a board of di-
rectors. Originally we were on the board ourselves
because there was no money involved, so that was
legal. We had €8000 in our bank account from re-
leasing records, and we used that to buy wood and
build the exhibition space. We had the rehearsal
space, we would sell drinks at our public events. So
with that money, and the little rent that the bands
were paying, we could pay our insurance, internet,
water, electricity, and these things.

TTT: Okay.

VG: We started applying for small project funding.
We hosted the art book fair, and we could get €2000
from the city for that. But the money went purely

to production. For instance, printing posters took
half of that money. But after a while we had a large
enough portfolio to apply for project funding from
the government. Originally, I think the first one we
got was like €10,000 then €20,000 and it just grew
and grew. At some point we got €50,000. I think
that was a quite risky time because we received
€50,000 to do stuff, but no-one was being paid.

TTT: Yeah.

VG: That’s the time where you start to realize this
is actually getting serious. You can start doing big-

The ceramic bricks re-
quire a specific type of
primer. The primer has
to be applied first, and
then we can paint the
floor. I want to paint
the floor a differ-

ent color. Sean men-
tioned San Serriffe®?

in Amsterdam, but it
feels like yellow is so
graphic design-y. They
also have yellow floors
at Europa* in London.

I want to do something
different. Maybe a nice
shade of blue!!

Photo of plastic bags that we
used to cover our feet while we
painted the floors.

__________________________________________________________________________________________

31 Lauri Raus is an Estonian 32 Hanafi Gazali is an 33 San Serriffe is an art and
writer, researcher and Australian graphic designer design bookstore located in
musician most known for his studying at the Estonian Amsterdam, Netherlands.

band Holy Motors. He is Academy of Arts MA.
currently working between 34 Europa is a graphic design
Barcelona and Tallinn. studio in London.



We need to get all of
the trash out of the
space, but I still
can’t get rid of that
ugly couch, so I'1ll
have to be strategic
about how to paint
around it. I’1ll need
one coat of the prim-
er, and at least two
for the blue. We can’t
paint around the couch.
Really need to get it
out of the space.

I asked Ott, and we are
going to get these mov-
ers to come pick it up.
I hope we can get it
sorted soon.

Photo of my
arch-nemesis (aka
the couch) that was
in the space for
waaaaaay too long.

ger productions, but also spend so much time doing
bigger productions, and we had to do other jobs

to survive next to doing this. We were able to get
project funding for a whole year of projects, and
with that we could pay ourselves a little bit. Orig-
inally we had three people on the payroll. Those
were the people doing the shit work we needed at
the time. The funding kept growing until we re-
ceived €100,000, which is the highest budget you
can get in project funding.

TTT: Nice!

VG: And then we got structural funding from the
city after a while, because we added a lot to the art
scene. But structural funding from the city doesn’t
mean a lot. That added like 15 or €20,000. So
that’s also the maximum the city can give. But
now we have €120,000, and that starts to become
something. So you can only apply for structural
funding every six years, and six years ago we were
too small to apply. Now, six years later, we could
apply for the first time at the end of 2022, and we
got structural funding. I don’t know how much, but
I think it’s around €250,000.

TTT: Wow! Amazing!

VG: We're a very wealthy country too. Roughly, it’s
€100,000 for artistic budgets, €100,000 goes to
persons on the payroll and €50,000 for fixed costs,
like insurance and things like this because every-
thing has become way more expensive. At the mo-
ment we have 5 people on the payroll, and we have
5 people working freelance, but they do way more
work. Everybody does way more work than what
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Photo of the
van that came
to pick up the
couch. It took
four people to
Lift it.

we’re being paid for. But we see it also as a grow-
ing thing. We know it’s an investment. At the same
time, it’s so much fun to wake up and to say, “Hey,
I'm going to do this today with my friends,” and it
never really felt like working.

TTT: Yeah, wow! It’s amazing! It must re-
quire so much energy to be able to juggle
those two projects.

VG: There’s just a lot of people. With 20 people
doing this, you can do quite a lot already. I know
we’re efficient, or fast. We are very passionate
about this job, and this makes us efficient.

TTT: Clearly! Well, I'm writing about graph-
ic design, and I'm curious: how do you see
graphic design shaping the activations that
happen at both Kunstahl and 019? How would
you say the graphic design works in relation
to your practice and the space?

VG: Yeah, the months leading up towards actu-
ally starting this space we thought, “Wow! We
can make our first identity! What will the logo
be?” Then we started drilling and painting and
eventually we opened, and realized, “Fuck! We
have no identity yet!” Yet, I think there’s a lot of
graphic design, and there’s a lot of graphic design
in the programming. We work a lot with graphic
designers, but there is no identity for 019. I think
that’s maybe a strength. Graphic design has always
interested us. I think it’s an evolving thing. We
have so many interns, and they are so important.
An internship with us involves production, design
and problem solving in general. It all gets lumped
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Couch is gone!!! We can
finally finish painting
the floors. But you have
to paint yourself out
of the space. It is
really hard to get out
of the space without
ruining the paint job.
You have to be very
strategic about it. The
primer takes 10 hours
to dry and each coat
of paint takes 5 hours.
Leading up to the launch
of the space, it’s im-
portant to keep these
times in mind.



Making a space usable
is incredibly difficult.
People need to feel

a sense of ownership.
This space is ultimate-
ly for the students in
graphic design, and

I want them to feel
like they can use it.
In my experience, when
you help build a space,
it feels like yours.
Yet, asking people to
paint, or help, feels
like a chore. I have
extended a lot of in-
vitations to help with
the construction, but
no one seems to come.

I need to be more cre-
ative with how I ask
for help. Building

a space requires more
intention. The people

I know best are excited
to help, but in order
for a collective to
form, everyone needs
to feel comfortable.

together. The last thing we would offer our interns
is just filling in templates. So it’s about giving free-
dom to people who are good at it to do it. I think
it’s more about not a specific type of output, font
or style, but it’s more about how to use graphic
design that interests us.

TTT: T see.

VG: For the past 2 years, we have had an in-house
pizzeria. It was actually a temporary project by an
artist who was also a cook and makes great pizzas.
She needed a temporary space, and it’s still hap-
pening. She’s a nice person, and we didn’t need
the space at that time. So she started a restaurant,
and we hosted. At some point she started producing
the design herself, but she’s not a graphic designer
at all. It became a little bit difficult because there
was no system, and it went in all directions.

TTT: Ha ha!

VG: Some things were OK, others were just horrible.
It didn’t go through our normal way of working.
It’s not really a big problem, but we felt it was the
graphic design that connected everything at 019.
The restaurant is on that side of the building, and
on the other side there’s an exhibition space but
there was no link, nothing connecting them. But at
the same time, she does a lot of events and strange
things. The menu changes every week. She said,
“I cannot ask you guys to constantly produce
graphic design.” You have to be super fast. So we
came up with the system now. Everybody who does
an internship makes an identity for the restaurant.
She cannot pay those people. But every hour spent
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on the identity translates into two pizzas. So we
have an Excel sheet which we call, “The Pizza
Coefficient,” and everybody fills in what project
they're working on, and we can see the amount of
pizzas left. So at the moment, like we still have 35
pizzas to eat.

TTT: Ha ha! Awesome!

VG: But she adds all these posters from previous
designs to her wall and it’s quite nice. I think in
that way, it’s a beautiful project. I don’t really
care so much about how it looks, but at least
there’s a system behind the design that people
thought about. That’s the reason why we started
this whole new graphic design project with the
design museum. We noticed every institution,
whether it was the City Museum, the Contemporary
Art Museum, the Industry Museum, the Textile
Museum, the History Museum, the University
Museum, all of the museums in the city, have

a better design, or have at least something that
makes more sense than the Design Museum.

We know the director quite well. So we started
saying that, and at a certain moment they turned
the question to us. They said, “We’re going to
renovate, and close for a couple of years. What's
your answer? How should we do it?”

TTT: Nice.

VG: We thought, “OK, we can make a design our-
selves.” But the thing about graphic design is it has
a certain fashion, and it goes out of fashion. Or
there’s a certain style, and it goes out of style. The
only thing to keep it always relevant is to keep it
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I’'m building the bar,
and nothing seems to

be working. The ceil-
ing 1s concrete, but

in order to build the
bar wall, I need to put
a 4.5 x 4.5 cm stud in
the ceiling to hold it.
Certain parts of the
concrete in the ceiling
are more shallow than
others. When I hit

a shallow area, the
anchors I need for the
ceiling aren’t staying
in. I need shorter an-
chors and screws. We’ll
see 1f I can sort this
design out.



Figured out the fram-
ing of the bar. I don’t
have enough wood tho.
Hopefully I can go to
ESPAK®® tomorrow to
get the remainder of
the wood, but the EKA
van is always booked
this time of year for
contemporary artists.
I hope I can get some-
thing tomorrow, be-
cause I need to have
to launch the space
before Friday. I’11
check tomorrow.

I can get the EKA van
today at noon!!!

Photo of Karthik helping me build
the frame. He is also practicing
his bar-tending pose.
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Photo of the front
frame of the bar.
The top and bottom
are drilled into
the concrete ceil-
ing and floors.

new. So it cannot have an identity, which of course
is extremely problematic for a big City Museum,

a big institution with a very strong communication
department. So we convinced them to think about
a model of producing graphic design. Also, their
new vision was to be closer to the city, to have
free access, to be closer to the art schools that
are quite famous in the city. So we suggested that
they give jobs to the alumni of those art schools,
don’t work with students, don’t work with famous
graphic designers who are already established, but
support the people who just graduated by giving
them commissions.

TTT: Very cool.

VG: And this is what we currently are doing. I spend
a day and a half a week now sitting together with
these people because they are very young. It can be
quite difficult. Also, the museum can be difficult.
They have strong visions about how to use images,
unreadability and all these kinds of things. We're
so spoiled at 019 because we can do whatever we
want. We have no boss. Now confronting a dif-
ferent hierarchy, marketing and all these things
that are very present in the design museum. But

I still believe it’s valuable. At the moment, we're
trying to get the system in place. Similar to what
we made with the pizzas and the interns. How can
we make that into a more official way of working,
where the designers may not get paid a lot, but they
do produce a real output? And just by having new
people coming in every year, every half a year, it
keeps constantly changing. I also hope that this
identity of the design museum is recognizable, but
that’s slowly evolving. There has to be systems
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Although a bit more
expensive, ESPAK is the
best home improvement store
in Tallinn. It is the best
place to purchase wood, as
their selection is vast with
good quality material.



that slowly evolve over time, but at least it can stay
relevant. That way you don’t need to change the
system because of a new director. But that is just

a model that can be sustainable for the future.

TTT: Yeah, for sure. Looking back, are there
things you would do differently? It sounds like
it’s been an amazing run so far, but are there
things that you haven’t done yet that you’d
like to do?

VG: Would you do something differently? It’s the
shortest answer: No.

TTT: Ha ha!

VG: I wouldn’t do anything differently. It created
a situation that from playing in a punk band, I'm
currently sitting in this house that I was able to
buy. I have my daughter. I have worked with all
my best friends. Of course, not every project is

a success, but at the same time it always pushes
you somewhere else forward, and the whole thing
is that we don’t know where this organization is
going, or where this train will drive us. So proba-
bly by having big failures, or things that were just
not so much fun, it has brought us to other things
that we realized are very good. And so no, I would
never look back to those things because so far at
least on a human level everybody benefits every year
more and more from what we’re doing. So far we
all get along, and no accidents ever happened. So
no, I wouldn’t change anything.

TTT: Nice. You mentioned some events are
failures, some are more successful. How
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Got the rest of the
wood for the bar, and
some hinges for an-
choring the framing.

I think I can finish
the bar tonight, but

I need to send an invi-
tation for the launch
of the bar / space to-
night. Need to do some
graphic design!



Lauri helping me drill the OSB
panels onto the front of the bar.

Cut all of the wood

in the wood-shop at
school. Lauri and Zody
came to help me fin-
ish the bar tonight,
and I think it is al-
most done. Just need
to finish the painting
the floors, and there’s
one more piece I need
to cut tomorrow. I'm
exhausted, but I think
the 0SB plywood is

a nice texture to the
glossy blue floors and
white walls of the
space. Really excited
to remove the baseboard
tape tomorrow.

would you view what’s a successful event?

What makes an event successful?
VG: First of all, how can we know if a specific event
or an evening or a show is a success? I think that’s
hard to tell, because like I know from the design
museum for instance, that they consider something
a success if they have 10,000 visitors within the
first month or something. You're talking to one of
the 10 persons involved at 019. So maybe if you
would have emailed Bieke or Thomas you would
get other answers. Know that this is a personal
answer, but I remember that some of the most
beautiful moments are maybe moments when 10
people showed up. I think if the collaboration feels
good it’s successful. We are creating platforms. We
sometimes call them platform stages. We’re not so
interested in a specific billboard, or in a big flag,
or what’s on there. But more the gesture of poten-
tial on an empty wall, on a location where 1000
people could see it, and that the space could use
that wall. Or the gesture of having an oversized
colorful flag in a location, which is very depressing,
where there’s no contemporary art at all. We end
up trying to invite people that we think are going
to be good to make these flags or these billboards.
Sometimes they are bad, sometimes they are good,
sometimes we’re surprised, sometimes we're dis-
appointed. In the end, I think we create things
that we believe are already quite valuable. Then we
use the artists to maintain them, to stay relevant.
Because it’s also the artists that can bring in bud-
gets for the projects to survive, or that can bring
a fresh set of eyes.

TTT: Very cool.
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VG: So everything is a collaboration between 019
and external voices. And I think that’s also what
graphic design is. I think running a space is very
similar to making a book for an artist because you
take the work from somebody else, and together
he will translate it to another medium. And so the
successes are when that collaboration feels good,
because in the end we are the ones that initiate
this. How can we create an interesting question?

If the artist says, “Yes” to that question, that’s
already a success. “Do you want to make an artwork
underwater?” or “Do you want to make the biggest
flag in this country?” If they feel super happy that
they answered this question, then it’s a success. It’s
more important than the audience. Our first flag
was made by Rem Koolhaus and the second flag
was made by Dexter Sinister, Stuart Bailey and
David Reinforth. They were my heroes at the time.

TTT: Damn!

VG: So it’s all these people that felt quite far away,
and became very close because of very specific
questions. Questions that are new for them, and are
exciting. How do we know if 019 stays relevant
with what we’'re doing? It’s very hard to tell. But
what I do think is very important are the internship
applications because we’re all getting older, and
we all become older together with the organization.
So the biggest risk is that the audience, or the
people who we are working for also become older
together with your organization. I think that the
most obvious way you can see success is if young
people show up, if people who are studying still
want to do an internship and that’s also the biggest
risk at the moment. How do we make sure that we
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Made posters for the
launch of the bar /
space tonight. Calling
the event, “A bar for
etc.” Need to clean the
space up a lot today!
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Instagram story flyer for the first
event, “A bar for etc.”

Photo of me serving the first
drink at the bar to Lauri. Zody
is doing her best dog impression.



Taking the tape off

of baseboards is so
frustrating, because
it peels up some of

the paint if the paint
was super thick on

the tape. Should have
pulled the paint off
beforehand, but it
didn’t dry until re-
cently. I think I ul-
timately need to add

a clear coat of sealant
to the top, but I don’t
have time for it before
the event.

can get somebody from 25 in our team? Not only
as an internship, but get them structurally on the
payroll, and listen to something that maybe sounds
naive or stupid and see the potential. Because of
course, I remember always thinking that my parents
say strange things. I am a parent, so I'm saying
strange things now. So I think that’s the risk.

TTT: Ha ha! That makes sense. I guess the last
question would be: what advice would you have
for someone starting a space that’s similar in
the sense that it could be anything?

VG: I think a space should never try to fill in what
is at that time missing, or be too focused about
that. Because for instance, in Ghent, there’s so
much happening. This city is literally amazing.

So the only thing that was missing was within my
personal life, nobody wanted to release my record.

I think the most important thing is that these orga-
nizations are built around people. And that the peo-
ple should have fun, should enjoy it, should have
the energy, because the energy that reflects the
organization is actually only the energy that people
put in there. So if, for instance, if you start your
own space, you just have to do what you really, re-
ally want to do, and know that if you can get other
people involved, make sure that they can add what
they want to add to the space. I was very excited
that somebody wanted to do something with food
at 019, because I don’t know anything about food.
And of course, it makes completely no sense to have
a pizzeria. We're a space for art, graphic design
and architecture. But I'm super proud of how that’s
eventually turned out. So I think the most import-
ant thing is to have fun. And to do what gives you
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energy, because it’s a world that will never earn

a lot of money. But at the same time, everyone’s
surviving. Everybody has a job. And if you then do
some graphic design jobs next to this, you can even
earn nice money. But it takes time.

TTT: For sure.

VG: My brother Olivier was also involved with 019,
and he’s doing a lot of the architectural projects. He
released a book, and he originally called that book
Play. But then he changed it to Play Sincerely.

I think that makes so much sense. And that’s my
advice because you can play and have fun, but you
have to do it sincerely, with a certain passion.
You have to do it well. Playing doesn’t really mean
that you have to take care of your building, but

if you do it sincerely, you're aware of who you're
working with, where the money comes from, what’s
important and to be aware of the beauty of what
you're actually doing.

TTT: Wow! That’s great! I don’t want to take
up any more of your time, but thank you so,
so much for meeting and chatting with me.

VG: It was super nice, and if you should come and
visit Mark and us here in Belgium, I'll show you

the tour. You’ll be very disappointed.

TTT: Ha ha!!! You better believe I'll come and
check it out for sure.
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I feel like this event
is necessary, because
it introduces every-
one to the space. It
makes people excited
about contributing to
the space. Right now,
a number of people
don’t know about it.
They don’t know about
the physical space it-
self. I feel like just
being here makes me
excited, and it will
hopefully be the same
for everyone in the
program. I think it’s
hard for people to get
psyched about something
that isn’t tangible,
but by creating an
event that kickstarts
the space, it helps
realise the space.



Photo of the
side of bar
where the door
is located.

The bar is done!!

Photo of the front of the bar at
the new space.



Photo of the second
room at ETC.

The floors are finally
all blue!!! They look
really clean!

SCHOOL

Photo of the other half of the
front room, where the bar is
located in the space.

30.11.23
18:00
Niine 8a
B.Y.O.B.
Special cocktails pro-
vided by Sean Yendrys
for a small donation.
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The event was a suc-
cess! People came,

and I hope got excit-
ed about the possi-
bilities of what this
could become. Sean
even made blue margar-
itas that tasted amaz-
ing! It’s a platform,
a place where we can
experiment! Its white
walls, no furniture,

a bar and can become
anything. The floor was
scuffed up during the
party, but I have loads
of extra blue paint to
touch it up. I need to
make an ashtray out-
side, a ledge for the
bar window, put a pro-
tective varnish on the
floor and build seat-
ing. Funny how much you
learn after one event.
That said, everyone
seemed psyched, and
that makes me happy.

Photo of the crowd
at the first event
in ETC.

unitednationsplaza

“...books and magazines, exhibitions, new commissioned
works, seminars and symposia, film screenings, concerts,
performances, theatre productions, new fashion and product
designs [...] these and many other activities and projects can
all be triggered in a school.”

—Anton Vidokle, Notes for an Art School*

The unitednationsplaza was a response to the cancelation of Manifesta
6, which was intended to take place in Nicosia, Cyprus in 2006.
One of the artists selected to curate the event, New York—based
artist Anton Vidokle, took it upon himself to fulfill the vision
proposed for the distinguished art festival himself. According to Art
Forum, the curators had discarded, “the usual exhibition format,
the curators instead proposed the creation of an experimental art
academy, in the tradition of the Black Mountain School.”

“Over the course of a year a self-organized event-based
program of talks, lectures, workshops, and screenings, involving
around 100 artists, writers, curators and theorists, took place in
a former supermarket office at Berlin’s Platz Der Vereinten Nationen
(United Nations Plaza).”®* Vidokle did his best to be invisible, always
in the crowd, but never the focal point of the events. Each attendee
to these events, were referred to as “participants,” in an attempt
to break down the hierarchies that come within the art world.
Creating a discursive program absent from these hierarchies opened
up conversations around the questions, “The role of public art
institutions? What is the agency of art? What is the role of the artist?”

32 Anton Vidokle, Notes for an Art School, “Exhibition as School in a Divided City,” (Amsterdam,
Netherlands: Manifesta, 2006), 9.

33 https://www.artforum.com/events/manifesta-6-182664/

34 Beatrice von Bismarck, Benjamin Meyer-Krahmer (eds.), Hospitality: Cultures of the Curatorial,
“Hosting Relations in Exhibitions,” (Berlin, Germany: Sterberg Press, 2016), 82.
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In a lecture that took place at unitednationsplaza, Vidokle
explains that the public had lost their political agency. Moving from
“spectators” to “audiences,” the public had evolved from partici-
pants in the interaction of art, to inactive viewers unable to engage.
“The situation is easily observed if imagine a situation like an opera
house or movie theater, where audience sits passively in a darkened
room, rather than in situations where it is possible for people to
participate in a more active way.”®

With this sentiment in mind, Vidokle constructed a partic-
ipatory program that deconstructed authorship, and opened the
floor to all in attendance. Wiebke Gronemeyer describes this type of
curation, “as a situation of hospitality in which the host sought to
escape the hospitable condition and join in sharing the experience
as a guest.”?® She goes on to explain that this type of authorship
“is a form of governance.”?” Of course this type of model, no matter
how idealistic, cannot be entirely free from Vidokle’s guidance. This
is why the term “governance” that Gronemeyer presents is accurate.

The office space was quite small, but this did not prevent the
“participants” from building a bar for parties, modular furniture
for lectures and film screenings and “exhibitions” free from objects.
This free form, participatory model of a space is an important
model that we can learn from. This informal and less rigid way of
conducting programs, provided a different type of knowledge produc-
tion. I see this type of participatory and discursive programming,
free from hierarchies, as a source of inspiration for an alternative
“school” outside of the institution.

35 This was a lecture by Boris Groys titled After the Red Square: On Religion After Communism, by
which Anton Vidokle provided an introduction, https://www.unitednationsplaza.org/video/1/

36 Beatrice von Bismarck, Benjamin Meyer-Krahmer (eds.), Hospitality: Cultures of the Curatorial,
“Hosting Relations in Exhibitions,” (Berlin, Germany: Sterberg Press, 2016), 91.

37 Ibid., 91.

59
.

36 Andrew John Beltran is
a Scottish illustrator and
graphic designer studying
at the Estonian Academy of
Arts MA.

Poster for the first show at ETC.
Design by Andrew Beltran.

There is a lot of inter-
est in using the space!

After the opening party,
Andrew®® asked me if

his Scottish friend,

who is visiting Tallinn

could do a show tonight.
I said, “Hell yeah!”



The show was super
nice! Not a big turn-
out, but everyone

had a good time, and
it’s exciting to see
the space evolve into
a venue. The first year
MA students are going
to do a symposium in
the space, and the
Urban Studies depart-
ment wants to do a zine
launch in the space on
the same night!

Photo of the first performance at
ETC. The artist is the UK experi-
mental artist HAN



Photo of the first
symposium held at
ETC. The symposium
was called “Chroma,”
and put on by the
first year graphic
design MA students.

Mitkalialzahe
Wz P"J:T\A"';f

e The symposium was cool,
‘M‘q LT W Herbrate but I need to make more
’ o i seating options for the
! iy Rawiarnig,
\ ZAK!\TEK space. Some cool benches
P and chairs that can be
: easily stored away when
they aren’t needed.
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Urban Studies had their
zine launch in the
space, but we really
need to get a place for
people to wipe their
feet. The floors are
super slick, and one of
the students took a bad

fall. I feel really bad.

I need to see if there
is a protective varnish
that isn’t so slippery.

NOVA POPULARNA

“A Guest Plus a Host Equals a Ghost.”
—Marcel Duchamp,®

In May 2003, two artists (Paulina Olowska and Lucy McKenzie) trans-
formed Foksal Gallery Foundation in Warsaw into a bar called Nova
Popularna. The two artists were inspired by the concept of the artists’
salon, which were popularized in France during the nineteenth centu-
ry. According to Paulina, “The idea with Nova Popularna was to cre-
ate a space designed by artists for artists, friends and passers-by.”

This intervention of the space was due to a lack of inter-
esting clubs and bars in Warsaw at the time. “The places I'd like
to socialize in mostly don’t exist, so we HAD to make it,”*’ Lucy
explained. With this in mind, the two painted murals, constructed
a bar, placed sculptures throughout, reimagined vintage furniture
by carving graffiti into tables and chairs, hung large curtains,
placed a piano in the space and even worked with a fashion design-
er to create uniforms for the bar staff, of which they were always
participants.

The programming was made to fill a void where the local
nightlife failed, and the two went so far as to make their own illegal
alcohol that they sold each day. As the idea of the salon conjures up
images of male artists rubbing elbows and objectifying women, the
two sought to depict women as something “more than just sexual
objects symbolizing social and artistic progress.”* Removing women
from the male gaze, the two sought to create a “feminine atmo-
sphere” within the bar.

38 Marcel Duchamp, A Guest Plus a Host Equals a Ghost, 1953.

39 ed. Foksal Gallery Foundation, Nova Popularna, (Warsaw, Poland: Foksal Gallery Foundation:
2003), 4.

40 Ibid., 7.
41 TIbid., 7.
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The bar also sold cigarettes and cheap beers, and although
there was a desire to have more feminist programming like “Women-
Only Wednesdays,” the two admitted that eventually they chose to
“ignore the framework and on with hanging around.”*? This seems
to be an interesting case-study in relation to the way spaces adapt to
their communities. Certain realizations were made by just operating
a space. One example is how they needed to sand down graffiti on the
furniture, as women would snag their dresses on the carved surfaces.

By having an illegal bar, and selling the furniture and art within
the space to fund its operation, “The project was transgressing value
systems.”*® This mode of operating was also transparent through the
limited amount of branded goods for sale in the space, with only KIM
cigarettes and ZYWIEC beer sold due to their “aesthetic girlishness.”**

The programming of the space was completely different from
anything happening in Warsaw at the time. The two artists booked
a variety of experimental piano performances, DJ sets and bands like
Donatella and Night Shift to ensure that the space became a place
where unexpected occurrences could happen. The anticipation of these
parties created an eclectic scene, but also the responsibility of deal-
ing with neighbors and police due to noise complaints. Lucy explained
that it was “an emotional and physical investment.”*

When reading about the space, it becomes apparent that this
project became a challenge for the two artists for reasons they could
not have predicted. The inner workings of running a space presented
a number of unforeseen difficulties, and serves as a reminder that
caring for a space and serving as its host are strenuous. Despite the
good times had with the project, Paulina explained the feeling after
the closing of Nova Popularna, “We presumed we would feel more of
a sense of loss, but by that time we were just relieved not to have to
be there again to notice.”*®

42 TIbid., 9.
43 Ibid., 10.
44 Ibid., 8.
45 Ibid., 8.
46 Ibid., 12.
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The floor paint is
chipping pretty bad.
I need to get a seal-
ant that will protect
it. It’s funny how
many people treat the
space with less care.
People leave shit
everywhere, and scuff
the floors and the
paint job. I feel like
the old man that I am,
and ask them if they
were raised in a barn
. ha!

Regardless of my frus-
trations, I am so
excited to see what
this space becomes.

I need to make sure
certain infrastructure
is in place, and then
let it evolve. Hard not
to micro-manage, but
it’s ours, not mine.






CONCLUSION

“I'm really into that whole group of people who are trying in
an artistic way to create and expand the ‘mythology’ of space.

I don’t know what the word ‘space’ means either. I keep using
it. But I'm not quite sure what it means.”

—Gordon Matta-Clark*’

There are so many differences between each of the spaces I have
written about in this text, and thus so many different ways to oper-
ate, program, host and care take. It would be silly to assume that
there is a specific formula for space making. However, I believe it is
important to think about some of these differences, and how does
our new space for the graphic design department find some com-
monalities with these spaces.

For instance, 019 can afford to be free with their program-
ming because they are funded by these larger city and regional en-
dowments, while The Longtime needs to think about other revenue
streams that can help facilitate the more exciting events. In terms
of our space, it is important to think about how it can sustain itself.
Looking into funding from endowments, or grants is obviously
nice. Yet, we can think of fundraising or selling books. It could be
a blend of the aforementioned examples.

It’s also interesting to think about the decision making pro-
cess for what happens in the space. How can we collectively agree
on programming? There are generally 8 students each year in the
program, so that would be about the number of months that the
space would be active during the school year. What if each month,
a first-year MA student was responsible for programming the space?
These are things to consider.

47 Gordon Matta Clark, ‘Interview with Gordon Matta-Clark: Judith Russi Kirshner’ (1978), in
Corinne Diserens (ed.), Gordon Matta-Clark, (Valencia, Spain: IVAM Centre Julio Gonzalez,
1992), 394.
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We are not artists, but rather designers. Yet, if we look at
Fluxus and other art movements, we see a considerable number of
designers, composers and writers involved in the evolution of out-
sider spaces. In this way, we can take cues for space-making from
places like Beau Geste Press,* Kinderhook & Caracas,*® The Detroit
Printing Co-op,”® Grapus®™ or the Western Front®® in Canada. We
can substitute the word “artist” with “designer.” The same prin-
ciples, clever ideas, playing sincerely, caretaking and hosting are
universal in building community.

When writing about the Western Front, Ken Becker explains
that, “The process of self-definition and openness to broader forms,
definitions and practices,”® are what fuel these unique spaces. He
goes on to say, “Some people refer to rigor only to mean academic
diligence, but rigor and energy might be equally valid components
of nonacademic pursuits. Inclusion connects back to creating spaces
for pursuits that run in contradiction to supposedly serious art.”

But, one can’t help but think about the physicality of a space,
the building and construction that makes a physical environment.
Abraham Cruzvillegas wrote an essay about the eclectic “self-con-
struction” that existed around his neighborhood in Mexico City.
Innovative solutions made by the locals in order to serve the needs
of their community. He says, “This self-construction—which is the
term generally used for this type of building—should be seen as
a process full of warmth in which the solidarity of neighbors and
relatives is central—and not just in terms of actual collaboration, as

48 Beau Geste Press was an independent publishing house, founded by the Fluxus artists Felipe
Ehrenberg, Martha Hellion, David Mayor and Chris Welch that practiced in a rural outpost in
England from 1971 until 1976.

49 Kinderhook & Caracas is a project space located in Berlin. Started by artists Christopher Klein and
Sol Calero, the space has been a TV set, fashion runway, office and gallery space, among other things.

50 The Detroit Printing Co-op operated as a D.I.Y. and self-publishing printing press from 1970 until
1980. Founded by Fredy and Lorraine Perlman, the co-op was incredibly influential in the circula-
tion of post-'68 American leftist ideas.

51 Grapus™ is a French graphic design collective founded in Paris immediately following the student
protests of May 1968. The group saw life as a field for experimentation, putting the new political,
social and cultural debates into graphic form for public discussion.

52 Western Front was an artist collective in Vancouver, loosely associated with FLUXUS.

53 Jeff Khonsary and Antonia Pinter (eds.), Institutions by Artists: Volume Two, “Not Just Some
Canadian Hippie Bullshit,” (Vancouver, Canada: Fillip, 2021), 29.
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a shared capital, but also as an enriching educational experience for
anyone who is part of a community, a way of coming to know one’s
own circumstance.”® In other words, it’s not about walls and a roof.
It is about people.

As I was building out this space for et cetera, I couldn’t
help thinking about Dave Eggers’ book, A Heartbreaking Work of
Staggering Genius.”® There is a moment in the book where he is
talking with his friend about how he wants to change the world. She
asks him, “And how will you do this ... A political party? A march?
A revolution? A coup?” His response was, “A magazine.” In my mind,
it’s a space.

So what can ETC become? Well, the answer is anything. If
we think creatively about the programming of the space, this can
be whatever we want. Space is limited by a lack of imagination. As
long as we dream up interesting things for our space, we will be
able to create magical moments that we can all share together.

54 Abraham Cruzvillegas and Robin Adeéle Greeley, The Logic of Disorder: The Art and Writings of
Abraham Cruzvillegas, (Cambridge, Ma: Harvard University Press, 2015), 22.

55 Dave Eggers, A Heartbreaking Work of Staggering Genius, (London, England: Picador, 2000), 246.
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