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Abstract

Arfs festivals have been on the ascendant since the 1980ies.
However, while arfs festivals are proliferafing, It remains
unclear as fo whether they are also flourishing. The present
narrow construction of festivals for markeling purposes and as
economic generafors fends fo disregard the fesfivals' social
and cultural pofenfial, for example in ferms of their funclion as
urban laboratories where new and allernative urban and culfurdl
sfrategies can be fested and developed. In order fo address
fhese current imbalanced conceptualizations of arfs fesfivals
within urban policy frameworks, the present thesis is based on
a comparative case study of three fesfivals that fry to function as
urban laboratories: Futurekverything (Manchester), Melropolis
(Copenhagen) and SOHO (Vienna). By examining how fhese
festivals are infegrated in or marginalized by the urban regime,
and what effects this has got on their operational condifions and
acfual impact on urban development, the research elucidates
fhe need fo create new and more holistic policy frameworks fo
chart an equitable path for the future development of urban arfs

festivals.
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IF our urban world has been imagined and made
then it can be re-imagined and re-made.
David Harvey (2003:941)

Since the lafe 1980ies arfs festivals have been on the ascendant
and are now a mainsfay for urban tourism and urban policy
making (Gotham 2005, Prentice & Andersen 2003, Quinn 2010,
Sassarelli 2008). There is a well-established and subsfanfial
liferature affesting fo the significanfimpacts and benefirs generated
by fhese fesfivals across economic, poliical and socio-cultural
domains (Quinn 2010). Researchers have frequently argued
fhat festivals offer possibiliies for crystallizing, galvanizing and
arficulating local identiies and have hisforically represented
opportunities for local agents to act and influence their localised
arenas (Bakhfin 1984, Durkheim 1912, Eigived 2003, Quinn
2010, Tumer 1982, Waade 2002, Waterman 1998). Today
feslivals confinue to be supported for their idenfity-enhancing
roles albeit increasingly as a fool for place marketing and urban
revitalization. In the increased ferriforial competiion between
cifies and regions fthey have increasingly become a focus of
invesiment as a sort of “urban enfrepreneurial display™  (Quinn
2005:927). The term *fesfivalization” has become common and
implies the instrumental process by which fesfivals and public
celebrafions are used as sifes for spectacle to affract visitors and
locals info cify spaces and fo “orand” a city,

The question thaf remains fo be asked is how arfs fesfivals
prosper under these prevailing and powerful neo-liberal
agendas, and whether urban regimes have even begun to exploif
the potential of arfs fesfivals. The use of culture only for markefing
purposes is limiing and the broad-ranging conceplualizations
of fesfivily evident in the literature contrasts sharply with the
fangible buf narrow construction of festivals merely as economic
generators. Thus while arts festivals are proliferating, it remains

unclear as fo whether they are also flourishing.

1. INTRODUCTION

Crificisms of this insfrumental approach fo fesfivals are well
rehearsed in liferature. These point af the fendency of designing
urban fragments rather than urban planning, image rather than
substance, consumpfion rather than production, and culfure
as a pattern of non-place globalised events. Thus, instead
of mobllising the cily's own resources, the citly fends fo copy
models which have been developed elsewhere leading fo
a serial production where similar shows can be seen all over
fhe world. This may result in increasing homogeneily and
declining creativity within arfs festival acfivily. In this approach,
fhen, opportunifies for genuine engagement with the culiure
and redliies of the place remain sidelined, and fthus it yields
quick though ephemeral fixes fo urban problems (Evans 2001,
Fainstein & Judd 1999, Finkel 2009, Harvey 1989, Praift 2008,
Quinn 2010, Quinn 2005, Richards & Wilson 2006, Zukin 1991).
However, there is a paucily of empirical research to support
and illustrate the validity of these arguments in a culfural confext
(Richards 2007).

In order fo address the validity of these crificisms | will in the
present research focus upon case studies of arfs fesfivals
fhat fry fo counter these crificisms by aclively engaging in the
present development of their localifies in order fo function as
urban laboratories where new and allernative urban and culfurdl
sfrafegies can be fested and developed. For analyfical purposes
| have chosen fo caltegorize the case studies as helerolopic?
feslivals. This categorization is done in order o position these
festivals as alfernatives to the instrumentalized fesfivals as the
aim of the former is nof fo function merely as urban specfacles,
bur rather "acting as festbeds of change” (Shane 2005:9). It is
important to note that the dichotfomy befween insfrumentalized
feslivals and heterctopic fesfivals does nof represent a clear
picture of reality as fesfivals are diverse and offen situated in the
cross field between the two.

| wanf fo specify that my research object is limited to arfs

feslivals. The foregrounding principle of any festival is the wide

"In one sense the place-markeling role played by festivals is nothing new, festivals like Salzburger fesfspiele (first founded in 1877) was for example re-born as
a symbol of Austrian culture fo help Auslria re-enfer the infernational sfage both polifically and culturally post World War | (Waterman 1998), but as Quinn (2010)
notes “he fervour with which public agencies now invest in arfs events fo celebrate hisforical milestfones and subvent fesfivals through tourism funding channels is

unprecedented” (Quinn 2010:270).

2 For further elaboration on the notion of "Heterofopia” and heferofopic fesfivals see theoretical framework.



1. INTRODUCTION

range of aesthelic, arfisfic and culfural possibiliies it offers.
They have gof cerfain disfinctions in common, thar differ them
from culiural insfifutions: they are femporarily limitred and, often,
repeliive evenrs, they need fo rebuild their infrastruciure every
year and fhey are usually located in public space. These
characteristics, however, also cover a broader field of cultural
evenrs such as Gay Prides, Olympic Games, Formel 1s elc.
These cultural events are more concemed with cullure as a
“whole way of life", while arfs fesfivals are confined to culiure
focusing primarily on symbolic representations. This disfinction

will be elaborated on in my theorefical framework.

1.1  Hypothesis

In a poliical environment where fesfivals fend fo be consfrued
simply as vehicles for economic regenerafion or “quick fix"
solufions fo city image problems, heferotopic festivals are offen
overlooked or conceived of infoo narrow a vein by citly managers
(Quinn 2005, 2010; Sassatelli 2008). As Geelz (2009) asserts,
public policy with respect fo fesfivals most often relates explicifly
fo fourism, place-marketing and economic development, with
cultural considerations coming later. Thus, one may say fhat
ars fesfivals have become somewhat disconnected from their
original policy domain, with their current high profile due not so
much fo their arfisfic merif, buf rather to the relevance they hold
for other policy agendas like fourism and cify re-imaging. As
Quinn (2010) nofes, this situation is hardly desirable and poinfs
fo confinued fracfuring befween arts fesfivals and culfural policy
domains thaf need fo be mended.

My hypothesis is that this fracturing may result in that the work
pur in these fesfivals is not yielding opfimal refurns regarding
fheir social and culiural potential and aims. This points fo the
influence of culiural and urban policy on fesfival programming
and production, and the level of infegration or marginalization of

the festival in the urban regime®.

1.2 Research question

In order to address these current imbalanced concepfualizations
of arts fesfivals within urban policy frameworks, and detect the
operational condiions of heferofopic festivals, my research will

be based on the following research question:

To what degree are heferofopic fesfivals infegrated in or
marginalized by the urban regime (i.e. those groups and inferests
ruling the processes of city making), and how does this disfance
affect their impact on urban development in ferms of creating

alternafive urban and cultural strafegies for their localiies’?

1.3 Aim

The aim of the present research is fo provide empirical material in
order to elucidate what Quinn (2010) observes as an urgent need
fo create new policy frameworks fo chart an equitable path for the
furure development of urban arfs festivals,

Furthermore, the research may enable me fo propose a re-
fhinking of festivals underlining their pofential fo experiment with
cily spaces and challenge societal understandings about what
consfitutes appropriate and acceptable culiural spaces and in

fhe process act as powerful advocates for change.

1.4 Empirical focus

The research focuses upon three case studies thar exemplify
fhe heterotopic approach fo festivals®:  FuureEveryhing in
Manchester, Metropolis in Copenhagen and Soho  Offakring,
SOHQO, in Vienna. The fesfivals have similar aims, buf their level of
infegration in the urban regimes differs widely. By analyzing the
different levels of integration of the fesfivals in the urban regimes |
will be able o uncover how the collaboration between the festivals

and the urban regime works, what policy rationales are af stake,

3For definition of the urban regime, see theorefical framework

“For further elaboration on criterias for selection of case sludies see theoretical framework.



Fig. 1: Mefropolis logo, source: Melropolis

Fig. 3 SOHO logo,

source: Schneider & Zobl 2008

1. INTRODUCTION

and how this influence the actual confribution of each festival
in being an effective component of alkernative urban polifical

visions and strategies.

1.5  Structure

| sfart, in chapter 2, by developing a theorefical understanding
of the field of cullural policies in order to point to generdal
developments and frends that might influence the operational
condifions of the case study fesfivals. A framework model
illustrafing the rationales and implicit and explicit strafegies
present in the culiural policy of cities is infroduced as a fool for
analyzing the level of infegration of the case study festivals in
the urban regime.

Then, PART |, chapter 4, ouflines the nafional and local
confext of culiural policies in which the case study fesfivals
are sifuated in order fo place them in the framework model
and establish their level of integration in the urban regime.
The research emphasizes the compefing policy objectives
presentin fhe ciies and discusses whaf consequences these
have for the fesfivals.

PART I, chapter 5, examines the funcfions of the fesfivals
as laborafories in order fo defect the fesfivals' impact on
urban development in ferms of new and alfernafive sfrategies,
according fo their level of infegration or marginalization in the
urban regime.

Finally, the conclusion illustrafes the need for new policy
frameworks in order to beffer the operational condifions for
heferofopic fesfivals, and gives recommendations for further
research, policy making and festival organisation in this

regard.




2. EMPIRICAL AND THEORETICAL FRAMEWORK

This chapter provides a clarffication of the categorization and
selection of the case sfudies. In order fo analyze their levels
of infegration/marginalization it is necessary fo understand
fhe relations fo current culfural policies. Thus the chapter also
ouflines definifions of relevant theories, concepts and models
within cultural policy that subseguently will be employed in the

analysis of the case studies according fo the research quesfion.

2.1 Categorization of festivals

As mentioned, the division belween instrumentalized and
heterofopic festivals is done for analyfical purposes and helps
me place the case sfudies in an overall framework of culural
policies and from this analyse their level of infegration in the

urban regime.

2.1.1 Instrumentalized festivals

The draomafic expansion of festivals in urban areas may be
explained by the shiff fo enfrepreneurialism in urban policies (see
Harvey 1989) and the occurrence of infensified and rescaled
competiion due fo the new opportuniies for capital fo move.
Territorial compelifion is no longer primarily between nation-
states, bur also between cilies and ferrifories, and has become

one of the mostimportant issues fo be dealf with in urban polifics,

fhe cenfral question being: How fo make our city compelitive
relatively fo others?

Scoff (1997, 2004) identifies the focus upon culfural products
industries® as a basic opfion for urban enfrepreneurialism policy
fo improve its compelifive position. As Harvey (1989:9) slafes, if
became crucial for the city fo appear as an “innovative, excifing,
creafive, and safe place fo live or fo visit, fo play and consume
in". Thus, in the 1980ies, a rising awareness of a conneclion
between cullure and economic development appeared. Place
markeling emerged as an attempf fo manipulafe symbolic assers
in pursuif of local economic growth, and local culiural resources
were upgraded and redeveloped through hisforical and artisfic
affractionsin all varieties (Scoff 2004). Confrary previous decades,
when culfure was viewed within ifs own sectoral ferms, as arf and
herifage, cullure was now increasingly insfrumentalized as an
economic assef, a commodify with markef value and producer of
markefable city spaces (Garcia 2004, 2005, Griffiths ef. al 2003,
Jameson 1991, Kong 2000, Miles & Paddison 2005). Within this
insfrumental framework “considerations that are external fo the
content of the policy secfor itself receive much greater affenfion
fhan had previously beenthe case” (Gray 2007:210). According
fo Jameson (1991), the logic of late capitalism® has desfroyed

fhe autonomous sphere of culiure and expanded it throughout

fhe social realm to the poinf where everything in some undefined

Ll

sense has become “culural”.

[EEY L=l E N

Fig. 4: Example of insfrumentalized festival, Carnival in Venice, source: fimeoffun.com

°Namely secfors that produce goods and services whose sign-value fo the consumer is higher than their utilitarian purpose (Scolt 2004)
5 According fo Jameson “late capifalism” is a pervasive condition of our age, and implies changes “in the quolidian and cultural level” where the culiural and

economic have "collopsed” into each other (1991: xxi)
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The growth of festivals represents one aspect of the cilies’ attempls
fo advance local visibilly and generafe added income (Scoff
2004), thus festivals have become focuses of public investment
acfivilies, and instrumentalized festivals have become dominant.
Examples of arfs fesfivals within this approach is major festivals
launched by cifies in order fo mark themselves on the international
calendar, such as Manchester Infernational Fesfival, Edinburgh
Art Festival and Festfival de Orono Madrid. Other examples are
festivals furning local peculiarifies info visitor affraclions, such os
the hisforical Golden Days Festival in Copenhagen, the Carnival
of Venice’” and the Ibsen fesfival in Oslo®.

Instrumentalized festivals risk suffering from consumer-oriented
serial reproduction (Richards & Wilson 2006) and may be linked
fo the use of festivals in what Hall and Hubbard (1996:162) call a
*social confrol logic.” The aim of tis logic is to forge consensus
from the locals around seffling of policy prioriies fo affract more
consumers/investors fo the city through evenrs that may foster
civic pride and galanize local supporf, and thus combating
fhe growing alienation felf in public space (Evans 2005, Quinn
2005). This relates fo what Waterman (1998) points fo as the
use of feslivals as affempts by polifical and social elifes at
hegemonic confrol. In this case the festivals are “designed fo
divert the affenfion of the masses from ‘real’ events by supplying
o careful dief of synthetic, seemingly inclusive, national festivities

for popular consumption” (Waferman 1998:60).

2.1.2 Heterotopic festivals

From a culiural point of view, the instrumentalization of festivals
has confributed fo the idea that confemporary festivals are of liille
cultural significance as they are dominated by commercial and
*unauthentic” logics (Sassatelli 2008). These dismissive accounfs
fail to consider contfemporary festivals as equally significant in
culural ferms as ftheir forebears being “fime our of fime” (Bahkiin,
1984) spaces, replete with possibillies for challenging socidl
conventions, order and authorify, and inverting society's cultural
norms (Falassi 1987). The insfrumental approach by urban
regimes permits liffle scope for unlocking this potential. Thus,
I've infroduced the concepf of heterotopic fesfivals, based on the
notion of Heferotopia thaf was infroduced by Foucaulf in 1967°
and has been extended by urbanists and sociologisfs since.
For this purpose | will focus upon Shane and Hetherington's
use of the concept. To Hefheringfon (1997:40) Helerofopias are
spaces “in which an alterative social ordering is performed.”
Here * a new way of ordering emerges fhaf stands in confrast
fo the faken-for-granted mundane idea of social order thar exisfs
within sociefy.” (ibid.) To Shane (2005:9) “Urban helerofopias
are specialized palches, acling as fest beds of change.”

Thus, heferofopias are places in the city where exisfing norms

and rafionales meef and are discussed, mirrored and furned

up side down in search for new pofenfials (Foucaulr 1997,

Fig. 5: Example of heferofopic fesfival, Ciudades Paralelas festival, source: Roenneberg

The carnival was revitalized in the 80ies with a fourism remif (Quinn 2005)
8For further information on these fesfivals, see Intemef Sources
°In his essay "Of Other Spaces: Utopias and Heferotopias”
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Hetheringfon 1997, Shane 2005).

Examples of heferctopic fesfivals are fesfivals that combine
poliical aclivism with artisfic visions of another urbanism, such
os the Urban Feslival in Zagreb, or that funclions as workshops
where local communities and arfists work fogether in crealing
projects in public space, such as Ciudades Paralelas fravelling
fo cilies like Zurich, Berlin, Buenos Aires and Warsow, or fesfivals
that fry fo fransform urban space by redefining them through new
arfistic inifiatives, such as PLACCC festival in Budapest'®.

Finally, lwantfo sfress, again, thatthe categorization of heferotopic
and instrumentalized fesfivals does nof clearly depict realily as
fesfivals often are situated in the cross-field between the two. Inthe
examples | have given for the categorizations | have focused upon
arfs fesfivals, as this is my focus and base of my categorization.
However, other cultural events such as big-machine music fesfivals
like Roskilde, or infernational film fesfivals like the one in Cannes,
may also have characterisfics in common with the cafegories. In
line with heterotopic fesfivals they may facilifate experimentation,
convergent (art/music) forms and different modes of participation
(Gibson 2001), while at the same time they are offen implemented
by fransnational businesses without clear links with the cifies and
may suffer from consumer oriented serial production in line wih
instrumentalized fesfivals. In my opinion, these festivals may have
more features corresponding with instrumentalized feslivals, but
this differs from festival fo fesfival. Furthermore, these fesfivals offen
resemble cultural instituions' , and thus | would argue that they
would require a separate categorization if dealr with specifically in

this analysis.

2.2 Selection of case studies

The selection of the case studies was based on certain
characteristics that have been common for the majority of fesfivals
before the current tendency of consfructing festivals as merely

economic generafors (Quinn, 2005).

1) Festivals as bottom-up inifictives with the pre-occupation fo
meel an artistic need felf by a particular and place-based artistic
community,

2) fesfivals that developed organically crystallizing around a
small group of highly commilted artisfs and/or arts enthusiasts
and

3) fesfivals physically expressing and tangibly reinforcing
alfernative ideals in the use of unconventional spaces for artistic

performances.

By focusing on fhese criferia | wish fo underline that the
raison d’élre of the case sftudies represents an aliernative fo
insfrumentalized fesfivals thaf use culiure fo further neo-liberal
agendas, and rather builds upon the idea of the cily as a
laborarory for culiural and social experience'?, as the following
presentations of the livelihood and aims of the case studies will

exemplify,

2.2.1 FutureEverything

“[T]he Festival acts as a living laboratory for
participatory experiments on art, fechnology and
sociefy.”

(Hemment 20100)

FutureEverything was founded as FufureSonic™ in 1995, by
present director Drew Hemment. Hemment was involved in the
early UK electronic dance cullure as a DJ and evenf organizer.
Al this fime the digital secfor was very niche and had narrow
support in the UK, so Hemment founded FutureEverything
in order fo support the development of the digital sector and
electronic music in the UK . The fesfival had three main areas:
art, music and ideas. As he starfed the fesfival, Hemment was
also about fo start wriing his PhD thesis on electronic music af

Lancaster University,

9For more information on these festivals, see Internel Sources

1
" They have offen got a permanent infrasfructure that reach beoynd the temporality of the festival itself.
1

21In line with Jane Jacob's view of the city as a laboratory (Jacobs 1961)

'*Hemment chose o change the name of the festival in 2010 as the Infernef and anything digifal was no longer for "geeks only”, but affected all of society (hitp://
visimanchester.posterous.com/fufuresonic-retumns-as-futureeverything-this 04.08.2011)

' Private correspondence with Hemment
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Fig. 6: Drew Hemment, director of FutureEverything, source: Guardian

During the years art and digital innovation increasingly became
fhe focus of the festfival. According fo Hemment this focus grew
nafurally our of the artistic programmes as many of the arfists
represented were concemed with social and fechnological
change and ftheir programmes delivered “relationships with larger
organisafions, devising and feslting social and fechnological
profolypes” (Hemment 2010a). In recent years an important
driver has been FutureEverything's partnership with Lancaster
Universily where a new interdisciplinary research cenire,
Imagination Lancaster, was launched in 2007. Hemmenr was
appointed Associate Director of the cenfre, and FutureEverything
became a part of the research environment af the university as
a research output'™.

Hemment points out fhaf the departure point of the work of
FurureEverything was fo explore maobile and locative arf and o
fake the digital arts ouf of the galleries and off the screen info
fhe city. The legacy of this work was an inferest in the poliics of
space and social inferaction. Today the oufcome is a festival
fhat focuses on “creative pracfices which engage in network
fechnologies in lived cily spaces, and how fhey suggesf

allernative possibiliies or crifical perspeclives” (Hemment 2008).

Fig. 7: Trevor Davies, direcfor of Metropolis, source: Torben Huss

2.2.2 Metropolis

“Mefropolis is a fesfival and laboratory for the
development of the creative cify.”

(Homepage'®)

Mefropolis was infiatred by Trevor Davies, and launched as @
fen year running biennale in 2007 by Copenhagen Infernational
Theatre (KIT) of which he is arfistic director and founder. Davies
is an urban planner, but emphasizes his alternative view on
archifecture and planning and fthe importance of creafing
cifies through fanfasy and imaginafion, and not only building
mefropolises (Rifbjerg 2007). Davies moved from Englond
fo Denmark in 1974, and founded KIT as a reactlion o the
contfemporary institutionalized cultural life in Denmark.

It is important to see Mefropaolis in the context of KIT, as It is
part of the development of KIT's work. As Davies points ou:
*KIT Is nof thought as an insfitution, our model is nof the great
festivals that logically and linearly repeats themselves every
year” (author's franslation’, Davies 2004:31). The organisation
wanrs to present festivals that should function as a “city-theatre

laboratory” experimenting with the surrounding  environmen,

'For example were the results of the research done in collaboration befween FutureEverything and Lancaster University presented at the festival.

'8 hitp://cph-metropolis.dk/en

""Original quote: "KIT er ikke blever udicenkt som en insfitution, vores forbillede er ikke de store fesfivaler, der logisk og linecert gentager sig selv &r effer 8r" (Davies

2004: 31)
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prevailing art definifions, artists and arfistic content (Davies
2004). With Melropolis, Davies wanted fo fake the “city-theatre
laboratory” experiments one step further: “Now the important
agenda is fo create o knowledge platform, a poliical plofform
from which arfists can work with arf in public space” (author's
franslation'®, Garfield 2010).

Davies was missing a greater understanding forthe development
of public space in Copenhagen, and especially the use of
arf in this regard™. According to him there was a need fo give
more room fo the configuration processes of public space, as
opposed to everything being imposed fop-down (Garfield 2010).
Furthermore, Davies was calling for more elements of anarchy
and coincidence in the development of Copenhoagen as fthe
present projects in public space in his opinion fends fo be foo
polished (Rifbjerg 2007). Davies rather prefer more interactive and
femporary approaches fo projects in public and urban space:
“We don't have any ambitions fo make something permanent,
bur on the conlrary to soffen if up?®” (author's franslation, Garfield
2010). Thus, Mefropolis was lounched in order fo create debate
and influence the development of more temporary and inferactive

approaches fo projects in public/urban space.

2.2.3 SOHO

“[SOHQ] focuses on participatory, process-oriented
art practice within the context of urban development.”
(Schneider & Zobl 2008:back cover)

SOHO was inifiated in 1999 by Ula Schneider, an artist living
and working in the Brunnenmarkt area of Ottakring, a mulii efhnic
community in the 16t disfrict of Vienna.

Afterhaving livedin the United States for several years, Schneider
refurned fo her homefown Vienna in the 90ies and decided fo live
in the Brunnenmark neighbourhood?'. She experienced a lack

of investment and inferestin the area by the city in the 1990ies, as

Fig. 8: Ula Schneider, director of SOHO, source: SOHO

shown fhrough vacant shops and buildings and a decrease in
visitors, and gof fhe idea of using fhe vacanf spofs as tfemporary
exhibifions possibiliies and arfist sfudios fo create a space
where arfisfs could show their work and collaborate more (see
quote 1 in appendix). The evenr quickly furmed info an annual
festival thaf Schneider describes as “an acfive participation in
my surroundings” (Schneider 2008:14).

During fthe three first years of fthe fesfival Schneider gor
increasingly concerned with fhe role of artin urban space andthe
importance of that “[a]rt in an urban environment must create ...
confradicfions” and avoid “image-soffening and harmonizafion”
(Schneider 2008:14). Thus, the fesfival focused on arf projecfs
fhat crifically dealr with legible themes within the neightbourhood
and also addressed the physical inferventions of cifty planners
in the Brunnenmarkt, and fheir effects. When asked why she
wanfed fo address migranfs and migrant issues at the festival?,
Schneider answered with a quesfion of her own: how was she
supposed to ignore the composifion of the population if she lived
and worked there? (Zobl & Schneider 2008:105). This answer
poinfs fo Schneider's understanding of public space and her

commitment fo work with the conditions she finds there.

'®Original quote: "Den viglige dagsorden nu er, af skabe en vidensplatform, en politisk platform som afscet for kunstneres arbejde med kunst i del offentlige rum.”
9 *In Denmark there is sfill a very traditional understanding of the art instituiion and the artislic event. The understanding of art in public space has not developed
much.” (authors franslation) Original quote: “I Danmark har man sfadig en meget fraditional opfattelse af kunsfinstituionen, of af en kunstbegivenhed. Opfattelsen

af kunsten i det offentlige rum har ikke udvikler sig meget.” (Garfield 2010)

2 Original quote: "Vi har ingen ambitioner om at lave noger blivende og permanent, men megef hellere modsat en opbladning af det.” (Garfield 2010)
2 Brunnenmark! is a dense urban area located just outside of the Gurtel in Vienna. 37% of the inhabifants have gor a migrant background. The once highly
frequented markef in the Brunnemarkt underwent a change in the end of the 1990ies and faced a conlinuous decrease in visitors and vacated floor premises.

(Schneider 2008)
2See page 12

[
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‘

Fig. 9: Artists creafing an alfernative fo the commercial decoration of urban
space with their posters, source: Mefropolis

2.2.4 Level of integration

The aspect of Heferofopia is reflected in the aims of the case
sfudies fo funcfion as urban laboratories fo experiment with
alfernative urban and culfural sfrafegies. These aims can be
linked fo what Swyngedouw (2008) calls the pracfice of genuine
democracy through dissent, confrary fo the confemporary pre-
dominant to policy-making where disagreement and debate
only operate within an overall model of elife consensus and
agreement. According fo Waterman (1998) helerofopic fesfivals
may fhus enable the politically marginal, in this case local arfists
and arfisfic community, fo express disconfent through ritual,
fhereby resfriciing their revolutionary impulses fo symbolic form
in which the feslival acfs as a medium of resisfance fowards the
esftablished order.

Iris my hypothesis that the possibilifies for fesfivals of reaching
fhese aims are influenced by imbalanced conceptualizations of
festivals within urban policy frameworks and thus influenced by
fheir level of infegration or marginalization in the urban regime.
Therefore, | have chosen fhree fesfivals with different degrees
of infegration or marginalization in the urban regime in order fo

defect how this influence the oufcome of the fesfivals:

FurureEverything represents a high level of integrafion in the
urban regime. This is exemplified by ifs ‘sfrafegic alliance” with
Imaginafion Lancaster, which inferacts with both indusiry and
government.

Mefropolis represents a marginalized fesfival. According fo
Davies (see guofe 2) the festival is considered an individudl
organisation and not considered a sfrategic partner for the city
atall.

SOHO s situated in the cross field befween infegrafion and
marginalization. The renewal office of Vienna fried fo take it over
fo realize commercial aims, resuling in the festival now fighting

for ifs independence in order o keep ifs vision clear.

2.3 Concepts and theories

2.3.1 Urban regime

Before elaborafing on the concepfs of cultural policies, the
nofion of urban regime needs some unpacking. | define an
urban regime in line with Hamblefon (2005) as the enfire group
of influential acfors in the cily arena. This group constitutes three
sels of ingfifutions, which together provide the capacity fo govern
a cily: 1) government ifself, 2) corporate business and 3) the
nelwork of civic organisations, which can be very influenfial in
shaping public debate on policy issues and spurring voluntary

acfivily in the community (Hambleton 2005:198).

2.3.2 Art and culture

Art and culfure are complex ferms that are important fo clarify, as
fhey are essential fo understanding some of the challenges of
contfemporary culfural policy as well as the case studies.
Himmelsirup (2004) defines art as a form of communication
ufilizing sensory forms in order fo represent a spirifual content.
In confemporary sociely the division between arf and non-

art is blurred. The definiion of arf is a matter of inferpretation

22 The question was asked by the American artist and theorist Dan S. Wang af the "Dual Commirment” symposium organized by Soho in Offakring in 2005" (Zobl

& Schneider 2008)
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as if is constanfly changing due fo if's conlinuous work on
brecking if's own framework. Thus an objective definiion of arf
is impossible and one might say, in line with Danfo's insfitufional
theory?, that those persons parficipating in the “art life,” being
fhe arfists themselves, the crifics, the poliical adminisfrafion or
the audience, define art. This may create problems for fesfivals
exploring new roles for arf in the urban context, as this nofion
of art may not correspond o art as undersfood by the polifical
adminisfrafion or audience leading fo problems of e.g. legiimacy
and understanding.

Originally the term “culiure” refers fo the cultivation of the land and
the mind. Today, however, culfure has, as menfioned, expanded
fhroughout the social realm and has become a contemporary
buzzword thatis used in all connections in order fo legifimize new
ideas, minorities and events. As McGuigan (2004:14) observes,
i has been “overused, possibly fo the point of meaninglessness,
and this raises all kinds of problems, nof only methodological
bur also poliical.” Eaglefon (2000:32) identifies the main difficuliy
being that the term “culture” on the one hand is foo narrow and
on the ofher hand foo broad. This may be explained by looking
at the common way of defining culture in ferms of the “double
culture nofion” that divides the ferm in two: Culfure with capital C
whichis an aesthetic fermincorporating symbolic representations
of experiences and knowledge, and a broad anthropological
ferm that incorporates the whole sociely, the aclivities and forms
of life (Himmelstrup 2004). | will refurn fo the problems fhis orises
later, for now | will clarify thaf the present thesis refers fo culiure
as confined fo practices that are primarily about symbolic
representations, communication, pleasure and identity, rather
than encompassing the social and polifical in general. Thus, my
focus is upon arfs fesfivals and not the bourgeoning array of

cultural evenfs as mentioned in the infroduction.

2.4 Cultural policy framework

In line with McGuigan (2004), | define cultural policy as deliberate
action in the cultural field undertaken by governments bur also
including business operations and civil sociefy campaigns

around the condifions and conseguences of culiure.
2.4.1 Rationales

By definition policy always comes with a rafionale, one has fo
give a reason for doing this rather than that. In order fo examine
the rationales for cultural policy in Manchester, Copenhagen and
Vienna | have adopted the model of the Four E's: Enlightenment,
Economic impact, Enferrainment and Empowerment  (Skol-
Hansen 2005).

Enlightenment
Insight

Know'edge
Education
Reflection

I

Cultural

- s = .

Empowerment Economic Impact

* ldentity <: Policies |:'>' Image
+ Inclusion s Tourism
s Coheslon of « Recruitment
« Diversity Cities ¢ Jlab-creation
Entertainment
Leisure
Play

Fun
Recreation

- s 5=

Fig. 10: Cultural policy rafionales model, Source: Skot-Hansen 2005

This model is good for analyses as it is theorefical based, and
may serve as a framework fo sfructure a field that might easily
become diffuse. However, the model is more an analytical fool
fhan a picture of realily as no city finds itself operafing within
one rafionale alone but may operate across several different
rafionales. Furthermore the model leaves ouf considerations

regarding the state/culture relations and fhe relafions between

2 According to Danto, the insfituion may raise something fo be arf, and avoid that it is disposed as the every-day object if is (Himmelsirup 2004:110).
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Fig. 11: Example of culiural policy as display, Louvre Pyramid, source: ferragaleria.com

explicit and implicit cultural policies. Therefore, | have merged
fhe Four E's model with Raymond Williams' (cited in McGuigan
2004) distinction between culfural policy “proper” and cultural
policy as display. For breviy | will denote cultural policy “proper”
as C1 and cultural policy as display as C2.

While Skot-Hansen's model is limifed when it comes fo present
fhese relations within culiural policies, Williams elaborates on the
state/culture relations, and reminds us of implicit cultural policies
thar normally goes unnoticed. Thus Skol-Hansen's and Willioms'
fheories compliment each other and provide a solid base for my

culural policy analysis.

2.4.2 State/culture relations

Williams identified five state/culiure relafions, two with respect fo

cultural policy as display (C2) and three with respect to what he

regarded as cultural policy “proper” (C1):

Culiural policy as display

C2 is reflected through the investment in culiural flagships and
mega-evenrs by cilies all over the world during the lasf 30 years.
(Evans 2003). Mifferand's expensive grand projels in Paris such
as the Louvre Pyramid, the opera Baslille and the new national
library and the huge investments by cifies like London, Bilbao,
Berlin and Vienna in new museum quarters and cultural faciliies
aiming fo aftract fourists and “the consumer dollar” (Harvey
1989:9) by being "Shopping Mall[s] for Culure™

excellent examples of culural as aggrandizing national and

provide

mefropolifan display as well as economic reductionism.

2 These were the words used by the project manager fo describe the Museumsquartier in Vienna (www.museumsquartier.ar)
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McGuigan (2004:62) presents the following characteristics for
C2:

- most likely rationalized implicitly

- latent and somefimes quite manifest policies conceming the

rifual symbolization of nationhood and state power:

1. national aggrandizement (“public pomp of a particular
social order”)
2. economic reductionism (business proposifions pronounced

in rafionalizing public cultural investment)

Cultural policy “proper”

While C2 can bee seen as indicafive of broader economic,
ideological and polifical issues, C1 is conslituing a narrowly
delimifed and specialist field of administration representing
governmenfal agendas. C1 is conducted and rationalized
on nafion-state grounds and is characterized by nafional arf
councils with the aim of subsidizing and profecting the arts from
markel failure (McGuigan 2004). In a democrafic sociely, C'1
should not interfere with the aesthetic or ideclogical content of
fhe arts, rather it should optimize the condifions for arfisfic and
cultural freedom and sustain a nafional cultural identity (Duelund
1994).

C1 is exempliied by the national art council's support for a
range of arfisfic and cultural actliviies and organisafions, elife as
well as popular, amateur and professional. McGuigan gives the
following characterisfics:

- rafionalized explicitly

- manifest policies typically concerning:

1. public patronage of the arts
2. media regulation (public service broadcasfing,
ownership and control of the press)

3. negotiated construction of culiural identily

Fig. 12: Ballet dancer, Source: Rose Eichenbaum




2. EMPIRICAL AND THEORETICAL FRAMEWORK

2.4.3 Framework model

I we combine the sfate/culiure relafions with the Four E's we

would gef the following model:

ENLIGHTENMENT
<Public patronage of the arts

<Media regulation

CULTURAL POLICY
as display

U

ENTERTAINMENT
> National aggrandizement

EMPOWERMENT

=>Negotiated construction <:
of cultural identity

ECONOMIC IMPACT

[:> -» Economic reductionism

Fig. 13: Framework model based on William's sfate-culture relations and Skot-
Hansen's Four E's model, source: Author's consiruction

This model shows fthe relafions between implicit and explicit
cultural sfrategies as well as relevant rationales. Furthermore
i may be connected fo the historical development of culiural
policies and fesfivals:

C1 can be said fo emerge from the Enlightenment rationale,
which builds on the idea of informed ond educated cifizens as
means 1o sfrengthen the democrafic process (Skol-Hansen
2005). This rationale manifests itself in the public patronage of the
arts and media regulation, as means fo facilifate the mediation
of and absorplion info culiure through artisfic production and
dissemination, which in the end leads fo new cognifion.

Up uniil the 1970ies and 1980ies culiural policy in Europe
neglected the economic pofenfial of cultural resources, and
defined culture as a separate realm from material production
and economic acfivily in line with the Enlightenment rafionale
(Garcla 2004). Following this rafionale fesfivals from fhe 19ih
cenltury upwards were concerned with *high arts” and fended
fo present high-qualily classical works in order fo reaffirm the
civilizing and educational values of “high” culiure like those at
Salzburg and Bayreuth (Quinn 2005).

The definition of culiure became broader and more poliically

important in the 1970ies as grassroots gained autonomy and
cultural policy was seen as a ool fo enhance community
building (Kong 2000:386). This development is inferconnected
with the Empowerment rafionale manifesting ifself in the promotion
of special sub-cultures in order to conform their ideniity (Skof-
Hansen 2005.) Ar this fime, fesfivals? starred grapple with the
definions of culture, challenging accepted definiions of “high”
and “low" arfs, and wanted their audience fo be parficipants
insfead of spectators.

As mentioned, the shiff fowards neo-liberal enfrepreneurialism
in the 1980s led fo a sfrafegic shift in cultural policies from social
fo economic objecfives (Biancchini 1993). Thus, fhere was a
shiff of emphasis from C1 to C2 where the economic impact
and enferfainment rationales became dominant. Cultural policy
was now considered a ool for urban economic and physical
regeneration characterized by the focus on instrumentalized
feslivals, flagship arfs developments, high profile events in the
inner city, revival of urban public spaces and growth in public-
private parmerships (Garcia 2004, Kong 2000). This has resulled
in a sifuation where, as McGuigan observes, “Public investment
in fhe arfs is advocated on the basis of what are expecfed o
be concrete and measurable economic and social impacts”
(2004:135). This may lead fo problems for heterotopic festivals
operating within an alternative approach where the impacts are
less immediately fangible than the insfrumental vision of culiure
where the latter is reduced to exchange value by applying

markef principles fo ir.

» As for example the infernational student fesfivals af Zagreb and Nancy, the Avignon festival in France and Edinburgh Fringe in Scofland (Quinn 2005)
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3.1 Research desigh and -methods

As my research quesfion is orienfed fowards specific fesfival
cases, | have applied a comparafive case sfudy research
design, which entails sfudying confrasfing cases using the
same research mefhods (Bryman 2008).

My research implies seeking patterns for unanficipated as well
as expected relafionships, e.g. befween the fesfivals and the
urban regimes, and fhus rely on inferprefive observation and a
qualifafive research sfrafegy for the collecfion and analysis of
dala (Stake 1995).

Qualifafive research implies an inductive approach, meaning
fhat the staring point is the observation of single cases, and
fhen generalizable inferences are drawn our of them (Kvernbekk
2002). Of course, single cases cannof be representative for
or generalized fo a wider universe, the question is rather how
well theory is generated our of e findings (Bryman 2008).
The comparafive research design is useful in this regard, as
i implies thaf the infegrafion or marginalization of heferotopic
festivals is beffer undersfood in relafion fo fwo confrasfing cases
or sifuations. Thus, by choosing case studies with a different
level of integrafion in the urban regime | am in a beffer position
fo esfablish the circumsfances in which my theory will or will nof
hold, than if if was based on one single case and equal levels of
infegration or marginalization.

A danger with the mulliple-case study approach is hat less
affenfion is paid fo the specific context and more fo the ways
in which the cases can be confrasted (Bryman 2008). | have
faken this danger info consideration by focusing on sifuating the
festivals in both nafional and regional confexfs, and emphasizing
on relationships as well as conirasts between the different

contexs.

3.2 Data collection

The data used in this research can be divided into three

caregories?:

1. Lirerature on festivals and urban- and cultural policies such as
academic arficles and research reporfs

2. Official documents from the sfafe and private sources (online
and on paper)

3. Qualitative (Semi-slructured) inferviews

Cautions are necessary in affempling fo freaf official documents
as depicfions of realily as the documentary source may be
biased. For example, many official documents deriving from the
urban regime display a flourishing festival scene, when in fact
fhese documents implicitly refer to big cultural events, and largely
ignore a decline in smaller, sub-culfural festivals. However, these
documents may be paricularly inferesfing because of the
biases they reveal, as in this case fhey may reveal a priority of
big culfural events on behalf of smaller culiural inifiafives by the
urban regime.

Because of pofential bias, ifis necessary fo butiress the analysis
of these documents with other sources of dafa, such as relevant

lirerafure and inferviews.

3.2.1 Qualitative/
semi-structured interviews

The qualifafive interviews are an important source of dara in
ferms of preserving the muliiple realities involved in my cases,
including the different and even confradicfory views of what is
happening.

Because of the multiple-case sfudy design, [found i necessary
fo have some sfructure of fhe inferviews in order o ensure Cross-
case comparabiliy. On the ofher hand, if was imporfant fo

ensure flexibilily in the course of the inferviews in order fo ger rich

% For more detailed description of each category, see appendix.



and defailed answers. Thus | chose fo conduct semi-sfructured
inferviews, meaning that | developed a general inferview guide?’
with a series of quesfions, bul was able fo adapling it to the

inferviewees and his/her area of expertise (Bryman 2008).

Sample
In order fo esfablish a good correspondence between the
research guesfion and the sample of inferviewees, | conducted
a purposive sampling, meaning fhat | sfrategically sampled
parficipants relevant fo my research question (Bryman 2008).
Furthermore, | used initial confacts, such as festival leaders, fo
esftablish confacts with others (“snowball sampling”) such as
arfists and parters. The mix of these two sampling approaches
ensured a variely in the resuling sample, so that sample
members differed from each other in ferms of key characteristics
and positions. I am aware that the sample of 23 interviews with
different acfors, as presented below, could be mare extensive,
buf the limifafions of the present thesis made me focus on some
core aclors in order o elucidate the main aspects of my research
question.

The sample can be divided into three groups representing:
1. The festival (organizers, arfists, partners)
2. The city (cultural- and planning representatives)
3. The

commentators)

“observers”  (researchers,  cullural  crifics/

Number of inferviews? conducted for each group in each city:

Fesfival City  Observers Total
Manchester 6 3 3 12
Copenhagen 3 5 2 10
Vienna 3* 4 4 1"

* A limitation regarding the fesfival-sample of Vienna is that

only one of the fthree inferviews is with representatives from

3. METHODOLOGY

SOHQO, the two remaining are with represeniafives from Wiener
Festwochen?, due fo a shiff of research focus. However, the
sample is considered sufficient considering the small scope of
fhe fesfival, the relevance of the ofher inferviews in elucidating
SOHO, and a solid base of other dafa on the fesfival.

The festival-sample of Manchester is significantly higher than
in the two other cifies. This has to do with the broad scope of
projects developed by FutureEverything compared fo the two
other fesfivals. Thus, in order fo cover these different projects, it
was necessary fo incorporate more inferviews.

Audiences of the fesfivals are nof incorporated in my sample
as my research interesft concerns the operational condifions of
helerotopic fesfivals in relafion fo the urban regime, and not the
relationship befween fesfivals and ifs audiences, which would

require a whole ofther theorelical (and empirical) approach.

Inferview guides®
When preparing the inferview guide | focused on covering the

key themes relevant for answering my research guestfion. The
main themes were as follows:

- Posifioning of the city within culfural policies

- Fesfivals/arts and urban development

- Cultural/urban sfrafegy for fesfivals

- Relafionship between urban regime/festivals

3.3 Data analysis

In order o analyze the data | have used grounded heory, which
implies an iterative approach where dafa collection and analysis
proceed in fandem, repeatedly referring back fo each other
(Bryman 2008).

I focused on making the analyses of my inferviews an ongoing
acfivity, so thaf | could be aware of emergent themes and/or
confradicfions thaf | might wanf fo ask abouf in a more direct

way in later interviews. Coding helped me in this process, as it

27 For this guide, see appendix

#For a more defailed description of each inferviewee including institution, function etc., see appendix.
2 Wiener Festwochen (Vienna festival) is an arts festival in Vienna that was esfablished in 1951 and belongs fo one of the culfural high points of the city.

% For more defailed inferview guide see appendix.
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reduces data info components, for example by synthesising the
inferviews in thematic schemes.

Samples of this coding is incorporafed in PART | in order fo
ilustrate the internal validity of my research, implying that there
is o good mafch befween my observations and the theorelical
ideas I develop (Bryman 2008). However, a common crificism of
the coding approach is the problem of losing the confext of what
is said, therefore | have indicated which interview the sfafement
is faken from, and the exact question from where it is found,
ie. M7/Q1. Iwanf to stress that the coding | have incorporated
in the core fext is to be seen in relation fo the theorefical ideas
presented, and not as an independent analysis.

In order to oufline the connections between the more general
theorelical ideas and discussions and the codes and dafa, |
use my framework model of the four E's. The model was based
on already collected data, and hence exemplifies the iferafive
approach where theorefical ideas have emerged out from my
data, and af the same fime are fed info the analysis of the data.

Thus, my analysis is based on the following model:

CASES

Research
question

DATA — MODEL

Fig. 14: Model for dafa analysis, source: Author's consfruction




4. PART I: INTEGRATION OR MARGINALIZATION?

“Those who foiled knew nothing of the dreams of
those who planned.”

Friiz Lang, “Metropolis”

This first part of my analysis concems the culiural policies of the
three festival-couniries and -cilies and the level of infegrafion/
marginalization of the fesfivals according fo these policies.
This analysis will form the base for answering the first part of
my research guestion: To whar degree is heferofopic festivals
infegrated in or marginalized by the urban regime?

| will first (4.1) look at the national context of cultural policy in
Britain, Denmark and Austria, then (4.2) what consequences this
has for current culiural policies in Manchester, Copenhagen and
Vienna and how fhis influences the integration or marginalization
of the case sfudies in the urban regime. Finally, (4.3) | wil
point oul what facfors that defermine this level of integration or

marginalizafion.

4.1 National contexts of cultural policy

As menfioned in fhe theorefical framework a general infernationdl
fendency, starfing in the 80ies, is an increased focus upon C2
rationales, and the consideration of cultural policy as a fool for
economic and physical regeneration. In this context a crucial
development has been the ideological de-legiimization of sfafe
infervention and public sector arts (Miles & Paddison 2005). They
both persist but with an uncertain and poorly defended rafionale
as their operations are increasingly reconfigured by market
reasoning. We are here talking aboutf a “re-regulation™' moving
from the preserve of the stafe fo marker forces, from manifestly
poliical fo economical regulation (McGuigan 2004). One may
say that the C1 rationales have been merged with the rafionales
of C2. As a result cultural policies may be guided by compeling
policy objectives such as older local and national fradifions in
form of C1, as well as global markefing frends in form of C2
(Bianchini 1993, de Franiz 2005).

In this secfion | will give examples on how fhis re-regulation
affects the culiural policies of Britain, Austria and Denmark in
order fo uncover national and regional sfafe-culiure relations in
which the festivals, and their host-clties, operafe. | have made a
fable (see following page) confaining a comparative overview of
fhe developments that are the most relevant regarding the case
sfudies and the research questfion, and will nof go info details
regarding all recent developments within the field of culural
policies. The overview will be commented aond elaborated below
fhe fable.

31 In line with McGuigan (2004) | use the term "re-regulation” in order to point outf that we are not falking about a "de-regulation”: In spite of privatization state power

will sfill play a role in regulating the market.

20
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Britain

Austria

Denmark

Tradiional culiural policy

From cultural policy proper

focusing on eliism and

From culfural policy proper

focusing on a redisfributive

From cultural policy proper

focusing on dissemination

conservafism. .. cultural policy and culture of a nafional monoculiure fo
as poliical representations all...
and  socidl infegration
funcfions based on
consociationalism. ..
Shift in polifical environment | ... fo economic ... fo aggressive party ... fo regionalization

and culural policy

insfrumentalism

competition

Merging of C1 and C2

- cullural  policy  proper
merged with fechniques of
business promoation
- heightened  sirategic
significance of culture and
focus on innovative qualiy
of the arfs, cultural industries

and creafive talent

- cullural  policy proper

merged  with  economic
development sfrategies
- from social cohesion fo

social inclusion

- cullural  policy proper

merged  with  increased
ferriforial  competiion  and
economic inferests

-from equality fo differences

befween regions

Present slafe - culture

relafions

- responsibilily of cultural
policy “reclaimed” by the

central government

- slafe as main financer,
bur officially dealf with in the

provinces

- large areas of national
culural policies furned over fo

counties and municipalifies
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4.1.1 Traditional cultural policy

The fradifion of elism and culiural conservatism in Brifain can be
seen in relafion fo the enlighfenment rationale that in Brifain has
been concerned with developing the quality and professiondl
level of the arfs (Griffiths ef al. 2003, McGuigan 2004). In Denmark,
on fhe ofher hand, the enlightenment rationale has rather been
dominafed by the thought of dissemination of culfure fo the wide
population, mainly through cultural insfitufions (Duelund 1994).
The close relafion between politics and the arfs in Austrian
culural policy can be fraced back fo the Ausfrian-Hungarian
monarchy when presfigious cultural infrastructure was built in
Vienna fo represent polifical power®? (Wimmer 2006). In line with
Denmark, Austrion culfural policy has got the fradifional culiural
insfitutions at ifs core, and is based on the idea that culture and
fhe arfs are a public responsibilily and therefore fo be mostly
publicly funded through a redistributive cultural policy according

fo the principle of social cohesion® (Wimmer 20006).

4.1.2 Shift in political environment and
cultural policy

In Brifain, during the 80ies, C1 was merged with fechniques
of business promotion (i.e. sfrategic partnerships and markef
principles) in order to prove the economic ufility of investing in the
arts (Griffiths el al. 2003, McGuigan 2004). The hallmark of the
New Labour government, fhal came o power in 1997, was fo be
an “age of achievement” exemplified by the innovafive quality
of the arts, culfural industries and credfive falent, and the Arfs
Council and local authorifies were encouraged o become even
more strafegic* (Selwood 2006).

In Austria, the rise of new parties in the early 1980ies and the
replacement of the long-sfanding social democrafic grand
coalfion by right-wing government in 2000, lead fo a fum in

federal poliics from consociationalism® fo aggressive party

competiion (de Frantz 2005). With this shiff the principles of life
qualily and social cohesion thaf was the base of Austrian C1 as
advocated by the social democrats, was now associated with
new images of private enferprise and innovation characteristic
for C2 (ibid.). Social cohesion was replaced by social inclusion,
which refers o the desire of individuals o “parficipate” in society
(Stevenson 2004). According fo Stevenson, social inclusion
*has become synonymous with the economy fo such and extent
that parficipation in society (full cifizenship) can only be achieved
through parficipation in the economy” (2004:126).

In Danish cultural policies equalily was the ruling principle
uniil large areas of previously national culfural policies were
furned over fo counfies and municipaliies. This was a resul of
the regionalizafion® that followed the general fum o neo-liberal
entrepreneurialism, shiffing focus from inferregional inequalities
fo boost the confribufion of every region to national economic
competiiveness (Brenner 2004). The regionalization was seen
as afool fo discourage unemployment and improve economic
growih (Langsfed 1999), and was followed by increased
ferriforial compelition, emphasis on the differences between
regions and investment in cultural activiies for economic reasons
(Duelund 2008). However, while the counties and municipaliies
increasingly priorifized C2 rafionales, the thought of a national
monoculiure was kept alive by a renewed support for nafional
cultural insfitufions af the stafe level. This was done through
refurbishment and new building projects in order to re-establish
a common cultural background and a single national identity®’
(Duelund 2008). A similar tendency can be seen in Austrian
culural policy where fradifional insfifutions were emphasized
0s insfruments of national representation by the neo-liberal

conservalives (Wimmer 20006).

32 More recently, these cultural insfituions played an important role in the stabilization of the political regime and the reconstruction of an Ausfrian national identity

after World War Il (Wimmer 2006).

¥ Undersfood in ferms of a set of structural relationships thar constrain the ability of some social groups to access social, economic and cultural resources (Ste-

venson 2004).

#The "Strategic framework for the arts,” a ten-year vision for the Arts Council published in 2010, reflects this idea with one of the long-ferm goals being “promoling
greater collaboration between organisations fo increase efficiency and innovation” and “strengthening business models in the arfs and helping arts organisations
fo diversify their income sfreams, including by encouraging private giving” (Selwood 2006).

BMeaning that culfural policy was fradifionally a matfer of infergovernmental cooperation and agreement among party elifes.

Bwhat is peculiar fo the Danish regionalization, is the “adminisirative logic” guiding it Compared to other European countries Denmark has got a rather homogene-
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4.1.3 Present state-culture relations

In Austria, cultural policy is fo be deall with on the level of the
provinces (L&nden)®, however, as Mokre (see quote 3) poinfs
ouf, big cliies like Vienna invest more money on the arts than
fhe other cifies in the provinces, suggesting that the sfafe is the
main financer. Thus, one may say fhat the local/regional culfural
policies in Vienna are in conformity with the national culural
policies.

In Britain, as opposed fo in Ausfria where culiural policy was
fradifionally a matter of infergovernmental cooperation and
agreement among party elites, there was a distinctive fradition
of seffing up infermediary bodies thar were on an “arms length,”
meaning they were not fo be direcily under sway of the current
government, between the state on the one hand, and the cvil
sociefly and markef on the ofher. This principle was meant fo
secure impartiality and neufrality befween interested parties in
the field of operation (McGuigan 2004). The Arts Council is one
example of this kind of organisation. However, the New Labour
government established the Department of Culfure, Media and
Sport (DCMS) and fhrough fhis organisation the responsibility
of cultural policy was sfrategically “reclaimed” by the cenlral
government (Griffiths ef al. 2003). Thus, in Britain local/regional
cultural policies are very much in line with the national cultural
policy as they “have largely imported their operational definiiions
of ‘culture’ from the DCMS and acknowledged the significant
influence of nafional bodies on their own cultural strategies”
(Stevenson ef al. 2010:162).

While these cultural policies encouraged innovation and
experimentation within the field of arts (Selwood 2006), the Danish
culural policy was subordinated o strict result confrol focusing
upon rigid economy and greater demand for income and non-
risk efficiency by the new Liberal/Conservative govermnment
in 2001 (Himmelstrup 2004). This can be seen in connection

with the diverging culiural policy rationales on a nafional and

regional level, which did nof leave much priority for innovative
and experimental art. According to the action plan of the Arfs

Council (Statens Kunstréd):

o considerable amount of the granfs given by the council is
licensed to specific ends, this, fogether with the reduced budget
of the council, may cause difficulfies in supporting what is current,

new or unpredictable® (Kunstréidet 2008:4, authors franslation).

4.2 Festivals and the urban regime

The re-regulations from sftate fo market forces and merging

of the C1 and C2 rafionales point fo changing governmenta
affifudes in the way in which sfafes infervene in cultural policies
and uses cullure and arfs within society. This is a consequence
of ofher developments that are faking place within societies,
shiffing the focus of affenfion away from the confenf of these
policies themselves fowards the confext within which they exisf
(Gray 2007). As Gray (2007) points out, there is an increasing
deferminafion of governments fo demand parficular forms of
jusfification for confinuing fo spend money on arfs and culfural
policies. More offen than not, pursuing economic objeclives
are posifioned as the only way of achieving ofher oufcomes
(Stevenson 2004), as for example in Vienna where community
development programmes are subjecfed fo the same criteria
ond rafionales as major visitor-based flagship schemes like
the Museumsquartier and are fhus facing unrealistic financial
expecfations® (Evans 2001).

Gray (2007:206) calls this “policy affachment sirafegies”
whereby funding for one sector can be gained by demonsirating
fhe role that it can play in the fulfilment of the goals of other policy
secfors. He identifies this as a conscious sfrafegy pursued by
policy makers fo generate the support that is needed for them fo
pursue their own objectives. According fo Sfevenson (2004), the

oufcomes of these sirafegies relafes to a concepfion of culiure as

ous population of 5 million and no real regions. Nevertheless, the counfry was artificially splif up info smaller policy entifies meaning that considerations of equality
otherwise ruling in the Danish welfare society, were disregarded in favour of an emphasis on the differences between regions (Langsfed 1999).
¥The action plan for 2007 — 2011 released by Statens Kunsiréd (The Danish Arts Council) in 2008 illustrates the continued emphasis on providing insfitutionalized

art of high aesthefic and artisfic ideals in the national Danish cultural policy.
# Cultural Policy Database: hifp://www.culturelink.org/culpol/at.himl
“QOriginal quote: "en betydelig del of rédefs bevillinger er sremcerket fil

specifikke formd@l. delte, sammen med rédels reducerede budget, kan gere det vanskeligt

af statte det akiuelle, helf nye eller uforudsete.” (Kunsirdder 2008)

““Evans points o particular projects like the *Mile of youth Culture” in the Guertel zone in Vienna consisting of avani-garde art projects, youth/muliicultural and refail
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a civilizing process that is not dynamic, flexible and situational,
buf linear and linked fo a sel of clearly defined polifical and
governmental objectives; the dominant rafionales being firstly
economic, and secondly social in orientation (Gray 2007). Thus,
governments have increasingly emphasized the role of cultural
and arfistic resources as confribufors fowards diverse subjects,
such as the encouragement of economic growth (exemplified
by the sfrategic significance of art for business promofion and
innovation in Brifain), economic compefiiveness (exemplified
by the regionalizafion of culiural policy in Denmark), and socidl
inclusion sfrafegies (exemplified by the focus upon socidl

inclusion fhrough parficipation in the economy in Austria).

4.2.1 Manchester and FutureEverything

Manchester has a long-esfablished role as a city of innovations
(Peck & Wward 2002). As Wiliams (1996:203) points our:
*Manchester was the world’s first city of the industrial revolution
and if is ftoday preoccupied with civic attemprfs o reposition irself
both in an international world and a post-industrial era.” From the
late 1980ies the leading polificians embraced arguments abouf
competiion belween cilies, and Manchester City Council's
economic sfrategies were based on identifying niches on which
I might besf capifalize, as manifested through for instance
fhe two bids for the 1996 and 2000 Olympic games (Robson
2002). Among these urban visions, were the aims of creafing
a consumer base fo the cily and encouragement of a high-
fech base recognizing the role of the local universities (ibid.).
In 2002, Manchester Knowledge Capifal was esfablished as a
strategic parinership between the universities, local and regional
governmenft and businesses of Manchester. The mission
sfafement of the company reads: “Greater Manchester is proud
of Its hisfory as a ‘“city of firsfs’, but never rests on ifs laurels. By
2015, Manchestfer wanfs fo be recognized as a global leader in

innovafion. ™

Similar visions are reflected in Manchester's cultural sfrategy
(Manchesfer City Council 2010) focusing on the aspect of
innovation sfafing fthat the desired oufcomes of the sfrategy
are to make Manchester “known as a disfinctive culfural city
with innovation at its heart” (p. 14). The sfrategy encourages
new relationships belween the cullure and business secfors as
well as expanding infernational nefworks and exposure fo new
ideas and perspeclives (p. 16). This is in line with the already
mentioned call for more innovative and strategic culiural policies

by the New Labour governmen.
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Fig. 15: The cultural ambifion of Manchester, source: Manchester City Council
2010

The sfrategic significance of culture and the arts in the cultural
policy of Manchester, as well as the high priority of the innovative
qualily of the arts, appeared as a recurrent theme in all the

sample groups in the coding of my inferviews:

and restaurant facilifies, that has economic imperatives of the programmes as they are often expected fo be self-financing and atfract people from all over the city

as well as visitors (Evans 2001).
“"Homepage: www.manchesferknowledge.com
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City (culture)

City (planning)

Festival

Observers

Evenfs and fesfivals are
recognized as economic
drivers (M7,Q1/5).

Looks favourable on events
fhat bring in a good amount
of investment and promofes
the city (M7,Q1).

Wanfs  high  profile  and
innovative events tat links o

artisfic innovation and falent

We don't

feslivals and events because

wanf fo confrol

i generafes fourism and
economy (M8:Q4).

We fry fo have high
qualily and like innovative
architecture.  We're  falking
about art in ifs broadesf

sense (M8:Q1).

The cultural sfrafegy is more
inferesfed in  seeing how
cullure can increase fourism,
refail and business spend
(M3:Q11).

The cily wanfs innovative
events because It helps them
look good. They want fo be
associated  with o future-

facing affifude (M3:Q2).

The culiural strategy is all
about rising Manchester's
profile internafionally  and
nafionally. If's s a very
money-oriented  city.  The
councilis always inferested in
rising land prices (M10:Q2).
fo make

Manchester fries

innovation networks. It

has always been pushing

M7.Q1).

new knowledge models

M11:Q12).

According fo Skot-Hansen (20095) the focus upon arts and
business is sifuafed in befween the economic impact and
enlightenment rationale in the four E's model. The connection
befween arts and business is nof new, as seen through many
years of sponsorship of the arts, buf what is new is the strategy
fo embed the arfs more deeply into individual businesses and
fhe evolufion of new partnerships as an infegral part of business
culture; “Iris nof only what business can do for the arfs, buf also

what the arfs can do for business” (Skol-Hansen 2005:36).

future 65"

25 the

Md:nelnzulﬂ
3 Visons

Fig. 16: "Design everything"- falk af FutureEverything conference, source:
Experientia

With ifs focus upon technological and artistic  innovation,

FutureEvergthing blends right in to the cultural  sfrafegy
of Manchesfer which calls for a programme of fesfivals
*disfinguished by innovation and diversity that fransforms the
urban experience”, and that encourages a “highly innovative
culural secfor” (Manchester Citly Council 2010: 28/14). In
correspondence with Manchester's preoccupation with being
“the world's first” and “a world-class city for digifal confent and
relafed fechnological innovation™? (Manchester City Council
2010:22), the fesfival brands ifself with the statement that it
*nas presented a series of world firsfs, such as in mobile and
locative media” (Hemment 2010a) and that i, according fo
ACE “pushes Manchesler fo the fore of digifal innovation” . As
one of the project managers af FutureEverything, observes,
fhe strategies of Manchester and FutureEverything increasingly
corresponded, and the cifly worked closer and closer with the
festival fo implement the sfrafegic agenda (quote 4).

In 2008 FutureEverything was awarded “Pillar Event sfafus” by

tfhe Manchestfer City Council and received funding for a three-

“2From the homepage of ACE: hitp://www.artscouncil.org.uk/our-work/futureeverything/
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year period. Besides verifying the recognition of the festival by
the Councll, the sfafus opened up for leverage info addiional
funding as receiving @ "Regularly Funded Organisation” (RFO)
stafus by ACE, and a fthree-year funding award by the Paul
Hamlyn Foundation. As the Culiural deparrment of Manchester
Ciry Council points our (quote 5), the Arfs Council looks favourable
upon organisations thar already have got a funding agreement
with the City Councll.

A number of sfrafegic steps enabled FutureEverything fo gef
this high level of integrafion. Starfing as an outsider ar a fime
where the digital sector was very niche and had narrow support,
the fesfival had fo be creafive in generating income and making
people understand what it was doing. Thus, the three most
sfrafegic sfeps were visibilily, innovation and development of

elegant parinerships.

Innovation and elegant parinerships

According fo one of the project managers (quote 6) at
FurureEverything, what makes the fesfival inferesting for arts
organisations as ACE is its focus on technological and arfistic
innovation growing ouf of an arfistic work that has a new and
different perspective.

The potential of the arts o be a central element of digital
innovation made FutureEverything affractive for other funders
and businesses as well. The report Evolution of Parinerships
—Impact of fechnology on cultural parnerships, for example,
advocates a collaborative business model that can “create a
productive research and development environment that brings
fogether very different ways of thinking fo create something new
that can be faken fo the markel” (Arfs & Business 2009:5). In the
report FutureEverything is presenfed as an example on one of
fhe organisations thaf score highesf on a rank measuring level of
collaboration and innovation.

According fo Hemment “elegant partnerships™? are ceniral fo

the business model of FutureEverything. It has lead to moving

= FACT and
Q. Business

T o Future partners

s Everything
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g‘ and Apple UKFast Operative
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Fig. 17: FutureEverything scoring high on a rank measuring business
collaboration and innovation of cultural organisations. Source: Arts & Business
2009

away from a model in which FufureEverything fundraise for and
plan a cultural fesfival and arf programme, fowards one in which
ir develops a year round range of broad-based digifal innovation
inifiafives within which one element is the culfural programme. By
making visible this year round development work that wenf info
fhe festival, it has been able fo make the work more fransparent
and offer partnership opportunifies in year round innovation labs
(Hemment 20100).

These sfrafegic partnerships with local, national and international
partners* have, according fo the City Council, proved that the
festival is good at generating income and investment fo the city
and is thus considered a success story by Manchester City
Council (quote 7). As McGuigan (2004:45) observes, “Much
public subsidy today has been fagged fo the wilingness and
capacity of arfs and culiural organizations generally fo altract
privafe funding and fo having a properly worked-ouf business
plan.”

The feslival was nominated for the "Arfs and Business culiural
branding award 2010," which is awarded fo a parmnership fhat
reinforces fthe branding and markefing acfiviiy of a business

fhrough fthe use of cullure. And the same year it won the

43 Hemment defines “elegant partnerships” as parinerships “where we talk fo our pariners, listen fo fhem, build up frust between the organisations, and build up joint

projects through our different resources” (private correspondence with Hemment).

4 For complete list of partners, see appendix
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presfigious Lever Prize awarded by the North West Business
Leadership Team for world-class arts organisafions in the North
West.

Fig. 18: Drew Hemment receiving the Lever Prize, here with Paul Lee from
Addleshaw Goddard, Source: Arts & Business

Visibilty
FutureEverything was from the beginning very internationdl
because I was early on the Infernel and the sector of digifal
innovafion was international. As it got recognized oufside
Manchester, fhe local polificians got their egyes up for the festival
as making Manchester visible on a global scale. The Arfs
Council now describes the fesfival as “one of the leading events
of this type in the world."®  This increased recognition can be
seen in connection with a general development within sociefy. As
fhe general manager of FutureEverything poinfs our “fechnology
and digifal innovations are sfarting fo becoming fhe norm, so
people are catching up with us. What we are communicafing is
gelfing more understandable”(Joanne Wain, M2:Q4).
Furthermore, the feslival focuses on communicating what they
do fo polificians, partners and the public. The producer of the
festival underlines the importance of talking the language of the
polificians and fo explain o them that the fesfival fits their aims
(quote 8). This approach implies finding quantity marks fo justify

the festival, for example by proving the fesfival's impact on

culural fourism. In 2010 FutureEverything appeared in an article
on Cultural Tourism by ACE (2010) affirming the festival's huge
draw as a key desfination for all things digital (quote 9).

Based on this analysis implying a significant correspondence
between the cultural policy of Manchester and FutureEverything,
os well as acknowledgement of the work of the fesfival by the
urban regime, one may conclude that FutureEverything has gof

o high level of integration in the urban regime.

4.2.2 Copenhagen and Metropolis

In 2002 the Minisfry of Trade and Indusfry and Minisfry of Culiure
launched the joint report Denmark’s Crealive Pofenfial, calling for
a greater degree of coordinafion befween culiural and business

policy stafing that culture and the arts is

an increasingly important tool in the regional compelition o
affract workers, fourists and investment. (...) [Clullure helps
fo generafe a vibrant environment, greater quality of life and
superior experiences, giving regions and fowns a sfronger

external profile.  (Kullurministeriet 2002)

In Copenhagen these ideas are reflected in inifiafives like Gang
I Kabenhavn® (2006), aiming to sfrengthen the relationship
befween business and culiure. According fo Lieberoth, project
manager of Gang i Kebenhavn, Florida's theories on creativily
and the creative class (Florida 2002), also called creafive citly
(Landry 2000), is the foundation of their work (quote 10).
Another example is Begivenhedssiralegi for hovedslads-
regionen (Veeksiforum Hovedstaden 2008), an event strafegy for
the capifal region published by the municipalifies of the capital
region and the fourism organisation Wonderful Copenhagen.
Their vision is that the capital region should be one of Europe's
leading regions in affracting and organising infernational culfural

evenfs. The sfrafegy is based on the assumption that cultural

5 From the homepage of ACE: hitp://www.artscouncil.org.uk/our-work/futureeverything/
6 Directly franslated: "Getting Copenhagen Going” - a joint project between the Technical and Environmental deparment, the Economy department and the Culiure

and Leisure department
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and creafive activiies are the most important factors for the
branding of Copenhagen, and underlines that if will only support
events appealing to an international oudience and that can be
mofivated fo engage in the development of the region.

This focus on economic development and compefifiveness in

fhe cultural policy of Copenhagen was reflected in the coding

of my inferviews. Furthermore, the coding pointed o the fact —

fhat the empowerment rationale, emphasizing dissemination of

culture fo the wide population, is now merged with the rafionale Fig. 19: The three main sirenghts of Copenhagen in relation fo events as
) identified by the capital region and fourism organisation (author's franslation),
of enferfainment: source: Veeksiforum Hovedsiaden 2008
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As Skol-Hansen (2005) asserts, e entertainment rafionale is
related to the capifalization of our needs of playing and relaxing
by the market. This resulfs in changing audience expectations
fowards looking for “blockbuster shows, rather than serious and
meliculous appropriation of culiural knowledge” (Huyssen 1995,
cifed in Skol-Hansen 2005:35). Skoi-Hansen locates the creafive
indusliries between the economic impact and the entertainment
rafionale in the four E's model. She points out that an important
issue fo discuss whenever public funding is allocated fo the
credfive industries is whether crediivily is seen as a paramefer
of economic success, rather than an inherent quality of arfs
and culure. In Kullurpoliiskredegorelse®” (2006) the creative city

discourse is legiimized by the former:

For Copenhagen o develop into an international cultural
mefropolis, it has fo affract and facilifafe creafive industries in
sharp competiion with cifies all over the world. The presence of
credfive induslries has got a spill-over effect on cultural life and

vice versa. (Kebenhavns Kommune 2006:38)

The claimed “spill-over effect” on fo cultural life bears winess of
0 supply-side policy (Brenner 2004) where, insfead of investment
going directly fo the demand side, i.e. culfural production, this is
considered a side-effect of investment in creative industries and

does nof necessarily influence culiural production?®:

Copenhagen is invesfing a lof of money in affracting cultural
evenrs. (...) Bur how much if locks info the culiural insfifutions —|
guestion that, because we have not felt that af all. (Trevor Davies,
C1:Q1)

As Davies poinfs ouf, Metropolis has not benefitted significantly
from the culiural policy of Copenhagen. This sifuafion may
be relafed fo the fact thar the festival is posiioned outside the

prevailing culiural policy rationales,

Firstof allthe divergence between the culiural policies onregional

and national level create problems for the fesfival. These policies
leave litfle space for innovative and experimental arfs fesfivals as
they are either freated as theatre institutions by the Arts Councll
(Kunstrédet) or are, by the city, placed into a vast amorphous
area of “other events” usually lumped fogether with conferences,
fests and educational open-air programs. This is exemplified by
the "event sirafegy” of Copenhagen where fesfivals are sidelined
with events like the 10C-congress, Copenhagen Bike Cily and
Copenhagen Fashion Week.

According fo Davies this division befween fthe cily wanting
fo support popular festivals and the state wanting fo support
high art, limifs the fesfival. The fesfival is locked in one of the
ftwo categories in order fo gel funding, and cannol expand the
concept of the fesfival. Thus if is hard for the festival fo work
with the city in different and hybrid formars through developing
projects across disciplines by focusing on arfisfs, architects and
urban developers (quote 11).

While the British Arts Council supports festivals on an individual
art form basis placing festivals in a category of “combined arts”
fhat "encompasses a range of organisafions thatr work across
mulfiple art forms to achieve their aims, including festivals (...)"™®,
the Danish Art council is holding on o the rigid definifion of a
festival as part of the performance arf, nof leaving much space
for experimental festivals like Mefropolis.

Furthermore, Mefropolis marginalizes themselves by disfancing
themselves from the city of Copenhagen and not sharing fheir
visions (quote 12). Davies poinfs ouf that Mefropolis is nof seen
as a sfrategic pariner of Copenhagen as i is nof generated by
fhe city itself, but came from the oufside questioning their ways of

doing things (quote 13).

Visibility vs. invisibility

Mefropolis is deliberately af odds with the focus upon “branding”

Copenhagen as an  “infernational  cultural - mefropolis”

4 Translated: Cultural policy report
4 In PART II, I will return fo the consequences of this supply-side policy.
“Homepage: hitp:/Avww.artscouncil.org.uk/arforms/combined-arts/
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Fig. 20: Light and sound installation by Groupe Dunes, Mefropolis 2007, source: Tina Louise Hunderup

(Kabenhavns Kommune 2006:38) through spectacular, visible
and popular events reaching ouf fo a broad infernafional and
nafional audience. If rather presenfs anonymous performances
and happenings in the ourskirts of the city (Jensen ef. al. 2009)
as for example a mobile “fruck-theatre” where the audience is
placed in the back of a fruck and driven through Copenhagen, @
*pod-walk” where the audience is guided, one-by-one, through
different everyday-scenarios of the city, or light and sound
installations placed in forgolten industrial ruins. As a result, the
festival was crificized by culural criics for being invisible and
simply unnoticed by the citizens of Copenhagen (Dithmer 2007).

15

This “invisibilily™® was a deliberate choice by the fesfival,
and can be seen as a reaction fowards the sfatement of
Copenhagen municipalily in wanfing fo make Copenhagen “the
leading mefropolis of Northern-Europe” (Kebenhavns Kommune
2004). According fo Davies, this statement reflected the outdated

ambitions of Copenhagen inthe 60ies when ifwas all abouf being

*oig" and “modern”. Also, these ambilions neglect the more
infimate qualiies of Copenhagen as they are occupied with the
number of new buildings rather than creating relafions between
the people in the buildings (Rifbjerg 2007). Thus the very name,
*Melropolis”, was chosen by Davies as a provocation fowards
this vision: “With Mefropolis we want fo interfere in this discussion,
show another perspective and say: “You cannot have monopoly

on that notion™ (Jensen ef. al. 2009:183).

Enterfainment vs. enlightenment
(2004)

consfructed according fo the binary opposiion of elifism and

As  McGuigan observes culiural debate is  offen
populism. IF is now more acceptable to be a cultural populist
fhan eliist as the former is in line with the consumption oriented
“markefization” of culture, and is linked fo the assumption that
*symbolic experiences and pracfices of ordinary people are

more important analytically and polifically than Culiure with @

0 Davie's first wanted fo call the fesfival "The invisible city” (Rifbjerg 2007).
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Fig. 21: City Sound Concertf: A walk through the city with closed eyes,
Mefropolis 2011, source: Melropolis

Fig. 22: "Truck Theatre" by Rimini Profokoll, Mefropolis 2007, source: CCS

capifal C" (McGuigan 2004:114). Thus, populism is linked fo fhe
enterfainment rationale, which can be seen as a focus of the
cultural policy of Copenhagen, as pointed ouf by the cultural
mayor of Copenhagen: “If is easier to go for what is safe, what
we are sure will alfract audience and sell fickefs” (Pia Allerslev,
C4:Q8).

Melropalis, on the other hand, is primarily defined as elifist
(quote 14/15). The organizers of the fesfival defend its eliisf
posiion claiming thaf being mainsfream and enterfaining is

not in line with their focus on urban development (quofe 16/17).

Moreover, Davies admits that Metropolis is positioning ifself in @
marginal situafion by quesfioning and challenging the cultural
policy rationales of Copenhagen and fthat it might have been
naive fo think that the festival could be pur info the sfrafegic
program of the city fo develop long-term urban sfrategies.
Davies' sfafement supports the observation of a marginalization
of Mefropolis by the urban regime as a result of diverging cultural
aims and non-existent collaborations. The low level of infegration
of Mefropolis in the urban regime is exemplified by e lack of
sufficient funding of the festival (quote 18). For example did the
city of Copenhagen make a festival pof of 5 million DKK in 2006.
The pol would give 4-years support to fesfivals sfemming from
inlialives outside the city authorifies, but Melropolis was nof

supported.

4.2.3 Vienna and SOHO

The construction of the Museumsquarfier in Vienna can be seen
as a resulr of the increased economic compelitiveness and
aggressive party competition. Hence, poliical decision makers
are being pressed fo look to cultural flagship architecture to
combine compefing images of economic regenerafion and
socio-cultural cohesion within o shared symbol of civic pride
(de Frantz 2005). Despite of the cultural and aesthelic value
presented by e cily’s historic heritage, “cultural newcomers”
such as Bilbao and Berlin made fourism managers feel that
fhe mere exisfence of historic monumenfs was not enough fo
keep up with global competfifion. Instfead the enfrepreneurial
profile of culiure, emphasizing the rafionales of economic impact
and enferfainment®’; and the cify's symbolic associafions with
innovation, creafivily and creative industries, were considered
decisive for the image of urban compelifiveness (de Franiz
2005). Evans (2001) poinfs to how fhis re-direcfion in cultural
policies created a widening gap befween centre and periphery

and social arts and flagship arts. The Museumsquarfier can be

STAs llustrared by for example the fransformation of the hisforic cily centre info “a historic themed enferfainment and eveni-cenired leisure desfination” Hafz
(2008:321) where historic and vacant office buildings are converted info hotels and shopping cenires.
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seen as an example of how this spafial and economic divide
is reinforced by cultural planning, which focuses on creafive
industries and fourism quarters, whilst adjoining areas lack
community- and culural faciliies. Furthermore, Evans (2001)
observes how development programmes are subjected fo the
same criferia and rationales as major visifor-based flagship
schemes like the Museumsquartier and are thus facing unrealistic
financial expectations.

The concept of creafive indusiries was imported o Austria in
fhe late 90ies™ , focusing upon the economic potential of the
arts and culfure, and followed by sfudies proving the excellent
condiions for creative industries especially in Vienna. One
example is the report An anolysis of the economic potential of the
credfive induslries in Vienna inttiated by the City of Vienna in 2004
stating that creative industries are “indeed a focus of Viennese

economic policy” and that the cily of Vienna has “undertaken

considerable preparations foward a strategy for Cls and hos
already implemented e first measures” (Kullurdokumentation
2004:3).

As mentioned fhis development of creafive indusfry and
infrasfructure can be seen in connection with a sfrafegy of social
inclusion focusing upon the development as imagined ways of
nurturing participation in sociely and developing cifizens. This
sfrafegy points to an enfanglement of the economic impact,
enferfainment and empowerment rafionale in the cultural policy
of Vienna. This entanglement was reflected in the coding of my

interviews:

City (culture)

City (planning)

Festival

Observers

Our work is based on fhe
socialist idea  wih  more
equalily and disfribution  of
cullural goods for everybody,
and fo bring people from the

streef fo culture (V4:Q6).

We wanf fo improve Ihe
identity of the city. This is very
linked fo urban and public
space. (V6:Q1).

There has been a growing
inferesft fo support fesfival-
structures because the urban
renewal office is inferested in
the upgrading of the area

(V5:Q4).

We have become more
infegrafed in  the culfural
policies because we
involve people with migrant
background. The chamber
of commerce wanfed fo
collaborate and support the
basis of the fesfival. Of course
fheir aim was fo change the
image of the area to afract

investment (V1:Q1/4).

I changed in the 80ies: in
fhe 70ies i was all abour
bringing the arfs fo the
audience, now i was more
about bringing audience fo
the arts. Art is perceived as
a representative thing, rather
fhan dealing with conflicts

and problems (V11:Q5).

2 Mainly the concept was imported from the UK and can be seen in connectlion with Austria’s EU accession in 1995, which made the long-established and highly
insfitufionalized Social Democratic government face an increasingly marker environment and hence need to re-define the cify's profile (de Franiz 2005).
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One can see that the presence of the empowerment rationale is
more linked o the use of culiural strafegies by local polificians
and policy makers to achieve poliical and economic objeclives
than the promotion of sub-culiures as menfioned in the theorefical
framework (Skot-Hansen 2005, quofe 19).

Within this cultural policy confextthar associates urbanlife qualiy
and social cohesion with new images of private enterprise and
innovation, it proved difficult for SOHO fo keep its identily as @
crifical and experimental festival. Even though the festival did nof
want to “fake part in the compeliion between money-minded
art undertakings” (Zobl & Schneider 2008:101), it was quickly
recognized by the city of Vienna for ifs pofential of an economic
upgrade of the Brunnenviertel area (quote 20).

The greal outpur of SOHO was verified in numerous sfories of
success and liveliness in the Brunnenviertel area in relation fo
SOHQ, leading politicians, special inferest groups, businessmen,
companies and consultanfts seeking fo be credifed as “co-
authors” of the festival (Schneider 2008). One example, is how
the city of Vienna gives the impression that SOHO was a part
of the URBAN programme® in Vienna (quofe 21), when in fact
fhe festival was only sfarfed in parallel fo this programme and
had nothing to do with if. However, because it confributed fo the
success of the programme and the sfrong image shiff of the
areq, it is offen mentioned in this contex,

According fo the co-director of SOHO fthis is an unpleasant
issue as pafronage is changed into a business relation, and
sponsors and/or pafrons wanf “to be credifed as a co-author
of somefhing they made possible but cerfainly did not initiate,
conceive or cooperate on” (Zobl & Schneider 2008:103). As a
resulf, Schneider had sfruggles fighting and arficulating against
other inferests in order fo keep her vision clear (Schneider 2008,
guote 22). Three main facfors may be idenfified as confribufing
fo this inferest by the urban regime in SOHO: physical and

economic up-grade, visibility and image-shiff of the area.

Physical and economic upgrade

The focus of SOHO upon ulilizing neglected space in Offakring
forthe making and showing of arts as well as for the improvement
of communicafion infrastructures among artists, fited well with
fhe concepf of using the residual spaces of industrialism for the
creafive indusfries as was becoming a well established state-
supported sfrategy of urban re-development in Vienna af the
end of the ies (Evans 2001). Soon dffer the establishment
of SOHO, a close collaboration with the “Disfrict Management
Office of Urban Renewal in Offakring™® developed. As Schneider
(2008) observes, art was a welcome “affendant measure” o
improve the mood and atmosphere, and fo draw a young,
dynamic audience, which would ideally selfle there, into the
neighbourhood. This can be seen as an example of the
*social inclusion logic" where upgrading measures go hand-
in-hand with social dynamics without arf becoming a concrele
manifestation within the pracfice of city planning (Miles 2005).
Rather “the art fesfival has been degraded to a self-organized
side effect accompanying the beautification and  sfructural

improvement of the markel area” (Schneider 2008: 16).

Fig. 23: In Ottakring during fhe SOHO festival, source: Hertha Piefsch-Zuber

*3The URBAN programme is a EU-funded Community Inilictive that fook place in the Guertel West zone in Vienna from 1995 — 99. The inifiative was launched in
1994 as “a response fo the challenges facing Europe’s fowns and cifies: high unemployment, the risk of social exclusion, and a neglected physical environment”
The inifiative involved 118 programme areas across Europe, with the Gurtel West zone in Vienna as the largest populated area with ifs 130.000 inhabitants. (GHK

2003).
> Private mail correspondence with Ula Schneider.
%GB — Gebietsbelreuung Stadterneuerung
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Fig. 24: Use of vacanf ground floor space for artisfic projects, SOHO 2010, Source: Stadr Bekannf Wien Magazin

Visibility and image-shift

The inferest from the city of Vienna and the fesfival's search for
sponsors also led fo a collaborafion between SOHO and Vienna
Chamber of Commerce, the firsf years of e fesfival’s existence.
The support from the Chamber of Commerce was founded on
fheir inferest in increased activily and new fenants for the many
vacant commercial spaces in the area (Rode ef al. 2010, Zobl
& Schneider 2008).

The increased commercial activity in the area only happened fo
a modest extent®s, buf the Chamber of Commerce, who funded
all press-related work of fthe fesfival, nevertheless released
glowing bullefins abour the revaluation of the neighbourhood af

the SOHO opening every year. As McGuigan poinfs ouf:

*Sponsorship is never innocent or disinterested: it is done for
purposes of advertising and public relations” (2004:45).

Even though McGuigan here referred fo privafe sponsors,
fhis is an example of how the operations of public subsidy
are increasingly reconfigured by markefr reasoning so that
publicly funded operations must behave like private businesses
and fthereby undercutfing fheir own legiimacy. This was what
happened for SOHO. The Chamber of Commerce was in more
orless complefe control of the public percepfion of the festival and
promoted it as a success sfory, providing a significant increase
in public inferest and investment in fhe area, significant decline in
empty shops, increased confidence of the local merchanfs and

increased demand for apartments (Rode ef al 2010).

*Stores confinued fo close, some new leases were signed with arfisfs, but most of the new tenants were betfing shops, "massage parlors” and brothels (Zobl &

Schneider 2008).
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In 2003 Schneider ended the cooperation with the Vienna
Chamber of Commerce because of the conflicting inferest and
as an “important prerequisite for an image correction” (Zobl &
Schneider 2008:103). However, the collaboration with the Disfrict
Management confinued and they were made a permanent
strategic parmner of the fesfival (Rode ef al 2010). The festival
was re-launched the same year in collaboration with the arfist
Bealrix Zobl. Instead of displaying an agenda concemed with
social inclusion implying economic development and place
management, the fesfival emphasized social cohesion and the
empowerment of marginalised communifies.

Even though the festival is a sfrategic partner of the District
Management of Oftakring, and the culiural department of Vienna
has obtained some of the financial support dffer the festival
broke with tfhe Vienna Chamber of Commerce (Rode ef al 2010),
SOHO is constantly lacking money. One may say that the
festival has marginalized itself financially by keeping a distfance
fo economic development inferests. According fo Schneider
fhe lack of sufficient support is also because SOHO is an arfist
inifiafive and not an institution. IFis a grass-roof project that works
boffom up, while the municipalily wanfs to implement somefhing
fop down (quote 23).

Ar the same fime SOHQO is a sirategic part of local authorifies in
Vienna; if has got a lot of affenfion and collaborates with many
different partners such as arfists, architects, fradesmen, youth
and local institutions. Apart from the City of Vienna, the festival
receives public funding from the Federal government®” as well
as from the Culiure Programme of the European Union and the
project MELT®®,

This analysis implies that SOHO is sifuated in the crossing
between infegration and marginalization in the urban regime as
fhe festival fifs with the social inclusion sirategies of the cultural
policy of Vienna, but simulfaneously wants fo distance ifself from

- and crificize the economic imperatives of this approach.

4.3 Results and discussion PART |

As this analysis of cultural policy rationales and infegration of the
heferofopic fesfivals infhe urban regime shows, the level of infegration
depends on the fesfival's corespondence with the culiural policy
of the cliies. This becomes clear when situating the culiural policy

rationales of the cifies vs. the fesfivals in the framework model:

5 FutureEverything €—> Cultural policy
Metropolis of Manchester

EMPOWERMENT ECONOMIC IMPACT

->Negotiated construction <::' -> Economic reductionism
of cultural identity

Fig. 25: Placement of case studies in framework modell, source: Author's
construction

ENLIGHTENMENT
->Public patronage of the arts
->Media regulation

{r

CULTURAL POLICY
’proper’

—

as display

&

ENTERTAINMENT
-> National aggrandizement

Cultural
policy of
Copenhagen

Cultural
policy of
Vienna

As Sko-Hansen (2005) observes networks, cooperafion and
partnerships appears less dificul when the potential collaborative
partners, in this case the urban regime and the festivals, share the
same rafionales. The model above reflects this observation: The
rafionales of the culiural policy of Copenhagen and the rafionales
of Mefropolis are situated far apart, with no rationales in common,
reflecting the marginalized postioning of the fesfival within fhe urban
regime. The cultural policy of Vienna and SOHO share aspects of
the enterfainment rafionale in ferms of visibilily and the opportunifies
for image shift of the area, while they diverge regarding the
importance of the empowerment- and economic impact rafionales,
which reflects SOHO's posifioning  between integrafion  and
marginalization. The rafionales of the cultural policy of Manchester
and Futurekverything are corresponding, and thus reflect the high
level of infegration of the fesfival in the urban regime.

As seen in the model, the prevailing cullural policy rafionales of

5" More specifically from the Minisiry of Education, Arts and Culiure —Bundesministerium fur Unterricht, Kunst und Kultur
% Migrafion in Europe and Local Tradition (MELT) is a European project that strives to discover and celebrate the diversity of local communities, to give visibility to
their inherent creative potential, and to foster fransnational exchange and mobility of cultural players as well as intercultural dialogue and infernational collaboration.

hitp://www.meli-europe.eu/about.ntml
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Manchester, Copenhagen and Vienna belong fo C2, and poinfs
fo an approach fo culural development that, as Garcia (2004:317)
asserts, “fends fo be biased fowards the instirumental ends of those
in charge”. In this process cerfain acfiviies are privileged while
others are discouraged and marginalized (ibid.) Given that these
rafionales, such as economic development, branding and social
inclusion, generally have the sfructural strengths that the arts and
cultural policy sectors normally lack, particularly in ferms of political
salience and support, it is nof surprising fo find them in a dominant
position in policy ferms, while C1 adopts a secondary, confributory
position in comparison (Gray 2007).  However, as Sko-Hansen
(2005) suggests, the cullural policy proper rationales con be seen
as equally instrumental as the rafionales of C2, as all four rationales
“serve as means rather than goals in themselves™ (Sko-Hansen
2005:37). Her point may be seen as a crifique of a cultural policy
that are guided by compeling policy objectives, rather than realizing
that the potential lies in the dialeclic between the rafionales. As seen
infthe case of Denmark and Copenhagen, the competing objeclives
between the concemn with elife art forms on a national level, and
more popular art forms on a regional level limits the development
and existence of new, experimental and alternclive art inifictives like
Metropalis. In Vienna, the loss of didlectic between the rafionales is
ilustrated by the focus of the urban regime upon the social inclusion
and economic development objeclive, leaving lifle or no space for
the fesfival's own objeclives of social cohesion and empowermen.
These cases illusirate what Garcia (2004:324) points fo as “some
unsolved confradictions” and an “unbalanced relafionship belween
economic and cultural priorties in urban policy,” and how this make
difficult the operational condiions for heferofopic fesfivals that are nof
sharing the same rafionales as their hosk-cities. Thus Garcia calls
for “a more holistic and flexible understanding of cultural policy that
informs both the current nofion of an arts sphere, and the economic,
polifical, social, education and environmental spheres of ciies”
(Ibid.).

In other words, there is a need for a cultural policy model with room

for both the competing rafionales and dialectics in between them.
Thus, instead of the culural policies of the cilies being situated within
cerfain rafionales that may competle with ofher rationales, there is a
need for a joint sfarfing point that may place the cultural policies of
the cilies so that they may incorporate all rationales.

Skol-Hansen (2005) suggests that this might be a “superior”
expressive aesthetic experience rationale that sees art as experience
and not as an impact that can be measured™®. According fo Skol-
Hansen, the Experience ralionale supports “an ever-enlarging
arena of cullural forms” (2005:38) and provides an approach fo
cultural policy that has room for competing rationales as well as the

dialeclics between them.

Enlightenment
» Insight

» Knowledge

» Education

» Reflection

J

Empowerment Economic Impact

: Inclusion —> Experience {3 oo
« Cohesion » Recruitment
« Diversity » Job-creation

I

Entertainment
» Leisure

» Play

e Fun

s« Recreation

Fig. 26: The Experience rafionale in culiural policies, source: Sko-Hansen 2005

The results of PART | may be summarized as follows:

- FutureEverything has got a high level of infegration in fhe urban
regime, SOHO is in between infegration and marginalization,
while Mefropolis is marginalized by the urban regime

- The level of the infegration/marginalization of the feslivals in the
urban regime depends on the festivals’ correspondence wih
the cullural policies of the cifies

- C2 dominafes the rafionales of the cifies invesfigated

- There is an unbalanced relationship between economic and
cultural priorifies

- There is a need for a more holisfic understanding of cultural

policies

 For further elaboration on the experience rafionale, see Jensen (2003)
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“Cities are an immense laboratory of frial and error,
failure and success, in cify building and city design.
This is the laboratory in which city planning should
have been learning and forming and testing ifs
theories.”

Jane Jacobs (1961:6)

In the infroducfion | suggesfed a re-fhinking of fesfivals
underlining their potenfial to experiment with city spaces and
act as advocates for change. After having esfablished fthe
level of infegrafion/marginalization of the case sfudies in the
urban regime, the question that remains fo be asked is what
conseqguences fhe level of integration/ marginalization of the
festivals has regarding how fthe fesfivals acfually succeed in
challenging the established order by fesling our and developing
new and altfernative urban and culfural sfrafegies. This question
consliftutles the second part of my research questfion that | will
attempl fo answer in this part.

[willfirst (5.1) look af the funclions of the festivals as laboratories
of new and alfernative urban development sfrategies, then (5.2)
what polifical impacts these laborafories have had regarding
urban development, and finally (5.3) what conseguences these
impacts have had in turn for the acknowledgement of arfists as

legiimated stakeholders in urban debates.

5.1 Festival as lab

In line with the characterisfics of heterotopic festivals, the case
studies emphasize the funcfion of the festival as a laboratory,
festival-as-lab, where artists, architects and city developers are
provided with the opportunity fo collaborate in new constellations
and using fhe fesfivals as platforms for various participants for
developing new projects. The fesfivals themselves are forums fo
present and fest the various projects that have been developed

with parficipants in real-life situafions, by involving the users in

Fig. 27: "Here whilst we walk” project by Andrea Sonnenberger and Gustavo
Cirfaco, source: Clyridny

co-creation, experimentation and evaluation.

The festival-as-lab underlines the focus upon culfural production
as opposed fo being solely geared towards consumption. As
seen in PART [, the focus upon consumpfion has been prevailing
in current cultural policies since the 1980ies, and is linked with
fhe dominant C2 and insfrumentfalized festivals that offen focus
on visual affractions that make people spend money, and thus
furns parficipanfs info consumers, and participative, communal
engagement info mere consumplion (Quinn 2005). Thus,
Putnam (2001, cited in Quinn 2005:937) asks for an increased

participation in, rather than consumplion and appreciation of,
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culural activities. This inquiry can be linked to a call for a more
holistic perspective on the inferlinked processes of production
and consumption, suggesting fhat the cultural organization of
produclion influences confent (Pralt 2004, 2008). As Prall (2004)
emphasizes, production is not only suggesfive of creative and
innovative ideas, burt also of the condifions under which these
ideas are mobilized. The feslival-as-lab may be seen as
focusing on boththese aspects of production. Hence, the cultural
oufputs being produced are the result of collective innovation
by a number of participants whose participation is various, bur
linked fogether by the organizafion of production. According fo
Prait, creativitly in a vacuum is nof productive, ideas need fo be
applied and operationalized, and “he processes of making,
applying and operationalizing require iterative and heurisfic,
feedback and inferaction (learning)” (Praft 2008: 113). Thus,
he argues that cultural production and consumpfion should be
seen as part of the same process.

The fesfival-as-lab exemplifies that the festival framework is well
fitted fo accommodate these processes: It porfrays the inferaction
between the producers and consumers of culfure as if aims fo
produce culiure and have the culture consumed reciprocally,
creating feedback mechanisms where the consumers force
the performers fo provide them with what they demand, so the
consumers become acfive producers and vice versa (Cermona
2007, Waterman 1998).  As a resulr one may say fhat the
helerofopic fesfivals function as an inferface and place for both
production and consumption concenfrated in fime and place
(Waterman 1998).

The fact that festivals involve a large number of people faking
part in this experimental, playful activily of consumplion and
production, make fhem crucibles where new ways of doing fhings
can emerge and allernative urban development strafegies can
be developed and fested (Cermona 2007). Thus, it is important
fo have a look af what consequences the level of infegrafion of

the festivals has got for this function of the fesfivals in order fo see

5. PART II: FESTIVALS-AS-LABS

how the festivals actually manage to provide alfernative urban

development sfrategies.

5.1.1 FutureEverything-as-lab

FutureEverything is the festival of the three case studies that has
extended its “festival as lab” funclion the most by running year-
round innovation labs over 9 — 36 months as mentioned in PART
|. The oufcomes of these labs are projects like Open Data City
and OurCity that have been highly influential in the development
of new urban sirategies for Manchester.

Open Data City is part of the move towards “Smarter Cifies”,
that implies using fechnology fo improve urban life in terms of
providing services that are efficient, effective and susfainable,
and meef the needs of the people, in which FutureEverything
is a driver. As Hemmenf poinfs ouf (quote 24), it has gof the
most sfrategic and poliical impact thus far. The project implies a
move fo opening up publicly held datasefs on everything from
fhe location of buses fo census dafo, and enables cilizens o
inferact with the information that surrounds them as governance
is made fransparent and people are (re)connected fo the
democratic process (FutureEverything 2011). The pofenfial and
conseqguence of this move to an Open Data society is explored
ar the festival, for example through projects and exhibiions on
data visualisation fo make the area more accessible. The Our
City project is one example of these projects®.

Our City is based on a workshop with children from Manchester
Communication Academy, where their response fo e cify in
ferms of hopes and fears of it's fufure are expressed in a recorded
cify-four displayed in an installation presented af the festival. The
visitors of the fesfival are encouraged o engage in the insfallation
by localing their own view®' on the city through web, SMS or
mobile app.  These individual commenfs are collafed and
analyzed through the sysfem of VoiceYourView®, developed

af Lancaster University, and shared views and commifments

& For more information on Open Data Cifies, Smarter Cities and Our Ciry, see Infernel Sources
5"The comments do not have fo conform fo a fixed format so the analysis avoids reducing individual perspectives fo ‘mere’ stafistics the way a survey migh.
82A system developed at Lancaster University for collating and analysing fhousands of individual comments, reveal patterns of theme, senfiment and “actionabil-

iny".
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Fig. 28: Visualization of the Our City project, FutureEverything 2011, source: firebird 23

groupings are revealed. The results are presented o policy
makers, the population of the cify and festival-goers in a dafa
visualization and art installation in order fo feed back info social
acfion. The project aims fo show how the cily can be imagined
at all scales at once by combining individual perspectives with
sfafisfical insights. Thus, i suggesfs an approach fo urban
development where digital fools may enable mass participation
and citizen-led innovation by frying fo avoid wiping ouf individual
perspectives when seeing the city as a whole. Hence, cifizens
may idenfify themselves as active consfituents of Manchester,

not mere observers (FutureEverything 2011).

The influence of these projects on the urban development of
Manchesfer can be seen as a direct consequence of the high
level of infegration of FutureEveryhing in the urban regime. The
innovation labs are shaped around key themes developed in
collaboration with local government, universities, private sector
companies, local communities and contemporary  culfural
indusfries on an annual conference held in the framework of the
festival. Here, these actors are engaged in a debate on what
Manchester should be in the future in what Hemment poinfs to as
a free circulation of people and ideas, which connects people

at different levels, from grass roofs fo government and business

39



leaders, arranging their mulliple visions fo orchestrate images
of diversity fo speak for a larger whole (FutureEverything 2011).
A point of crifique in this regard, is that the feslival-as-lab
may reinforce the domination of cerfain groups/interesfs upon
others, as urban and/or cultural actors that are nof taking part
might be de-legitimized in the process of designing polifical
options conducling urban development. FuturekEverything has
become increasingly aware of this risk the last years (quote 25).
I has, for example, engaged Manchester Beacon for Public
Engagemeni®™ fo be sure fo reach out and involve different
acfors in the local community, including citizens thar cannof
afford technological devices. Hemment (2010b) underlines
the importance of engaging all acfors in the city in the urban
development process. This focus was further emphasized by
the Cily Debate, organized by FufureEverything in 2010, where
communities, businesses and slakeholders were invied 1o
discuss the future of Manchester. The call fo aclion at this debate
was thaf the future should be for everybody, leading fo the sub-
theme of FutureEverything: FutureEveryoody. The festival hos
thus also launched The Festival As Lab Toolkit (FALT), an open
source mefthodology fo make it easier for local communifies,
arists and other urban interesf groups fo make their own Festival-
os-lab projects (FutureEverything 2011, Fortune 2011). Through
fhese inifiafives the fesfival-as-lab fries fo encourage cultural
diversity by making ftheir work fransparent, which may lead o
an increased feeling of appropriafion, and by enabling active

involverment of local communities and stakeholders (Saez 2005).

5.1.2 Metropolis-as-lab

In line with FutureEverything, Melfropolis lab is a platform for
various participants for developing and fesling new projects fo
be presented af the festival. However, as menfioned, Davies
makes it clear that, as opposed fo FutureEverything, ifs strategic

urban level has not functioned at all (quote 2). One reason for
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this is that Mefropolis, as opposed fo FutureEveryhing, has gof
lifle resources fo use on the production and process-oriented
aspect of the fesfival in terms of workshops and conferences in
connection with Metropolis lab. This is linked fo the consequence
of Metropolis nof being an integrated part of the urban regime.
By being deliberately in opposition fo the urban and culfural
strategies of Copenhagen, Mefropolis precluded ifself from a
strategic partnership with the city, and was thus considered o
purely culural event in line with the rigid definiion of arfs fesfivals,
and nof as a forum for the city to gain new perspectives and
compefences regarding fthe development of Copenhagen
(quote 26/27). Hence Melropolis only gels support to present
concrete resulfs in ferms of what the city define as performance
works®, and not to projects such as fhe lab, which is relafed fo
for example architecture and urban planning (quote 28). This
can be seen in connection with the creative cilies discourse
that prevails the culiural policies of Copenhagen and fhat fends
fo prize cultural consumption over production as for example
infrasfructure is favoured over nefworks and fraining  (Prait
2008:109).

The city's perception of Metropolis was reflected in the media
where culfural crifics offen judged the interventions of Mefropolis
on the premises of a theatre performance and neglected the
festival's infentions of presenting new ways of inferacting with
public space. One example is the criigue of one of the main
atractions, Cirko da Madrugada, of the Mefropolis fesfival in
2007 by one of the biggest Danish newspopers, Poliiken. The
show gol one star our of six and fthe crific called it a flop and
asked how it was possible o invie "such a genuinely bad
circus performance fo town” (Theil 2007). However, the infention
of the performance was nof fo funcfion as a regular circus even,
buf fo create a shared identily in an isolated part of Cresfad
through a culiural activity (Gimbel 2007). Being judged on these
misleading premises, the public perception of Melropolis failed

fo acknowledge its aims of actively engaging in the configuration

83Manchester Beacon for Public Engagement is an organisation that explores and supports the ways that the activily and benefits of higher education can be
shared with, and informed by, the public. The Beacon facilitates sfoff, students and community groups to create a culture thar encourages public and community

engagement (hitp://www.manchesterbeacon.org/files/manchester-beacon.pdf)

%The festival gefs 2 mill DKK on a yearly basis from the city of Copenhagen on the condition that they present 5 infernational guest performances with 34 perfor-

mances a year.
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processes of public space in Copenhagen. On the grounds

of this perception of Melropolis, its fesfival-as-lob funclion wos

neither publicly recognized.

Fig. 29: Cirko da Madrugada in Orestaden af the Mefropolis fesfival 2007,
source: Mefropolis

5.1.3 SOHO-as-lab

One may say thaf the mixed level of integrafion of SOHO in the
urban regime has confributed fo the increased focus on the lab
function of the fesfival. By fighting the taking-over by the urban
regime and fthe public perceplion of being led by economic
imperatives as a fool for genirification, SOHO had fo acfively
engage in the debate and crilically go info the discussion of the
consequences of using art as a fool for urban (re)development.

Furthermore, as a resulf of the festival being recognized for ifs
potential for upgrading of the Brunnenviertel area by the urban
regime, SOHO was never looked upon solely as an event, as
was the case for Mefropolis. Rather SOHO was recognized for
s sfrategic potential and function by the urban regime. Thus the
lab funcfion of SOHO is important in order fo separate the festival
from the aims of the urban regime and add a criical aspect fo
their work, while af the same fime having the pofential fo influence

the palicies of the urban regime regarding the use of art in urban

development, and the challenges and responsibiliies that come
with the implementation of artistic work in social spheres (Zobl &
Schneider 2008).

5.2 Political impacts

As seen above, fhe funclion of the fesfivals-as-labs varies
according fo the different degrees of infegration of the fesfivals
in the urban regime. This part will have a look upon how this
influences the poliical impact of the festivals regarding urban

policies.

5.2.1 Open Data Cities

As mentioned, FutureEverything is the festival that has had the
most significant poliical impact as a result of its high level of
infegration in the urban regime and ifs extended festival-as-lab
function. The independence of FutureEverything made it an
organisation that could fake the risk away from the government
as it came from oufside the poliical system and thus could be
an infermediafe that the government could blame if something
went wrong. Addifionally, ifs neufralily made the government frust
the fesfival, as i was nof part of any poliical party with a hidden
agenda (quote 29/30).

FutureEverythingis leading the charge towards Open Data Cifies
in the UK and is funded by Manchesfer Innovation Investiment
Fund fo make Manchester the first Open Data City in the UK. As
Hemment poinfs our: “In other cifies around the world, such a
project would be led by the Mayor's office, and in Manchester
it has been led by an independent arts company” (Hemment
20100). Open Data Cilies has led fo many tangible oufcomes,
in ferms of dafa released, apps developed and media coverage
gained®, What is perhaps even more significant is the Greater
Manchester Datastore, DataGM; thaf was launched in February

2011 involving collaboration across all 1@ local authorities in

% Homepage: hitp://futureeverything.wikispaces.com/opendatacities



Greater Manchester. The project has a sfeering group gathering
every month that, according to a representative from Manchester
New Economy (Wain) “makes us speak with people we don't
normally speak with” (Martin Wain, M8:Q7) and are highly
beneficial in encouraging the different bodies fo share a focus
and work fogether. According fo FutureEverything there are now
even moves fo establish a EU wide Open Data Cllies project®.

In 2010 the Guardian did two supplements on “Smarter cilies,”
featuring FutureEverything in both of them and putiing Hemment
on fhe fronf page as a lead thinker in the field. According o the
general manager of FutureEverything being “on the forefront of
these two very poliical movements we are becoming important

and decision makers know who we are” (Joanne Wain, M2:Q6).

5.2.2 Lyslyd

Fven though Mefropolis did not succeed in developing a strategic
impact on the polifical level, it facilifated a project that did. This
was athree-year (2008-2010) project called Lyslyd (LighfSound)

fhaf focused upon innovation in relation fo light, sound and new

el Al

Fig. 30: "Passage / Works” creafed by Tﬁe arfists Armsrock as part of Lgngld, So
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media in public space. In line with FutureEverything the project
developed sfrategic parinerships, nefworking and co-creation
and shows what potential Mefropolis would have in providing
alternafive urban development sfrategies if it had been more
infegrated in the urban regime and followed similar sfrategies as
fhose of FutureEverything.

LyslL.yd made 10 municipaliies and 6 other partiners collaborate
on 24 urban development projects aiming of crealing new
experiences in public space for the cifizens through light and
sound, better conditions for light and sound businesses, and
making arfisfs key figures in the specific projects in public space
in order for them fo use their compelences in collaboration with
municipaliies and businesses (KIT 2010, Jorgensen 2010). As
fhe strategy consultant for culiure in Fredriksberg municipality
points ouf, Lyslyd managed fo creafe collaboration across
fhe different departments, such as the urban planning and the
cullure- and leisure department in the city councils (quote 31).
This collaboration has led fo a holistic and interdisciplinary

approach fo urban planning leading fo new perspectives upon

urban development (Jorgensen 2010). For instance, LysLyd has

urce: Wooster Collective

% Homepage: hitp://futureeverything. wikispaces.com/opendatacities
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coniributed fo integrating the sensory aspect®’ of public space
in fhe polifical arena as art and planning are joining forces
(Jorgensen 2010).

LyslLyd was inifiated by KIT, as part of Mefropolis Laboratory
in 2008, buf it was formally freated as a project separate from
fhe context of the festival. Even though the same people worked
on both projects, the separafion was necessary in order fo gef
hold of sufficient funding® (quote 32). While Mefropolis was very
much locked to presenting performance art in order fo fit info
the exisfing funding schemes for culture, LysLyd had easier
access fo other funding schemes such as the European Fund
for Regional Developmeni® as it was an independent project
with a business perspective focusing on innovation and co-
creation. As opposed fo Metropolis, LysLyd was, from the start,
developed in collaboration with the urban regime and a broad
range of sfrategic partners, which was crucial in order for it fo
gain the sfrategic impact that it did (quote 33).

The fen-year perspective of Mefropolis made the co-creation
with the urban regime hard, as it was difficult fo cope with by
pofenfial pariners (quofe 34). In order fo create conlinuity and @
solid base for interdisciplinary collaboration, it is necessary for
fhe government fo have the same employees working on fthe
different activities of the program (Jorgensen 2010) and this is nof
feasible during a fen-year process. Instead shorfer perspectlives
os that of Lyslyd and FutureEverything are beneficial in order fo
find new poinfs of departure for every project and thus making
the project an open source that is more accessible and open
for co-creafion work and partnerships. Davies admifs fhat linking
LyslLyd info Metropolis could be the key fo go forward with the
fesfival, bur as poinfed ouf above, this is a difficult fask due o
the rigid definions of arfs fesfivals and the funding schemes

resulling from these.

5.2.3 Kunst macht Stadt?!

As illustrated above, the polifical impact of SOHO s linked fo the
festival's crifical approach fo the use of arf in urban developmen.
SOHO puf the Brunnenviertel area at the cenfre of Vienna's
art world for two weeks every spring (Baldauf & Weingarier
2008) cliracting visifors and affention fo the area, and providing
an opportunity for an image-shift and changes in the public
opinion on the area that was offen deemed problematic (Zobl
& Schneider 2008). The success sfory of the increase in public
inferest and investment in the area, affached fo the festival by
the Chamber of Commerce, conifributed fo the urban regime
increasingly recognizing the potential of the use of art in urban
development. This is exemplified by the sfudy “Kunsf macht
Stadr?!™ inificted by the cify of Vienna in 2009, as a collaborafion
between the urban planning department™; Vienna housing
research’’ and Deparment7’2. SOHO forms the base of the
sfudy thar deals with the inferrelation of city and art in terms of the
effects art projects has on urban sfructure, and what conditions
determine art's impact on urban planning. As Rode, who was
part of the project team doing the study, poinfs out, the initiative
fo do this study illustrates that the city of Vienna was aware of
fhe value of having an inferaction between urban planning and
artists. Rode questions whether the city authority was aware of
what this inferacfion might mean for urban development prior fo
fhis sfudy. The use of art in urban development had become oo
popular and not enough critically discussed, as the solufion fo
any problematic sifuation in the ciry seemed fo be making artisfic
inferventions or establishing creative clusters there (quote 35).
One example of this is the idea of the authorifies fo move SOHO
fo another deprived neighbourhood with similar socio-economic
sfructure as fthe 16th disfrict in the hope that It would go through
fhe same upgrading. The idea reflects a lack of understanding
of the importance of the processes through which fesfivals

become installed info the urban fabric (Sharp el al 2005). As

5By this | mean the emational life of the city, the effect of the physical environment on well-being and an understanding of how culfure drives the shape and life of a

place.

% igthSound got significant funding on 11 mill DKK from the EU (European Fund for Regional Development)
&From which the project received over 50 % of their tofal budgetr of 22 mill DKK (KIT 2010).

0 Stadfenwicklung und Stadtplanung
" Wohnbauforschnung: Responsible for funding housing
?Responsible for arfist projects
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Stevenson (2004:125) points out, the cenfral assumpfions in this
regard are not abouf using the arfs or culiural acfivily fo achieve
social cohesion, but are concerned with social confrol, place
management, and the achievement of conservafive forms
of ciizenship and community. Schneider, who had nof been
informed about the idea fo move the festival fo another area, got
quite perplex when she found ouf and was in clear opposition fo
fhe idea (quote 36).

Thus, an important aspect of SOHO was fo raise questions
abour how the festival connects with the different actors and
factors involved in the planning process and how personal
relationships play a role in space (Krasny 2008). In this regard
the festival especially encouraged socially and  polifically
committed projects, which concenirafed on the specific
implications of the neighbourhood, such as protorypical sociefal
problems. Furthermore, there were talks from experts on themes
as “Art Projects and City Development”, “Art in Social Space”
and “Art as a Paliical Practice,” rising crifical questions such as
What does upgrading mean? and What is the responsibility of
the arfist in this project? (quote 37). From 2011 the sfructure of
SOHO is changed so that the festival fakes place every second
year, with focus upon these falks in the years in between, similar
fo the sfructure of Melfropolis. According fo Schneider, the new
sfructure will help her concentrate more on the content of the work
of fhe festival ™,

The impact of the previous falks in the confext of SOHO can
be seen in “Kunst macht Stadf?!” that, based on the case of
SOHQO, argues that art should nof only be perceived as a resulr,
bur also as process, concept and infervention, and hence that
art projects like SOHO are so dependent upon the inifiators
and their personal relafionship with and nefwork of the different
stakeholders and actors in the localiy, that it wouldn’t work
fo just move It fo another place (Rode ef al 2010). The study
concludes that art projects, in order fo come info being, need the

backing of polifics and administration, and thaf lack of funding,
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precarious working condiions and self-inferests of sponsors
making demands on the artists may impede the work of the
festival (Ibid.).

5.3 Legitimacy of artists in urban policy debates

As exemplified above arfists may have an important function
in the urban development debate. Futurekverything's OurCity
project exemplifies how artist may help create channels of
communicafion between different inferesfs and have the
capacity to enable people fo discover their own ideas and fo
find ways of expressing them. Moreover, arfisfs bring in valuable
perspectives to the development debafe, such as sensuous
aspecfts of the cily-experience, as exemplified by the LyslLyd
project. Thus, as Landry & Brookes (2006) argues, artists brings
info the planning discourse relevant ideas, ways of thinking or
proposals, which do nof normally feature in the sfandard urban
planning framework. However, as Landry & Brookes also poinfs
ouf, arfists have a hard fime justifying themselves whether as
professionals engaged in urban development or as practiioners
at all. Hence, an important question fo be asked in the context
of this research is whether artists have gained a (sfronger) voice
in fhe development debate due fo the varying legiimacy of the

case-study festivals?

73 Private mail correspondence with Ula Schneider
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Fig. 31: Bodies in Urban Space by Willi Domer Source: Mefropolis

5.3.1 Access to (and) experimenting with public
space

Common for allthree feslivals is thaf they provide the parficipating
arfists with an access fo public space that they would have a
harder fime gelting if they were nof part of the festival. Due o their
long experience in working with and in public space, the festivals
have got a long-lasting relationship with the public authorities in
charge of permissions fo do inferventions in public space and
fheir routine in applying for these permission makes it easier for
fhe arfisfs o access public space, than if the artists were fo apply
individually (quote 38/39/40).

This easier access o public space combined with the loose
curaforship of the fesfivals due fo their emphasis upon cultural
production, has made i easier for the arfisfts fo experimenr and
make pilof projects. One arfist fells abour how her project *Jungle
Strings™’* was developed during Mefropolis lab (quote 41), and
has now been fouring fo several Danish cilies affer being a part
of the Mefropolis festival. Schneider emphasize the importance

of SOHO being “a forum for self-commissioned projects”

Fig. 32: "Jungle Strings” creafed by Karoline H. Larsen af Mefropolis lab.
Source: Credfive Acfions

(Zobl & Schneider 2008: 105) that provided the freedom for arfists
fo fry and do what they had wanted fo fry for a long fime. And
Hermment poinfs our that FutureEverything invites artisfs fo “play
with the DNA of the cily” as the festival collaborates with the
aurhorities in control of public space, and thus could provide an

easy access fo public space around the city (quote 38).

5.3.2 Networks and acknowledgement

In addifion fo, and also maybe as a consequence of, having
greater access to public space and the freedom to experiment,
the artists enjoy greater publicily and acknowledgement from the
different urban stakeholders by participating in the festivals. Arfisfs
state that participating in FutureEverything raised their profiles os
arfists and helped them reach out fo a broader audience (quote
42/43). Furthermore, the artists gained the backing and official
recognifion of a professional sociefy”, as well as opportuniies
for networking and collaborations with national and infernational
arfists, by being a part of the research and innovative framework

of the fesfival.

" Jungle Strings” was a project that placed a patch of handmade strings, sfrong enough fo carry aduls, criss-crossing public space. Anyone who felr like moving
and weaving fo further develop the Jungle could participate. (hifp://creativeactions.com/790/guerilla-jungle-sirings-norrebro-markel-square-copenhagen/)
> The FutureEverything Award can be seen as an important step in facilifating this recognition. The award celebrates creative projects that offer a new and unique

way o experience or see the world. It offers the winner a
public nationally and internationally, as well as new partnership opportunifies.

10,000 cash prize, the FutureEverything Trophy, infroduction fo the network of sfakeholders and the wider



As Mefropolis is nof an infegrated part of the urban regime, It is
harder for them to provide the arfisfs with the same opportunities
for partnerships and recognifion as FuturekEverything. The arfist
Karoline Larsen points ouf that the lack of confinuity in the labs is
one of the problems in this regard. According fo her, one week of
nelwork-meelings once a year is nof sufficient in order fo build up
sufficient networks’, Furthermore, Melropolis lab and the festival
should be more closely integrated. It is for example nof given that
the artists parficipating in the lab, also participate in the fesfival.
Thus the inferface between the producers and consumers, which
is making the more academic debates of the lab more fangible
by festing it oufin real life, is lost. In furn this may be a contributing
factor to Metfropolis being perceived solely as an event where the
performances fend fo be misundersfood by ifs audience.
SOHO emphasizes the social aspect of an exchange between
arfisfs as an important facfor. Schneider underlines the fesfival's
low-key approach and open curatorial directions that make sure
local actors are not excluded because they don't fulfil “neutral”
arfisfic expectations (Schneider 2008). In doing this Schneider
fries to counter the crificisms of using art in urban development
that artists fend to be “shipped in” and therefore having litfle
knowledge of the communifies with which they are working
(Sharp et al 2005). Furthermore, this refers o the general crifique
of the use of arf in urban development that “presumes fthe fask
of demacracy is to selfle, rather than sustain conflict” (Sharp
ef ol 2005: 1004). As Sharp ef ol and Makre (quote 44) points
out, the role of public art should be fo encourage the sound of
confradicfory voices thaf represents the diversity of the people
using the space. SOHO can be seen as facilifating a space
for this diversity and thus provides the urban regime with the
opportunity fo discover new ways to use the arts and arfisfs os
a vehicle for convening diverse groups of fellow cifizens. Thus,
fhe fesfival advocates increased participation in, rather than
consumption of, cultural activiies as an imporfant way o reignife

collective endeavour and resfore civic engagement, as opposed
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Fig. 33: Sound workshop organized by SOHO, source: AK Wien Kultur

fo the social inclusion logic and ifs economic perspective thar

favours the latter.

5.4 Results and discussions PART Il

When concluding on PART |, | called for a holistic perspective on
cultural policy, which identified competing policy rationales as
making difficult the operafional conditions of heterotopic fesfivals.
This callis linked with the need to reconsider fwo ofher compeling
policy rafionales; that of consumption and production, that are
important facfors in the call for a more holisfic culfural policy.
According to my framework model, the focus on culural
consumplion is, as already menfioned, linked with C2, while
cullural production is linked with C1 and s enlightenment
rationale, where arfistic production is regarded as both a product
and an expression of crifical thinking and reflection, which
foster the development of a mature, criical and democratic
individual (Dahnke 2005). Garcia (2004) identifies an “economic
development dilemma” which poinfs fo fthe difficull balance

between slimulafing culiural  consumpfion and  supporting

78 Private mail corespondence with Karoline H. Larsen
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culural production. This is reflected in the case of Metropolis,
where there is a lack of balance between budgefing for activity
that would be presented during the fesfival and invesfing in the
conditions that would allow further activity fo be produced and
distributed through Mefropolis lab. According fo Garcia (2004)
and Pralt (2004) this dilemma lays not so much in an opposition
between investing in consumplion and investing in production,
as in a reconsideration of how fo approach either of these
investmenrs as interlinked processes.

A common criique of the consumption perspective is that
fhe aspect of the festival “of the people and by the people” is
all foo often neglected or ignored (Waterman 1998:58). Also,
in line with-a major criique of Florida's creative class (see i.e.
Praff 2008, Miles & Paddison 2005), It is offen dependent on
imported creafive capifal, implying serial production and limifed
accessibility for those individuals that are less mobile and has
gol a low(er) financial capital (Richard & Wilson 2006). In order
fo avoid this, Garcia (2004) and Praff (2004) asserfs that cultural
investment must not merely be seen as a matter of importing
world-class products, but rather as a way to facilifate the creation
and production of local culiure based on home grown capital. As
illustrated, the festival-as-lab as an interface between production
and consumption is important in developing this home grown
capital. But, as reflected in the case sfudies, the function of the
festival as this inferface depends on the level of infegration of the
festival in the urban regime.

As FutureEveryhing and LyslLyd exemplify, a high level of
infegration in the urban regime gives the festivals access fo
home grown creative capifal through a broad range of sfrafegic
pariners fthat makes it possible fo establish co-creation across
different governmental departments fhrough a shared focus. The
resuling projects have proved influential in providing altfernative
urban development sfrafegies in the form of a holistic and
inferdisciplinary approach fo urban planning, and a focus on

connecling people at different levels in the planning process.

This approach risks excluding cerfain groups that do not take
part in the festival-framework, and thus require inftiafives aiming
fo reach ouf o these communities and acfors as well.

The mixed level of infegration of SOHO points fo a more subfle
impact in ferms of being able fo crifique current sfrafegies, and
at the same fime being faken info account as a valuable inpuf
by the urban regime, and not being depreciofed as solely an
event as Mefropolis. Thus, as manifested in the study “Kunsf
macht Stad!?”, SOHO managed fo pose an allernative fo the
social inclusion objectives of the cultural policy of Vienna, by
exemplifying the importance of local acfors, participation in the
local cultural activities and being a forum for a diversity of voices.
The case of Mefropolis exemplifies how a low level of infegrafion
in the urban regime impedes a proper carrying ouf of the
production aspect of the festival, and ifs funcfion as an inferface
between production and consumpfion was losh. Thus, fthe
festival was perceived solely as an event and the co-creation
with the urban regime and sirategic partnerships became hard
fo establish.

As Waterman concludes: “a successful fesfival involves the
active processing of cullure” and is “therefore much more than
just an evenf to be mapped or judged by ifs impact on the
economy, just as ifis more than a place for offering commodities
on a market” (1998:63). Helerofopic festivals emphasises this
potential of festivals, bur as shown through my case studies the
polifical impact of this potential is dependent upon a cultural
policy fhat, in line with the conclusion reached in PART |, realizes
that the potential lies in the dialectic belween different rafionales,

in this case between consumption and production.
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6.1 Final conclusion

In the present thesis | have addressed current imbalanced
conceptualisations of arfsfestivals within urban policy frameworks.
The research has been guided by a research interest in the
degree of infegration or marginalization of heferofopic fesfivals
in the urban regime, and how this affect the former’s operational
condifions andimpacton urban development inferms of creating
alkernative urban and culiural sfrafegies.

The research was based on case studies of three heterofopic
festivals representing varying degrees of infegrafion in fthe
urban
(Copenhagen) and SOHO (Vienna).

A disfinction was made befween

regme: FutureEverything (Manchester), Melropolis
insfrumentalized and
heterofopic fesfivals. This was done in order o cafegorize the
case sfudies as alfernatives fo the dominant insfrumentalized
festivals that fend fo view fesfivals as economic assefs, and
does nof recognize their pofential fo experiment with new and
alfernative urban development sfrafegies. A model illustrating the
relafions between implicit and explicit cultural strategies, culural
policy proper (C1) and culiural policy as display (C2), was
made in order o place the case sfudies in an overall framework
of cultural policies and from this analyse their level of infegration
in the urban regime.

PART I outlined a confextual understanding of the national and
local culiural policies in which the case studies are situated. The
analysis shows thaf there has been a general move fo C2 on
both national and local levels, implying a convergence of the
fradifional C1 rafionales of enlighfenment and empowerment
with the now dominanf economic impact and enterfainment
rationales. The analysis points fo how this convergence may
lead fo compeling policy objectives and loss of dialecfic between
the cultural policy rafionales, making difficult the operational
condifions for heferofopic feslivals that are not sharing the same

rationales as the cities in which they are located, i.e. Melropolis

6. CONCLUSION

and SOHO. Based on this analysis the degree of infegration
or marginalization of the case sfudies in the urban regime was

esfablished:

= FutureEverything: high level of infegration
= Mefropolis: low level of infegration

= SOHO: mixed level of integration

Considering fhe insfrumental approach o cullure and arts
in Brifain, it was surprising fo find that FutureEverything shows
the highest level of integrafion. This can be explained by fthe
encouragement of innovation and experimentation that was
enhanced by the increased focus on the sfrategic significance
of art and culture in Brifish cultural policy. FutureEverything fook
advantage of the openings this focus provided for their work in
ferms of developing sfrafegic partnerships, and year-round labs
based on fechnological and artistic innovation. By convincing
fhe urban regime of Manchester of the cily's and fesfival's
corresponding cultural aims and visions, the festival developed
a high level of integration in the urban regime.

In Denmark, on the confrary, regionalization and increased
ferriforial compeliion put a focus on the elife art forms on a
national level, and more popular arf forms on a regional level,
leaving lifle or no space for experimental art iniliatives  like
Mefropolis. Moreover, Mefropolis was af odds with the culfural
policy of Copenhagen by challenging ifs aim of branding the city
as the leading melropolis of Northern-Europe, and rather wanted
fo emphasize the infimate qualifies of the city. Thus Melropolis
was marginalized by the urban regime, as it was solely looked
upon as an event and not as a sirafegic parmner of the city,

The mixed level of infegration of SOHO reflects how the urban
regime fried fo take over the aims and visions of the fesfival
and replace them with their social inclusion and economic
development objeclives as they regarded the fesfival as an

effective fool for an economic “upgrade” of an area suffering from
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alack of investment. In order fo keep their own objectlives of social
cohesion and empowerment of marginalized communifies, the
festival positioned ifself critically fo the objectives of the urban
regime and thus distanced themselves from them.

These analyses show that the infegration or marginalization
of the fesfival in the urban regime depends on fthe feslivals’
correspondence with the prevailing culiural policies of the cifies.
In order fo beffer the operafional condifions for heferotopic
festivals, there is therefore a call for a more halistic culiural policy
framework with room for both compefing rafionales and the
dialectics between them.

In PART Il the functions of the fesfivals as laboratories were
examined in order fo defect the fesfivals’ impact on urban
developmentinterms of new and alfernative strafegies, according
fo the level of integration or marginalization. IF is argued that the
function of the fesfivals-as-lab is crucial in order fo develop and
fest out new and alfernative approaches fo urban development,
as it facilikates an interface for both production and consumption
where new ideas might be applied, fested and operationalized
among a wide range of participants. The fesfivals-as-labs was
idenfified as important for countering the dominant consumpfion
approach in cultural policies that favours imported creative
capital, with a production approach that develops home grown
capital.

The key factor that was identified in order fo make the fesfivals
function as labs, was fhat the urban regime recognized the
festival as aforum where the city may gain new perspectives and
compelences. IF was shown fhat this recognifion depends on the
infegration of the festival in the urban regime: In the case where
fhe fesfival was marginalized by the urban regime, represented
by Mefropalis, Ifs funcfion as a lab was not recognized, and
co-creafion and sfrategic parinerships with the urban regime
was hard fo establish as the fesfival was perceived solely as
an event. A high level of infegration in the urban regime, on

the other hand, provided a broad range of sfrafegic partiners
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making possible co-creation across different governmental
deparments through a shared focus, as represented by
FutureEverything. The resuling projects proved influential in
providing alfemative urban development sfrategies in the form of
a holistic and inferdisciplinary approach fo urban planning and
a focus on connecting people ar different levels in the planning
process. Being in between infegrafion and marginalization, as
was the case for SOHO, enabled the fesfival-as-lab fo funcfion
as a critical forum where current sftrafegies were crificized and
allernatives were posed, and faken info account as valuable
inpuf by the urban regime.

I was also shown that the varying level of integration of the
festivals affects the legiimacy of the artists in the development
debate. The festivals provide the participating artisfs with easier
access o public space, greater publicity and acknowledgment
from urban sfakeholders and fthe professional  society,
opportunities for experimentation, the making of pilof projects,
as well as networking and collaborations with national and
infernational arfists. However, 1t is illustrated that the maximum
yield of these benefits for the artists depends on the confinuily
of the labs and a close integrafion of the labs and the festival
rself. These aspects were well developed in FutureEverything,
the festival with high level of infegration in the urban regime, while
they were poor in Mefropolis, the marginalized fesfival, thus if
was hard for the artists in the lafter fo develop a broad range of
parinerships and recognition.

I was concluded fthat reconsiderations of culiural production
and consumption as interlinked processes are important facfors

in the call for a more holistic cultural policy framework.

6.2 Further development

Differences between the festivals in ferms of numbers measuring
the length of the festival period, budget, audiences and local/

global scope have not been explicilly freated in the present thesis



due fo Its limited scope and the fact that these aspects were
considered less relevant regarding my research guestion and
focus, than the heterctopic aspects of the festivals. Nevertheless,
this represents a limifafion in the comparison between the cases,
and | would therefore suggesf an analysis of these aspecfs of
the festivals and their influence on the festivals' level of infegration
or marginalization in the urban regime, if the fopic is fo be
developed further.

Furthermore, the case sfudies of this research cannol be seen
as representative for or generalized to all helerofopic arts fesfivals;
fhe infegration of each festival in the urban regime is dependent
on individual characteristics. Nevertheless, the research points
fo some issues and recommendations, which should be
considered regarding fufure research and development of new
culural policy frameworks. Below | will bring in these issues and
recommendations, according fo the different acfors fo whom

they are addressed.

Policy makers

The research poinfs fo the need for implementing a holisfic, non-
insfrumental cultural policy in order fo oplimize the operational
condifions for heferofopic fesfivals. This call implies the following
recommendations and needs:

- The need for « rafion across the differ arrmer
in the City Council, for example the planning and culfure
department, as the complexity of the work of heferotopic fesfivals
and the use of art in urban development requires infegral and
infegrated instfruments for action that can go beyond classical
departmental sfructures.

- Mobilizing the city's own cultural by connecting
resources and potentials insfead of copying models developed
elsewhere.

- Investing in production and the development of artistic and

liural compelences, andnof only finished results and individual
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projects. Barcelona is an example of a city that has implemented
the promotion of cultural production and development as a
singular policy in their Strafegic Plan for Culiure in 2006.

- Adopfing a long-ferm funding for developing
compelences, collaborafions and projects. The three-year
funding of FutureEverything shows how long-ferm funding helps
developing the leverage of the festival in ferms of year-round

digital innovation and a broad range of strategic parmners.

Artists/festival organizers

Arfists and festival organizers naturally have their responsibility in
order fo belter their own operational condifions. This responsibility
implies the following recommendations:

- Engage polential partners early in the in order fo
enable them o see their place in the project and facilifate good
communicafion and mutual understanding befween the acfors
involved.

- Make the work of the feslival fransparent by making visible the
effort that is required o organize the festival, which is normally
hidden from

other than the fesfival organizers. Making this work visible, may
open up for parmnerships and collaborations, as exemplified by
FutureEverything's year-round innovation labs.

- Have sfructured an -defined \cepfs and visions that
are communicated fo potential partners so that the festival
is recognized as a forum fo gain new perspectives and
compelences. A crilique of artists and arfs organizations is that
they fend fo hide behind their arfistic freedom and behaviour,
making it hard for potential parners fo undersfand the arfistic

projects and also for funders fo support them.

Research
A cenfral question for further development and research is how

fo provide a halistic approach fo cultural policy? This question
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implies two important further questions:

- How may the experience rationale confribufe o a holistic

cullural policy?

The suggestion of the fifth rafionale of experience needs o
be further developed, defined and discussed in the context of

culural policy in this regard.

- How fo evolve new frameworks for the evaluation of the quality
of content faking the context of arts production and performance,

and nof only economic imperatives, info consideration’?

Developing the concept of experience as a way of evaluating
the work of heterotopic fesfivals may prove useful here, as i sees
art as experience and nof as an impact that can be measured.
Inferviews conducted in Manchester, Copenhagen and Vienna
underlined the problems with present evaluation criteria of the
festivals; city authoriies demands measurable resulfs such
as financial and audience number, neglecling the production
aspect of the festivals as well as what it meant for the public
fo participate as this cannot be measured in numbers. Thus
guaniitative and qualifative indicators of experience on the level

of heferofopic fesfivals need fo be consfructed.

6.3 Final remarks

My hope is that the present research has helped proposing a re-
thinking of fesfivals as Heferofopias with the potential fo experiment
with city spaces and challenge societal understandings about
what conslitutes appropriate and accepfable culiural and urban
spaces and in the process act as powerful advocates for

change. As Foucaulr (1997:356) concludes:

“In civilizations where [Heferofopia] is lacking,
lace of

rivateers by the police.”

dreams ¢ the |

Iry up, espionage fakes

aaveniure

.andp
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1. LIST OF PARTNERS — FUTUREEVERYTHING
(source: http://2010 furureeverything.org/partners)

Paul Hamlyn Foundation
Arts Council England

British Council

Manchester City Council
ImaginationLancaster
Lancaster University
NorfhernNer

Experimentality
Transmediale Festival

Star and Shadow

Sound and Music

Open University

Manchester Business School
Manchester Science Festival
Manchester Digital

MadLab

MADF (Manchester Architecture
and Design Festival)

MA NET
Larkin About
Fab Lab

ERDF (European Regional
Development Fund)

EASA

Distance Lab

Cube

Cornerhouse

Chinese Arts Centre
Castlefield Gallery

British Computing Sociefy
Boomkat

Blank Media Collective

Beacons For Public
Engagement

Band On The Wall
Kiosk

Source Creative
Barefoof Wine
Blitz

Kopparberg

City Inn
Northwest Vision and Media
Fufureworks
Contact Theatre
Motherboard

Manchester Digital
Development Agency

MIDAS

BBC

TAPE

Thehive

FACT Magazin
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2. LIST OF SPECIFIC INTERVIEW QUOTES REFERRED TO IN THE
CORE TEXT

Quote 1;
Ula Schneider (V1:Q1): "From my personal point of view | had a feeling that artists
doesn't collaborate a lof, so I thought I would be a good thing fo have a space

where arfists could show their work and collaborafe more.”

Quote 2;

Trevor Davies (C1:Q3): “Relafionships where hard fo build up in that level. I also
has fo do with the nature of the organisation. If is seen to be an individual
organisation, and not a sfrafegic partner for the city ar all. We were a far oo low

level for the city to work with.”

Quote 3;
Monika Mokre (V11:Q6): "And what is also inferesting: The city puf a lof of money fo
the arfs, buf the ofher cifies of the provinces don't. So the sfafe is the main financer

in spife that I is supposed fo be dealr with in the provinces.”

Quote 4:

Julian Tair (M4:Q6): “Head of the Open Data Cities project af FutureEverything:
Manchester had a sfrafegy and Fufurekverything had an idea of where things
should go, and these were corresponding more and more and became two similar
paths. (...) So the two paths have emerged and the cily worked more and more

closely with the organisation fo implement the sirategic agenda.”

Quote 5;

Margareth Stephenson (M7:Q1): “In the case of FuturekEverything it has gof a pillar
event sfafus, which is an agreement fo fund the event for a three year period that
allows the organisers fo leverage in to additional funding because the Arfs Council
look favourable on organisations that has got this agreement with the City Council.

We ask the festivals and events fo fulfil and fell us how they meet a lof of criteria’s
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that we (the Cily Council) in Manchester value. FufuerEverything is very successful
in bringing investment info the cily. So they are very adapt generaling an income,
so from that point of view we have an event group and we always look favourable
on evenis thaf bring in a good amount of invesiment. We are also looking for
something thal complies with our culfural ambition plan, being for example culfural

distinction efc.”

Quote 6:

Julian Tait (M6:Q7): "The Art Council finds FutureEverything interesting because this
won't exist if it didn’t come from an arf focus. The thing with art is that It allows you fo
look af things in a different way. The whole innovation could nof come from
anywhere else. The idea of looking af some things and imagining the pofential

oufcomes. And that fakes a lof of creativiry.”

Quote 7;

Margaref Stephenson (M7:Q3): “[Futurekverything] is very much representative of
atfack brand sfuff abouf new fechnologies like digital arfs. Ir is a brand as a fesfival
fhat is synonymous with Manchester and It affracts infernational speakers efc. (...)
The reason why we have been nurfuring I is that If is geling more and more
investment from other sources and ftherefore we regard I as a success sfory for

Manchesfer.”

Quote 8;
Andy Brydon (C7:Q6/7): “In poliics you need fo approach with an object saying
fhat you are doing it for them, to fif their aims —then they have an easier job justifying

why they signed thaf check.”

Quote 9:

ACE (2010). "In Manchester, figures from this year's Futurekverything fesfival revedl
thar it reached 50,000 people across 40 venues, with 15% of delegates coming
from oufside of the UK, and 660,000 unigue visits online, once again affirming the

festival's huge draw as a key destination for all things digifal.”
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Quote 10:
Andreas Lieberoth (C7:Q7): “We wanf fo create growth and life qualily. Creafive
industries are growth, just as in Richard Florida. (...) His basic principles are the

base of our work. *

Quote 11;

Trevor Davies (C1:Q13): "As an art organisation we are not allowed fo do anything
else than art. You have the city fo do popular festivals and the state fo do art, and
this division limits us. (...) the funders look af you as somefthing thar doesn't fif with
whaf you do as you are really something else. (...) you cannot expand what o
cultural insfitution or a festival is, then they say you have o fry again. Bur we don't

dare fo do that as we are already locked in a box.”

Quote 12:
Hans Kiib (C9:Q4): “[Mefropolis] push the municipality away by falling foul of- and

nof sharing their visions” (author’s franslation’).

Quote 13:

Trevor Davies (C1:Q13): "Melropolis and the Light and Sound project are hwo
different scenarios and produce different results. And the work with the Light and
Sound project generates not only thaf local authoriies now are designed fo work
fogether on urban space for the next five years, if is also sef up an association of
light producers. So this project has really worked, which is inferesting. In thaf we
had the same role as Metropolis, buf in addiion we had the sftrength of having the
nefwork support. As opposed o Melropolis, this project was nof threatening for the

cifies and ofher authorities, we were nof challenging their ways of doing things.”

Quotle 14/15:
Hans Kiib (C9:Q2): “II's hard because [Mefropolis] chose to be avanf-garde. (...)

Metfropolis is for a narrower group of people” (author’s franslation?).

1 Original quote: "De skubber kommunen fra seg ved & veere pd kant og ikke ha de samme
visjonene som kommunen har.”
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Dorte Skot-Hansen (C10:Q9): “One of the challenges of Mefropolis is fo spread it
our and creafe more popular evenrs. (...) Both PR and the locations of the fesfival is

more avant-garde” (author's franslation®

Quofe 16/17:

Trevor Davies (C1:Q8): “[T]he idea thaf fesfivals has to be mainsfream and
enfertaining ... can't gef us very far. I'm not saying that it can’t and won't be more
popular, bur iris important fo keep I in balance. ... [The festival] is a fesfing ground
and If defeafs ifs own poinfs fo do a grand opening, if would be schizophrenic. If
has o be in keeping with the event.”

Katrien Verwilt (C2:Q6): “[The municipaliiy] is more wiling fo support if a lof of
people are parficipaling af the opening of the fesfival —and of course fthat is
important- bur these are projects that are more like events. I has nothing fo do with

urban development” (author’s franslation?).

Quote 18:

Trevor Davies (C1:Q2): "We remain an independent project with the freedom, but
then you have a sfafic financial backing. Our financial sifuation has stayed the
same for the whole period of Mefropolis, which is not a favourable situation as his

is very low.”

Quote 19:

Monika Mokre (V11:Q7): “[T]he promotion of creative indusfries is completely
different from subsidising the arfs. (...) [I]f is related o the fact that smaller cultural
inifiafives fight harder and harder for money. (...) You have the flagship insfifutions

that you cannot fouch, buf the small initiatives have to close down. So the money

? Original quote: "Det er vanskelig fordi KIT velger & veere avant gardister (...) Mefropolis er for en
mer snever gruppe”.

: Original quote: "Det er kanskje en av uffordringene il Mefropolis, det & bre der ur og skape mer
folkelige events (...) b&de PR-messig og de sfeder def har foregdit er mer avant garde.”

‘ Original quote: "De gér ogs@ mer inn hvis det er mange mennesker til en &pning av festivalen -og
det er ogsd viktig-, men det er prosjekter som blir mer som et event. Det har ikke noe med
byutvikling & gjore.”
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goes fo cultural industries and nof small culiural inifiafives —this is a sign of

commodification.”

Quote 20:

Ula Schneider (V1:Q5): “[T]he polificians like our projects because for them it is
also a plaiform they could use. We Iry to keep a distance, but if is not so easy
because they know that the projects we do doesn't cost so much so they ger a lot
of ourput. However, we fry fo argue haf the oufpur is great, bur what flows back o

us is foo lifle.”

Quote 21:

Karin Rich (V4:Q3): "[SOHO]is a part of the European URBAN program that has as
IIs goal to improve infrastructure in European districts thaf had been abandoned in
the last decades. (...) The idea of Soho Oftakring came ... in relafion fo all of the
emply shops in the area. So the idea was fo put arfistic work in the empty shops for

some days and fo have open-air events by artists.”

Quote 22:

Philip Rode (V5:Q5): “[Schneider] had a lof of sfruggles to fight and arficulate
against ofher interests, in order fo keep her vision clear: her project is her project.
With the success many actors like the chamber of commerce, the urban renewal

office and the polificians come and say that this is our festival.”

Quote 23:

Ula Schneider (V1:Q13): “And | think if is imporfant -and fhat is where the
municipalily have problems- that we are a grass roof project. Our projects are
pottom up, while the municipalily want fo implement something fop down. And that

doesn't have the same effect. And then you lose the motivation f00."

Quote 24:
Drew Hemment (M1:Q3): “I would say that the main confribution [to the urban

development of Manchester] is the Open Dafa Cily. You can say fhaf
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FurureEverything work on two levels. On the one as a culiural desfinafion, but also
on the other the feslival as lab —the fesfival as a fesfing ground. | think the mosf

valuable level is in creating the eco system and connectivity (...)"

Quote 25:

Erinma Ochu (M12:Q6): "When [FufureEverything] link to people who us who want
fo involve in the local community they fry to reach out. One of the project managers
was working with us making fhese things and he also worked for FufureEveryting.
There are links between people in Manchester. There are these nefworks of people
working fogether. Because our value is involving local people, if provides an
opportunity fo do this. And part of the thing for me is somefimes you can perceive if
as somefthing not that accessible, people cannof afford fechnology, so we could

help with reaching audiences they may nof reach.”

Quote 26/27:

Pia Allerslev (C4:Q7): “[Mefropolis’ sfrength regarding urban development] is heir
qualily -thaf they challenge the experience of going fo the theafre, and gef the
audience fo be more reflective and interactive regarding going fo the theafre”
(aurhor's franslation®).

Erik Skibsted-Hey (C8:Q14): “One may say that one of the challenges is fo be
perceived as solely an event. Metropolis is good af this, buf what they should be
good af is geffing involved in more long-term projects. Use 25% of their economy
on longer-ferm projects —thar would be beneficial. And manage more sirategic
parfnerships. LyslLyd shows that this is possible, here they really managed fo
generate funds, several millions | think it was. So this is the way to go for Mefropolis:
establish more sfrategic partnership and gel hold of bigger actors (...)" (author's

franslation®)

® Original quote: “Det er deres kvalitet -at de utfordrer v&r opplevelse av & gd i teatret, og fér
filskuerne il & vaere mer reflekterende og inferagemede i def & gé | teatret.”

o Original quote: "Man kan si af den ene utfordringer vi kienner fil er & bli oppfattet kun som event.
Det er Mefropolis gode fil, men det de burde voere gode fil er & involvere seg i prosjekter pé den
longe bane. Bruke 25% av skonomien deres fil lengrevarende prosjekter -der ville vaere godt. Ogsé
f& fil flere strategiske samarbeider. Def viser Lys og Lyd prosjekter, der fikk de virkelig generert noen
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Quote 28:

Katrien Verwilt (C2:Q5): "We cannot use the funding for our performance art on stuff
that has to do with architecture. So this is a basic impediment. The money we gef
for performance art, has o be used for performance arf. So we have fo convince
fhe Performance art commiftee that Rimini Profokoll is performance art, even though
fhey are driving fhrough the city in a lorry. Buf with Archifects of air it was, for
example, impossible fo convince them that it was performance art” (author's

franslation’).

Quotle 29/30:

Drew Hemment (M1:Q2): “Because we were independent and coming from the
oufside we could be an intermediator that the government could blame if it wenf
wrong. We also were lucky in that we had champions who understood us and
helped make our case. And the successes of those projects have made us looked

upon as credible and frustworthy.”

Julian Taif (M6:Q1): "We are not part of any poliical party, we are independent and

people value that. They see that we don't have any secret agenda.”

Quote 31:

Marianne Hovmand (C5:Q8/9): "What [LyslLyd] did was that if starfed a process in
fhe minds of the municipalifies. To start thinking within this field —that's the greatesf
achievement of LysLyd. So that people like me gels new perspeclives, new
collaborators and work more goal-oriented with this project. (...) I opened up for
collaboration between culiure- and leisure and urban planning. Now we look af

each other as closer colleagues” (author's franslation®).

midler, flere millioner tror jeg det var. S& def er en vei for Metropolis: & inngd sfraregiske parinerskap
og f& inn storre aktorer (...)"

/ Original quote: "For oss er der ogsé litt ang@ende def prakfiske, vi kan ikke bruke vére scenekunst
penger pd arkitekr fing. S& dette er en helt grunnleggende hindring. Vére scenekunst penger skal
brukes pé& scenekunst. S& mdé vi overbevise Scenekunstutvalget om ar Rimini Protokoll er
scenekunst selv om de kjarer rundr i byen i en lastebil. Men Architects of air fér vi for eksempel ikke
overbevist dem om af er scenekunst.”

s Original quote: "Men det def gjorde mest var af det satt noe i gang i hodene pd kommunene. Det
er der & tenke inn i defte feltef, def er det som er Lyslyds sforste resultatr. S&nn ar séinne som meg har
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Quote 32:

Trevor Davies (C1:Q13): “[A]f the moment It is like Metropolis is not Light Sound, but
in reality it is, only nof formally. Bur I is the same people working on the project, bur
I had o be pur in another confext fo gel the funding. That is hard as an art

organisation, we are nof allowed fo do anything else than art.”

Quote 33:

Marianne Hovmand (C5:Q11): "[If was important] that it was a project thaf we could
be a part of this directly and that we could fake part in the developing process. If we
were o be presented for a finished product it wouldn't have worked, we have o see
our place in this. (...) So if is very important that there is a table we can sit around —
mefaphorically speaking- so that we can discuss our thoughts according fo who

wer are” (author’s franslation®).

Quote 34:

Trevor Davies (C1:Q3): “To go in fo a ten year whole, as Melropolis does, is very
unusual, hard and difficull to do for a city. Why fake one organisation and say you
have o be a main pariner. We had hoped that we would be so well known that that
would be possible, buf if furmed ouf if is nof the case. (...)The problem with
Melorpolis is thal the same people cannot cope with the aspect of 10 years —if's foo
much. So one must think every two years and find new partners and projects fo
work with, We have o be clever to find a new point of departure for each project,
work more in harmony for opening up o partnerships, rather than thinking in long

ferm.”

fétr nye synspunkrer, nye samarbeidspartnere og arbeide mer mdlrefter i dette prosjekret. (...) Def
har &pnet opp for ef samarbeid mellom kultur og friid og byplanlegning. Vi ser né hverandre som
feffere kollegaer.”

? Original quote: [Def var vikiig] af def var et prosjekt som vi gikk sé& direkre inn i som gjorde ar vi
kunne vcere med & utvikle def underveis. Hvis vi ble presentert for en ferdig pakke sé gikk def ikke, vi
md& kunne se vér plass i defte. (...) S& det er super vikiig at def er ef bord vi kan sitte rundr -i overfort
betydning- sé& vi kan diskutere vére tanker i forhold il der vi er,
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Quote 35:

Philip Rode (V5:Q8): “[N]Jowadays because it is so well evaluated many ideas are
growing like mushrooms. So for any problematic situation in the city, the first idea is
fo make artistic inferventions there or establish creative clusters there. So in a way if

has become oo successful and it is nof enough crifically discussed.”

Quote 36:

Ula Schneider (V1:Q12): “The city decided that 16" disfrict (where Soho Oftakring
lakes place) is developed, so lef's go fo the 15" and continue the project there.
They decided this withour asking me. So we were kind of perplex. And then fthe
Urban Renewal Office decided o make this study. The study proved thaf you can't
just fake a project and move I fo somewhere else. You have fo change the concepf
according fo the area. In this study they clearly stafed thar this is nof possible. So in

a way if was good.”

Quote 37:

Philip Rode (V5:Q4): “That is a strength of Soho Oltakring, that Ula and her partners
are going info the discussion of genirification quite critically. In the beginning she
wasn't aware that there could be some crificism, bur then I was forwarded in
discussions and she infegrated if info the concept by asking questions like: What

does upgrading mean” What is the responsibility of the artist in this project?”

Quote 38/39/40:

Karoline H. Larsen (C3:Q4): "What has been cool with Mefropolis is that there has
been an openness o use parfs of the city in different ways for a period. So they
have helped with geffing permissions, which is really hard here in Copenhagen,

and hence giving me the opportunity fo make pilof projects” (author's franslation)

10 Original quote: "Der som har veert fett med Mefropolis er ar det har veert en &penhet for & bruke
deler av byen pd en annerledes méte i en periode. S& de har hjulper med fillatelser, som er
vanskelig her i Kebenhavn, og dermed har jeg hatt mulighet for & lage pilofprosjekter.”
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Drew Hemment (M1:Q6): “The offer we present fo artists is that they can play with
fhe DNA of the citly. Because we have this relafionship of frust with different
stakeholders in the city, we can for example give them access o people who have
the infrastructure fo confrol public spaces. So we do provide that with artisfs,
pecause we use a long lime o build up relationships. Buf of course it depends on
fhe arfist and the confext, some artists do not want fo work in this way, they'd rather

present nice and aesthelic experiences. And we respect that also of course.”

Ula Schneider (V1:Q11): “If fakes a lof of fime to gel permission [fo do inferventions
in public space]. The authorifies here in Vienna are very sirict, We have these
emply spaces, buf withour infrastructure fo work with them. So we just Iry fo do
everything they want us fo do. And once we've gelting the permission they don't

confrol us afferwards.”

Quote 41:

Karoline H. Larsen (C3:Q4): "[II's] cool that Mefropolis work with femporary space.
And that It is room for experimenting, as for example in Mefropolis lab. They do nof
curate, and thar gives a lof of freedom. IF was during lab thaf | made "Junglestrings’,
and not during the biennale. | have goften a place, and they ask what | wanf fo do

here. So | can tink freely” (author's franslation').

Quofe 42/43:

Tricia Coleman (M6:Q4/5): “[Blecause It is a big research fesfival and an
academic fesfival It afiracts all thar infernational exchange. We got 50 people fo
parficipate and a lof of them were from our of fown, which was very good because
we mostly work with locals. (...) So we got 50 people. And thaf was nice because it
was a non-Manchester audience. (...) [Parficipaling in FurureEverything] raised our

profile. They know abour us now. They saw us in the brochure of FutureEverything

! Original quote: "Men fett af Metropolis er med til & ta def midlertidige rom. Og at det er plass fil &
lage eksperimenter, som for eksempel i Mefropolis lab. De kuraterer ikke, og def gir en sfor frinet. Def
var for eksempel under lab af jeg lagde "Junglestrings”, og ikke under en biennale. Jeg har féit en

plass og de sier hva kan du fenke deg & gjore her: s& det af jeg kan fenke fritt. "
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so they knew about us. If is fun because we now have people who haven't

experienced our work, bur sfill knows abouf us because they have read abouf us in
fhe brochure.”

Jack Hale (M5:Q4): “[I)f is good for us fo be part of tis vibrant, well attended and
publicized event.”

Quote 44:
Monika Mokre (V11:Q4): “The question is what art can conltribute with. In a way |

fhink that what it can do is rather poinfing fo and showing conflicts than solving
fhem.”
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3. INTERVIEW GUIDE

MAIN THEMES

Positioning of the
cify within cultural
policies

Festivals/arts and
urban development

Cultural/urban
strategy for festivals

Relationship
befween urban
regime/
festivals

CENTRAL QUESTIONS

What are the cultural policies of the cifies?

How have these policies changed during the
years?

Whar  kinds of festivals/culiural  projects  are
priorifized for support?

How does the city regard using art as a part of the
urban development?

How have this view changed during the years?
What are the strengths/weaknesses of the fesfival
in ferms of urban development?

What is the actual conlribution of the fesfival o
urban development, if any?

Is there colloboration between the different
deparments, such as i.e. the cultural and fthe
planning department, in the City Council?

Has the interest for these kinds of collaborations
increased in recent imes?

What are the cultural/urban strategies for fesfivals,
Fany’?

How have these sirafegies changed during the
years”?

Whar implications do these sirategies have for the
festivals?

How o create a sufficient support strucfure for
festivals?

How are the festivals evaluated?

To what degree is the festival an integrated part of
the urban/cultural policies?

How does this affect the work of the fesfivals; their
aims, visions, financial support etc.?

If there is collaboration between the fesfival and
fhe urban regime: What are the challenges of tis
collaboration?

If there is no collaboration: What challenges does
this pose for the festival/urban regime?
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4. LIST OF INTERVIEWEES

MANCHESTER
NO. | NAME FUNCTION INSTITUTION SECTOR
FEsTivaL | M1 | Drew Arfistic  director  of | Fufure- Third sector
Hemmen FutureEverything Fverything
M2 | Joanne Wain | General manager of | Fufure- Third secfor
FutureEverything Fverything
M3 | Andy Brydon | Festival producer of | Fufure- Third sector
FutureEverything Fverything
M4 | Julian Tait Head of the Open | Future- Third secfor
Data Cities project af | Everything
Future-Everything
M5 | Jack Hale Artist parficipating af | Manchestfer Third sector
FutureEverything Modermnist
Society
M6 | Tricia Arfist parficipating af | Larkin” Abouf | Third sector
Coleman FutureEverything
City M7 | Margareth Head of fesftival and | City of | Public secfor
Stephenson events unit/ member | Manchester
/ Rachel of Cultural Strategy
Clarke Team af the culural
department in
Manchester City
Councll
M8 | Paul Mason/ | Group managers af | Ciy of | Public sector
John Whyard | Design, conversation | Manchester
and projecfs af the
Planning and
building confrol
department in
Manchester City
Councll
M9 | Martin Wain Delivery manager at | City of | Public/private
Manchester New | Manchester sectlor
Economy
OBSER- | M10 | Kif Turner/ Former employees af | Cube /| Third sector
VERS Koichi Chikuhi | FutureEverything Spearfish
M11 | Kevin Smith PhD af Lancaster | HighWire, Public/private
University Digital sectlor
Economy
Doctordl
fraining cenire
M12 | Erinma Ochu | Strafegic  partner  of | Manchester Public sector
FutureEverything Beacon for
Public
Engagement
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COPENHAGEN

NO. | NAME FUNCTION INSTITUTION SECTOR
FESTIVAL | C1 Trevor Davies | Arfisfic  direcfor  of | Copenhagen | Third secfor
Mefropolis Infernational
Theatre
C2 Kafrien Verwilt | Adminisirative Copenhagen | Third sector
director of Mefropolis | Infernafional
Theatre
C3 Karoline H. | Arfist parficipating in | Independent Third sector
Larsen fhe festival
cITy C4 Pia Allerslev Cultural - Mayor  of | Copenhagen | Public sector
Copenhagen municipality
Ch Marianne Sfrafegy  consulfant | Frederiksberg | Public sector
Hovmand of culture in | municipalitly
Frederiksberg
municipalify
C6 Mefte Prag & | Working with urban | Copenhagen | Public sector
Eva development municipalifly
Christensen projecfs focusing on
art as infegral part in
the Technical and
Environmental
department
C7 | Andreas Working with | Copenhagen | Public sector
Lieberoth collaboration municipalify
belween
Technical/Environm
ent, Economy and
Culture/Leisure
department
C8 Frik  Skibsted | Culiural planner Cph Ciy and | Public/private
Hey Port sector
development
OBSERVE | C9 Hans Kiib Researcher on | Aalborg Public sector
RS condifions for and | University
consequences  of
new hybrid culural
projecfs like
Melropolis
C10 | Dorte Skof- Leader for  the | Cenfre of | Public secfor
Hansen Centre  of  Cultural | Cultural
Poliical ~ Studies in | Polifical
Copenhagen, in the | Studies
board of KIT
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VIENNA

NO. | NAME FUNCTION INSTITUTION SECTOR
FESTVAL | V1 Ula Schneider | Arfistic  direcfor — of | Soho Third sector
Soho Offakring Ottakring
\% Flisabeth Dramaturg  at  the | Wiener Public sector
Shack Wiener Festwochen | Festwochen
V3 | Stefan Leader  for  the | Wiener Public sector
Wollman markefing apariment | Festwochen
af Wiener
Festwochen
CITy V4 Karin Rick Cultural department | City of Vienna | Public secfor
V5 | Phillip Rode Researcher ar | City of Vienna | Public sector
Vienna housing
research
\%6 Udo Haberlin | Deparment of | City of Vienna | Public sector
Urban Planning
\ Rudolf Former Cultural | Austrian Private sector
Scholfen Minister of Austria Cenfralbank
OBSERVE | V8 Karin Cemy Independent cultural | Independent
RS journalist
V9 | Thomas Direcfor and Music | The Gap Private secfor
Weber & | Director af The Gap
Stefan Nieder- | Magazin
wieser
V10 | Elias Berner Researcher for the | ICCR (the | Third Sector
Furo-Festival project: | Interdisciplinar
"Ats  festivals  and |y Cenlre for
fhe European Public | Comparative
Culure” Research in
Social
Sciences)
V11 | Monika Mokre | Researcher ar | EIPCP Third sector

Furopean Insfitute of
Progressive Cultural
Policies (EIPCP)
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5. TRANSCRIPTION OF INTERVIEWS
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No. Sample Name Institufion Funcfion Date/ Location
group fime
M1 | FESTVAL | Drew Future- Director and 09.06.11 | Skype
Hemment | Everything founder of 19.30-
FutureEverything 20.15
Q1: What | am infterested in is the level of integration of

Futurekverything in the urban regime. What would you say were your
moslt strategic steps in order to become integrated in the urban

regime?

Well, if | should start with the background: | think it has grown our of the arfisfic and
curaforial inferest from a long lime ago. 8 years ago we did a lor of work with mobile
and locafive media and we got inferesfed in architectural space and the city as a
playground. So we explored tis as a curatorial theme. And over the years that
fheme of inferest mafured, and because we spend a lof of fime in one city we had
fhe benefit of fime fo develop conversations and relationships with different actors in
the cily. So we drew on this knowledge on how the city functions, and we used this
knowledge fo creafe arts projects that responded fo the challenges the city faced.
Here | mean all kinds of actors/stake holders, and we find inferesfing allies: for
example sfake holders like fransport execufives that you may nol expect o be
inferested in art, bur they Mink i was inferesling with someone with fresh ideas and

new perspectives.

I'd like fo say that there was some grand master plan behind if, but if really wasn't. If
just evolved from a long period of fime and from these deep relationships. And also
I was based on the Fufurekverything model: The way we understand elegant
parnerships. And the imporfance of understanding the challenges people are

facing.

Anofher thing to say is that it hasn't all been easy. And | think the reason if has
been difficulr is because FutureEverything as a project has been seen as edgy and

something on fhe ourside. The reason for tis is that the organisation was not
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established from a poliical reason, if rather had this kind of activist background. So
as we came from the oufside we had fo work harder fo win the argument fo
convince people fo frusk us. So for many years we were seen as a mufant and an
oufsider. And thafr was carried our for a long fime, and we had fo work hard fo prove
fo people that we were frustworthy by delivering good and professional projects.
We had fo prove that we were bringing in new ideas. And fhaf fook a lof of fime and
we have had setbacks and where we had worked hard and gotten support. Now
we are officially more acknowledged, as seen for example through our project on

Open Data Cities.

Q2: And now il is seen as a force that you are coming from the

oufside, isn'f that right? So your weakness has become your force?

Yes, thaf's right. Like we wrofe in the brochure regarding Open Data City: it was
some kind of disrupfive innovafion. One of the reasons why fhat project was
successful was that before thar we had no money and we were not funded. And
what usually happens when projects have no money, they usually give in. Bur we
were defermined we wouldn't give up any ways. So we were holding on, and the
nexi day we were dfill there any ways. If was a process of affrifion, and because of
fhis we changed from being someone that was a fhreal because we worked
quickly and differenfly and we spoke a different language, fo an organisation that
could fake the risk away from the government. Because we were independent and
coming from the oufside we could be an inter mediafor that the government could
pblame If I went wrong. We also were lucky in thaf we had champions who
understood us and helped make our case. And the successes of those projects
have made us looked upon as credible and fustworthy. As people fthey
understond and have and imporfant role, they understand fthat  without
FurureEverything the ecosystem wouldn't work. We keep the ideas flowing and we
keep conneclivily. We create thaf frust and connecfivily because we are a neutrdl

player.

Q3: What would you say is the main confribution of FutureEverything

fo fthe city of Manchester?
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| would say that the main conifribufion is the Open Data City. You can say that
FurureEverything work on two levels. On the one as a culiural desfination, but also
on the other the feslival as lab —the fesfival as a fesfing ground. | think the mosf
valuable level is in creafing the eco system and conneclivily because people now
increasingly understand that the old way of doing urban, business or fechnological
planning was very linear: In urban planning you had a plan and then a number of
steps going in one direction, or in fhe business plan you had a model and if was all
abour having people o buy your service. In fechnology you have the technology
and then you roll it ouf. Buf people realized tharf that linear system didn't work. To
make I work you need fo engage the entire connectivity/the whole infrastructure of
once: you have fo include both users, producers and services ar once. And also in
ferms of having citizens and also all these different actors feeding back info the
development process. So you need the whole ecosysfem in order for new services
fo be devised and fested. This is relevant for bofth business and culture. | always
say thaf art and creativily emerges our from the communify. | wrofe this article for the

Guardian: Community is king —and that is what it is all about.

Q4: Do you fthink that your high level of infegrafion in the urban
regime impedes you from challenging the status quo of present urban

development of Manchester?

We are aufonomous, nof anyone conirols what we do or say. -I hope! However, of
course, in order fo have these conversations you have fo come closer o other
people/stake holders. Ten years ago | was more exireme in my views and | didn't
for example wanf fo have conversations with business. So you can say that as an
individual | have faken a journey of compromise, not in the sense of selling out, but
in the realisation that fo have an impact, you have fo work with the people who have
the levers of power, people thaf work with real technology as well as cifizens. So the
festival and myself have become closer fo people in power, buf we are dfill

independent and give voice o cifizens.

Q5: Do you fthink you manage fo gefl your debates down from an

academic level and reach the “man in the street”? (With Metropolis it
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is for example a problem that the debates stay in academic levels

withoul having a real impact on the politic field efc.)

Well | am an academic as well. Buf in the conference we were falking about
FutureEverything and academia and we argued that what FutureEverything can do
is fhar we are very close o the users - we speak their language. So one of the
values is thar we take academic subjects and make them fangible. We do this by

art programs, and through this we make It relevant fo peoples lives.

Q6: Would you say that artists participating in the festival gain a
voice in the urban development debate due to the legitimacy of the

festival?

Yes, | think so. The offer we present fo artists is that they can play with the DNA of
fhe cily. Because we have this relationship of frust with different sfakeholders in the
cily, we can for example give them access o people who have the infrasfructure fo
conirol public spaces. So we do provide that with arfists, because we use a long
fime o build up relationships. But of course It depends on the arfist and the context,
some arfists do nof wanf fo work in this way, they'd rather present nice and

aesthefic experiences. And we respect thar also of course.

Q7: What would you say is the weakness of the festival regarding

confributing fo urban development?

Generally one of the things we grasp with is that a festival forces you fo work with
novelly rather than with long term developments. This is not only a challenge of the
festival, bur also the new media sector. So you could say thaf we work at different
speeds, and we always want fo do more than we have resource for. We can

always gef befter af these things.

Q8: What would you say is the biggest challenge in working with the

cify of Manchester?

There has been an interesting development in Manchester recenily. We have a
new region: the Manchester region. Ii's really hard o define what Manchester is as

fhere are 10 different city councils bur there has been some sfructural change from
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having a cify and the region o have a cify-region. That has been a big opportunity
because i has been a sfructural change where we can interfere. Bur of course, the
fact that it is ten different authorifies has made it a very stressful process. But there
are many big developments going on, for example that of the Media City in which |

am very involved. But the biggest challenge | would say, is the complexity.

Q8: Could elaborate a bil more on you sftrategic partnership with

Lancaster University’?

We have a very close collaborafive parinership with Lancaster University, buf we
work with other universifies too. So there is a reciprocal relafionship: we gain
because we have access (o world.class thinking aond ftechnology. So
FuturebEverything benefits from that. In the ofher direcfion Lancaster Universily
penefits from the access o indusfry and cilies, various publics, the profile and
cudos of the association. And FutureEverything forms the interface befween the
university and the outward world. So we help the universily reaching different

stakeholders.

Q9: How do you gef the funding for this process? | mean since you
work both in the cultural sphere, bul also with this more process
oriented side. With Metropolis | know, for example, that it is a problem

gefting sufficient funding for the lab side of the festival.

Yes, of course, funders wanf fo fund the big-impacts ting. | think what is unusual
for FuturebEverything is because we sel up the organisafion with fwo sides: the
cultural side and the digital innovation side. Our background has been in culiure,
so the longest relationship has been with cultural funders. So when we falk with
people in Manchester from the cullural sphere they want us as a conlributor fo
cultural fourism and branding efc., they don'r care with the innovation side. Buf from
fhe beginning we were very aware of developing relafionships with the other layers
in the cily as well. We manage these different layers of sfakeholders and funders,
by doing one project with many outpufs. For example if it is a culiural funder, we
produce a new art work, If i is the cily I might be fourism or a new way of

implementation, or iIf it is the academics It is a report. If you work with funders with
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different partners you have fo make sure that each pariner ger the outcome that
fhey expect. And tharf is ok. You just have fo manage that. If is challenging and you
need fo manage the expertise. And going back fo Lancaster it adds a lof, buf also
some complexity on my life, so I does create challenges, and you have fo be

aware of them.

Q10:. Would you say fthal you are an integrated part of the cultural

policies of Manchester?

We have become more infegrated. In Manchester we have pillar events and we
were one of these pillar events a long fime ago. Because we deal a lof with the
digifal sector, It was very obscure, bur now people understand our inferests. And
Manchester was brave in supporting us and building us in fo their cultural sfraregy
from early on. Buf we have been a lof of an outsider. Af the same lime as we have
a lof of credibility, we had to work for i as we were nol developed by the city. IF was
a mixed sftory: we had fo fight fo gel a lor of recognifion. And we see policies

coming our that completely ignores us. ..

Drew has fo leave the building as it is closing down for the night.
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No. Sample Name Institufion Funcfion Date/ Location
group fime
M2 | FESTIVAL | Joanne Future- General manager | ©01.02.11 | Swan
Wain Everything of Futurekverything | 12.00- building,
13.00 Manchester

Q1: What would you say is the main aim of FutureEverything?

We are a community inferest company, that's our legal sfatus. We're not quite
charity or profit, we are fo represent a community. We are producing projects,
events and art works on behalf of a communily such as the arfs communiry,
fechnologists efc. So our oufput is the annual festival. When | came on board thaf
was what FufureEverything did. Buf over the three last years, we changed our
business model. Now 50% of our fime is to produce an annual fesfival, the other
50% is fo produce digital innovation projects that can run the year around. So if's no
longer just the peak in May and then everything drops up. The problem with that is
fhat the staff disappears as well, so insfead we need staff all year around. This
would help susfain that model, we can refain staff from the festival and they can
develop projects and concepts for the next festival. And we can fundraise fo have
people all the fime. So we are shiffing our focus to digifal innovation. This is nof
something new, buf something we've always done, only we are re-packaging it
now so that people would comprehend I, We have differenf themes each year.
Last year it was the Cily Experiment. Next year, now in 2011, is Mobilies and
Transport. Buf we do have lots of other, smaller themes, we fend o have foo many
themes that if is hard fo remember them all... Bur then, for example, the City
Experiment was the theme and if would have been developed for af least two years
either through Drew and Lancaster University, so therefore workshops would have
happened throughout the year, so we can re-package thar for being a digital

innovation process, and the oufput is the project we show as part of the festival.

Q2: So this re-packaging is a way to gef more support and money?
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I is a way fo program fhe fesfival and add more value fo if. A digifal innovation
project doesn't have o be displayed through the fesfival, but i makes sense for us
fo do that fto make i seem diverse. Buf we fend fo pur everything on fthe fesfival, buf
we also want projects o happen outside the fesfival. We are moving fowards that
slowly. Now we've gol people working for us from September onwards. The aim is
fo give them year-round confracts, thaf is something we can build on. So with
regards fo digital innovation we did the Environmenf theme with a lofs of projects
with the Mels office and the Natural Histfory Museum, and workshops and bringing
artists fogether. So the actual digifal innovation project is running around, but the
ourput is that it has a plafform in the festival. II's a way of mass participation and we
use our audience to deliver the oufpufs. So in a way if is re-packaging, making if

more comprehensive o partners, clients and audience.

Q3: Has this re-packaging made the festival more recognised by the

urban regime?

Yes. We started developing that business model last year. And now we need [o
deliver that plan. We hope fo unravel and present this business plan. We need fo
markef what we are doing and make it clear. To develop a theme of experts o
deliver that project. We need fo have a shift in how we are presenting ourselves. I is
important than when people look af our web-site they don't any longer just see the
festival, but also our ofher projects. So if we are looking to gef partners, funders elc.
we need fo do thaf through other markefing fools. We are on the start of that journey
SO maybe in some years we would make our company info two separafe entifies:
one half for charity with the fesfival, and the other half for frading providing digital

projects that may produce profif fo be put in the fesfival. So a ot of changes ...
Q4: Bul why these changes, what caused them?

An evolufion of ideas. You are constanfly shiffing and changing. We are very much
on fhe cutting edge of digifal fechnology, we are small enough and un bureaucratic
enough fo react fo change. If we gel an idea we can move with that fast, and
discard our other ideas. The carfalyst over the last years is that we have had fo look

ar how fo generate income o support us, and make people understand what we
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do. And fechnology and digital innovations are starfing fo become the norm, so
people are cafching up with us, so what we are communicaling are geffing more
understandable. If we always have fo think of different income sfrings, we have fo
look for many. We do nof get a lof of funding from the Arts Council in relafion fo other
organisafions. So we are more going in an enfrepreneurial direction. We're looking
ar sponsorships. We focus now fowards elegant parnerships with people with a
shared interest. Af the moment we falk fo IBM and Greater Manchester Transport
Organisation because of the mobility theme. So that is our mission af the moment:
To promote our digifal innovation project through elegant parinerships thaf can
provide profit. Either high impact or high income, one or the ofher. You can be
seeking high impact projects fo promote what we are abouf efc. bur i might

generate lifle income, bur we might sfill chose fo go with I,
Q5: Would you say that the festival is integrafted in the urban regime?

Yes. Our unique selling point is digital innovation and fechnology and we bring this
fogether with art, music, ideas and conference. We have a very sociefal remif, we
are inferesfed in socielal issues and are therefore bound fo be relevant fo an urban
environment. Whether it is environment, social nefworking or mobilites. So we have
a very sfrong focus on issues thar are relevant o sociefy foday, and we fry fo ook
ar those issues by bringing fogether digital innovation projects. So we have o
engage with the urban environment whether it is arfists, decisions makers efc. -the

whole cily chain. We are very embedded in an urban sociely.

Q6: Do politicans understand and parficipate in the festival when you

ask them to come?

In the past 3 years ago we had problems connecling with the urban regime, but
during the last three years we have become more imbedded because digital
innovations have become bigger and we are belter af communicating what we do.
Polificians have started fo listen fo us and fake us seriously because we are leading
on important projects like the Open Data Cities where we have engaged all the ten
city regions. So we are working with the majority of them in convincing them thaf

making all data open is the way fo go for a fufure cily. We are also quite
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instfrumental on Smart Cities. The Guardian has released two supplements for
smart Cities where we were in both of them. Drew was depicted on the fronf side as
the leading fthinker in this field. Making city smarfer and that you have fo engage
with cifies efc. So because we are very much on fthe forefront of these two very
polifical movements, we are becoming importfant and the important decision
makers know who we are. And the fact thaf we did the Citly Debate. We brought
fogether infrasfructures of the city (archifects, polificians, civil servants efc.) and we
engaged them in a debate in what Manchester should be in the future. We will do
fhat again this year, buf this them we will do it with Manchester's with the future
leaders. So we sfill engage with them. And we engage with them now, which is also
a bif shroud mode because we puf ourselves before these future decision makers
fhar will then know who we are. We also did an award for innovation and again our
festival is the plafform and we engage with different communifies. This purs
Manchester on the map as a city that recognises innovation, which makes fthe city
leaders proud that they host these things. And we sel a benchmark. So we are
raising our game. So you become very visible to citly leaders, we work with hofels
and restaurants as well, all the benefits that a festival brings fo a city e.g. through

culiural fourism.

Q7: Would you say that you have become an integrated part of the

urban development strategies of Manchester?

Talk fo Drew abour that. We will be involved in cerfain processes, buf | don't know if
we are then sfaling fo get extorted. For insfance the Victorion swimming hall is
converted info an arfs centre where Drew was asked fo be in the board. So he was
asked fo be part of a long ferm vision of urban sfrafegies. So we will be, bur the
question is whether we will be there yel. So I'm nof sure. But we want o be there.
You would want fo be consulfed in this. We are o unique festival because we have
academic links and have the festival plafform, so we are quife a poliical body. Buf
luckily we are looked as quite independent. It is definifely where we want fo go, but
we are sfill young in that tinking. We are definitely taken more seriously by our
founders. Buf we sfill have a long way fo go in the commercial world. For instance

Manchester Infernational Fesfival has a massive budgel, we just don't have that
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level of impact with money. So all pofential funders and partners now what the
Manchester Infernational Festival is, whereas us they've never heard of. Bur we are
waking waves of that. We won the Lever prize and were puf in the top 30
businesses of the North West, buf sfill they didn’t know what we were, So we have o
long way fo go in this case. Buf they are scepfical of funding us because they are
used fo funding opera efc. And now people are fight on money, so we have o

show them what we are doing and then falk fo them and make them come.
Q8: So it is possible making them come and participate?

Yes they come. We've gol a relationship manager. You could do much more, but
we have limifed resources, buf considering the size of the organisation we are faken
big small sfeps. We have a good reputation infernafionally, even more than
nationally. People locally fake an interest in you when they see that people externadl
are looking in. Last year we engoged a London press agency whose remif is fo
make inroads for use nationally. Buf that is the long game. They gol us arficles in
the Guardian , BBC elc. Drew was puf front page as a lead thinker. So that is
massive impact for the size of an organization. I just fakes fime, you have fo have
several ways o affack: “a mixed bag of goodies”. And we have a fanfasfic

supportive board, and feam of people.

Q9: What would you say are the biggest challenge in having an

impact on the city council?

I is resource. To be able to deliver all year around and generate enough minimum
sort of income, fo have a consfant year-around impact. And affer money it is
communication: how do you communicafe who you are and what you do. We
have a business plan now and one of the new fthings is that we now have @
permanent marketing manager all year-around. We didn’t have that before. We
were only communicafing things around fthe festival, bul now we have one who can
communicate around the ECAS nefwork, the organisation, efc. We get support from
the ECAS nefwork so with that we can now aofford a markefing manager. Another
one of the mixed affacks: London press agency, markefing manager af a fime

when money is shrinking as well, you need a minimum amount of people. So

87



resources are the biggest challenge, and communicating what you are abouf on @
very limited budget. Our sfrength is that we are limited small and flexible and can
adapt quickly. We can just choose to drop things and move on, while City Councils
or larger organisations cannof work like that. So we can be hands on and move

fhings around quickly. Buf af the same fime that is stressful.

The turnover has increased substantially since I've been on board. And our
reliance on the Arfs Council funding is reduced. So the reliance is going down and
ar the same fime our income goes up, so obviously we are generafing income from
different sources. The festival this year will have less money, so we slill have fo
deliver quality even though it would be less of i, So that is challenges. Other
challenges are that because you cannof maintain staff all year around you loose
them. So you waste a lof of money on fraining and re-fraining. So we need fo fry
and refain people. You have fo risk it and give them a 12 years contract and hope

fhat i pays off. And the managing change is happening so quickly.

Q10:. How would you say Manchester look al using art in urban

development?

| don't know, I'm less involved in this. | would say that if probably was slow fo cafch
on. Manchester has had a music repufation and hisfory, and perhaps it has been
slower fo cafch on. Other cities are more head on, for insfance Glasgow, which for
one has got an inferationally famous art school. Bul Manchester is moving in the
right direclion, and urban developers recognize that they need o look ar art for what

fhey do.

Q11:. But whal about in relation fo cultural policies and the markefing
aspect for instance. Is markefting important for the use of art in urban

development in Manchester?

Yes, that is the city's perspective. The cily supports art and culiure, buf they don't
buy in fo i, They are rather following than leading. They dumped everything info
Manchester Infernational Fesfival in order fo boosf fourism. Butr us smaller fesfivals
are the ones who create the culfural landscape. If you didn't support those if would

e a dull place to live. Buf the city doesn't really buy info it in the way that they

88



should. In the UK leaders in the field are fesfivals like Edinborough -UK cannot
produce any festival more successful than that. And Manchester is investing in an
equivalent fesfival, the Manchester Infernational Festival... For example Manchester
didn't undersfand the importance of ifs musical herifage, and allowed Hacienda fo

pe forn down! That's one aspect of art. The money we get from the city is finy.

Q12 How would you say Fufturekverything is influenced by the

cultural paolicies of Manchester?

I depends whose culfural policy you are faking about. If you gel public funding you
have fo look afl the different policies. They different policies fend fo support people
fhat are bringing people info the city and free events for families. To a certain
degree we don't fake that box, buf we do as well as we put on free art exhibifions.
We can package our work fhe way that we are doing that. However, you cannof be
foo influenced abour thaf because then you loose your independence, but sfill you
have fo show that you are part of if. II's a fine line between what box they are faking.
They want fo bring people info the cily who use money here, and we've gof the
stafisfics fo say that a significant proportion of our delegates going fo the
conference are doing fhis. Buf our number is low, max 700 people for the
conference and maybe 50.000 that may experience some of the art evenis -if
depends if you do It in a large public realm. Bul we have fo convince the city that
what we are doing is innovalive and social work. We are more niche than
Manchester Infernational Fesfival, bur we have a big effect anyway. When | came
onboard the citly didn't undersfand who we were and what we did. Buf now they
understand what we do. The person | falk with in the city council promised us
money if there were. The public spending is cur with 30% everywhere. A lof of

unemployment,

The new government in the UK does not believe in public spending. Bur the lasf
three months with the new government the economy has gone down. So the lasf
months the labour were in power I wenf up, and when the Tory party is vofing in it

has dropped.
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Q13: When you are in contact with the City Council you are only
speaking with the cultural department? You don't have any contact

with the planning department?

No. We deal with different public secfor bodies that change from one year o the
nexi. Talk fo Drew abour that. We are falking to different elements. Bur on certain

issues.

Q14. Have you experienced any problems with the fact that the

planning and cultural department does not cooperate?

| don't know. That might be an afferthought. I think there could be more consuliation
on that. There will be things that do happen. Some things come through the office.
So fthere are some things fthat go through. For instance with the Manchester
Infernational Fesfival, what was the consultation with the city? | know it met with a lof
of resistance because the people wasn't consulted. | think things will have moved

on bur not as much as they should do.

We are part of this festival nefwork in Manchester called FOG (Fesfival Organisers
Group). IF was born our of the fact thatf the city wanted o invest a lol of money in a
festival thar didn't yer exist (the Manchester Infernafional Fesfival), so then other
festival makers were offended that the cily leaders didn't value them. So they
decided fo joinf fogether as a group, an informal group, and work fogether and
have more power. Iiis very loose and informal, we meef and fry fo make i more
formal. We Iry fo promote the joint benefifs aboufr what we are all doing fogether. We
fry fo cooperate with other festivals and with fesfivals going on af the same fime. For
insfance we needed a volunteer coordinator, buf couldn’t afford one. So we Iry fo
reach ofher festivals going on ar the same fime and then purpose that we could
share a volunteer coordinafor. So there are ways o share resources. We could
pofentially engage a marker research company, instead of paying festival once
efc. Buf collaborating and sharing is quite hard fo manage. So we are involved in
one local fesfival network and one infernafional, we are doing similar things on

different levels.
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Q15: What would you say is the most important partnership of

Futurekverything?

Caon | say more than one? Lancasfer Universitly is very important. First of all
because I funds Drew's job, and second: I is the connection with the fechnology
aspect of whar we do. If we talk abour partnership in term of funder I is the Arts
Council because they are the core funder. Withour them we would struggle. We are
a regular funded organisafion. And you never had to apply and fthen the lead
officer build a case for you, so we became regular funded organisation fthree years
ago. Bur now they want fo cuf in public funding, so they gel rid of the regular
funding and is now calling it the new national port folio. So we had to apply again.
The challenge is also that we are a small organisation competing with the big one.

Bur we have to do the same reporting as the big ones...
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Sample Name Institufion Funcfion Date/ Location
group fime

M3 | FESTIVAL | Andy Future- Producer of 01.02.11 | Swan

Brydon Everything FurureEverything 10.30- building,
12.00 Manchester

Q1: Could you start to tell a bir about your work at Urbis (exhibition
centre focusing on city life) through which you have been closely

imbedded in the urban regime of Manchester?

So regarding my work af Urbis. The project involves academics and the council
coming fogether to do a millennium project, -a 40 mill. pound project. They came
up with the idea of a museum of city life. The project was full of problems for the
start. I opened in 2002, and did nof have a grear start. I was supposed fo be @
permanent museum, but | ripped ouf all of the installafions and furned it info a rolling
gallery. If we wanted fo fell the sfory of a fluid and organic city we had o have a
fluid exhibition. My background is in art, confemporary culfure and social history.
And then | am also very familiar with the digifal stuff. I've experienced the difference

when you fake a different cultural product fo the power brokers in the city.

Q2: So what is the difference between a cultural project like Urbis and

FutureEverything?

There is a lor of good will for FutureEverything. Buf the people who hold the financial
stings don't know what they're in to, they just think digiral innovation is a thing they
have fo support. I helps them look good. Whereas Urbis is an enormous gallery
building, almost an archifectural sculpture, and had a lof of buy-in from various
actors in the city (like polificians, academics efc.) by being seen in the building they
would show fhaf they made it info the gallery world. Bur with FutureEverything i is
more abour being associated with a future-facing attifude. A the minure it is difficult
fo gel money because of the general recession. The Arts Council, which is our core
funders, have reshaped how they fund their core projects. Normally they would

give money o a permanent sfaff, buf that was cuf by the new government and
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every regular funded organisation, like FufureEverything, had fo re apply for this
funding, and that deadline was last Monday. They are cutting this support from 800
fo 600 organisafions. They've also changed the name fo National port folio funding.
SO we are in a precarious financial situation, we don't know if we will gel core
funding until they reveal it. The other thing is that Manchester City Council who put in
a substantial amount of money in the fesfival, are reducing the funding for public
sector by one-fifth, and culture and the arts is the first to go. So we are increasingly

looking for private sector funding now, as opposed o public funding.

Q3: Would you say that FuturekEverything is an integrated part of the

urban development strategies of Manchester?

Yes, they regard the festival as one of their pillar events, one of the preferred annual

events that happen in the cily. And there are many fesfivals happening here.

Q4: | heard about the Manchester Infernational Festival, do you

regard this as a competition for Futurekverything?

Maybe for money. Bur most people in the cultural field look af them rather as
potenfial parners. I is a product of the conservative government fo pur art
organisations against each ofher. Buf we are all familiar with each other and where
the funding difficullies are. So in a sense yes, if's a competfifion for money, buf they
don't do what we do, they are all about infernational high arf names. We are very
focused on digifal cullure and being the world first in this. And then there is the
Euroculture fesfival, which is more about music and hip hop. Buf if they came fo us
and wanted fo do a project we would do that if if fir their remif. We are more than

happy fo make a sfronger culiural product.

Q5: Would you say that Fufurekverything is a niche festival, or do

you reach ouf fo a broad audience?

Yes and no. We have gof the different strands. The award and conference are quite
close knitted fogether, and also with art. These strands bring academics and digifal
coach people together. And with these sfrands we are frying fo experiment with the

festival format. The art sfrands fry fo demonstrate where things are going and being
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able fo reflect on this in the culiure. The award-sfrand celebrafes both. The music-
strand sits more on the oufside. The conference is niche, the award is very niche,
and the art is for the art audience. And the music audience doesn't know abour fhe
other parts of the fesfival. Bur the music-programme makes people inferested in
other things. Buf the music is more of a luxury element for the festival, I either gels
dropped or we start frying fo infegrate it more in the conference and art sfrands. The

audience is so separate. And experimental music is difficult fo listen fo.
Q6: Butl it started as a music festival, didn't it? How come it changed?

I has changed along with Drew's academic carrier. He starfed as a rave DJ and
fhen sfarfed writing his Ph.d aof the same fime. He and some friends went fo a
conference in Germany and then they fried to do the same concepf here. IF was a
rave and people falking abour a rave culture. Bul as he grew older and more
academic he is more interesfed in engaging with the ideas of the conference. If is

definitely Drew's thing the whole festival.,

Q7: Would you say that the festival contribute to any alternative urban

development strategies of Manchester?

Yes. The Open Dafa sftrand is the strongest in thaf sense. But at the moment the
festival doesn't have real political impact. Iris a great thing fo have as Manchester
PLC (public limied company), but the action level is minimal. The Open Data
project is backed by Trafford City Council. Manchester has always been ruled by
labour and socialist. Bur Trafford is much more wealthier (in the south end) and has
got a more right centred government. They are backing the Open Data City fo look

arways fo back up (right side) their polifical view of sociely.

Q8: So there are no real political impact or collaboration with the City

Council, they are more contributing with money and that’s it?

Well, last year there was an event called the Cily Debate. The polifical impact is
increasing, but with the changes this year that may change if. But the City Debate
was led by the head of the City Council, which is a really powerful guy. He didn't

show up though, buf just sent a video, which | find is quife felling. Buf there were @

94



lof of influential people in the room, like polifical players efc. The debafe was hosted
by Gill Murray, a very esfablished BBC journalist. And people were discussing
where Manchester's fufure lies. We are frying fo do thar again this year, but i's hard
fo gef people doing it again. Like if you have a peak of acfivily moving from falking
fo action you need resources, and nobody want fo be e first fo give money. Only
commercial businesses do, and they want results. That is why most of the falk
sfays in the academic circles. The universities work our these sides, while the
commercial businesses will be innovative, bur in the boffom line they want fo make
money. We could commercialize more, and find different way of undercutting roots
fo the market, buf that would jeopardize our position as being impartial. So there is
a... Paricular with Open Data Cifies, fthere is increasingly a leverage from the
fesfival info political circles, bur if is hard o be played ouf because so many
decisions are nof discussed on that level. The council keep it inside their walls. And
all councils in the UK over-use their budgets knowing that many of their projects
would never happen. So with the Council is difficult to guess what poliical decisions
will be made. I contains carrier poliicians who have gof different alliances and
different agendas. The agenda appear fo be that they want fo support the cultural,

but if could be really thaf they want fo affract refail efc.

Q9: Would you say that FutureEverything is influenced by the cultural

policy of Manchester?

Yeah, you have fo be. In order fo gef their support you have fo falk their language.
You have fo lay our whar you're doing fo fif their goals. You need to frame it in the
righf way. You never deal with an individual, bur a chain of commands. In polifics
you need fo approach with an object saying that you are doing if for them, fo fif their
ams -then they have an easier job jusfifying why they signed that check. Or

making a public announcement of their support.

Q10:. So fthe cultural department are your point of conftact, do you

have contact al all with the planning department?

| don't think the culiural department have gor cooperation with planning af all. They

work on their own. I is more abouf zoning. Most departments in UK Councils
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operate on their own. Bul no, we don't have any direct communicafion with

planning.
Q11:. How do Manchester look at arf in terms of urban development?

They put money in dreadfully art projects. They have a boulevard with ten
sculpfures on if. I is rubbish. You ask anybody in the city involved in the arts. They
don't know why i is there, no artists in Manchester had the opportunity fo do this.
Do nof know what if relates fo. | imagine the developer worked I in. | don't know if
culture had a hand in deciding that. In the minufe culfural sfrafegy is more interested
in seeing how culture can increase fourism, retail and business spend. They are
under a lol of pressure o jusfify their existence by people staying in Manchester

one night ar a hotel efc.,
Q12: What about art in social work?

In Trafford we had fo justify why doing a photography project would conlribute o
sustainable housing and social care. We had fo write that in fo the application
because they asked for if in the form. So there are more and more guestions like
fhis asked. | think there are sfrong long-ferm reasons for having a sfrong culiural
scene, for example in order fo having people use public space. Buf af the minute
with the age of austerity It is abour short-ferm goals and immediate savings, fo

make long-ferm social aims is more abour what can we use,
Q13: Would you say that marketing the city is more important?

Yes, it is huge. The Manchester Infernafional fesfival is an attempf o replicate some
of the success the Edinborough fesfival had. The guy thaf runs it was brought in fo
Manchester by the Council fo direct it. Bur Edinborough is an entire different city, if is
nof a posf industriol modern fown like Manchester. IF has gof much more history.

And | don'f think you can capfure that in Manchester.
Q14: Bul you do cooperate with marketing Manchester?

Yeah, these organisations are all part of the Ciy Council. Buf they are most

inferested in the feslival as a conference. They are inferesting in mainfaining the
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Manchester visibilily infernafionally, fo make Manchester sfay in the fop 50 of
infernational conference cities. So thaf is any conference coming in Manchester
wilh - more than 50 infernational delegates. II's all aboul affracting the business
coming with the conference. So the only way fo aftfract that market is fo prove thaf
fhe fesfival confributes fo people spending more nights af the hotels, spending more
in resfauranfts and fhus also increase the tax income. So fhat is the pressure the
festival is puf under. That is why Edinborough is the culiural grail of fesfivals —ir is
atfracting thousands of people. Bur the FutureEverything does nof. We have 50.000
going fo events, buf they are not individuals, they are visitors attending several
different shows and thus may be counted many fimes. The impact isn't thaf
massive: people who come for the fesftival are sfaying in discount hostels or with
friends. Bur Manchesfer want people spending more in the city, and anything thaf
can make them in the infernational press they want. So it is both measured against
fhe success of visifor numbers, bur also more on how Manchester is broadcasted

infernationally.

Q15: Yeah, this thing with being measured in visitor numbers only is
often mentioned as a problem when it comes fo measuring fthe
impacts of festivals, as their impact is less fangible. Do you

experience fhis?

We are measure on numbers, burl nof on the experience. If is hard o do an
evaluation on anything of this. I tends fo be this soffer knock-on effect. It is difficult fo
measure that when people does not express it. So the Council is glad fo have us
as a corner stone event, bur when it comes fo influencing policy there are bigger
forces at work like Apple, Google and Facebook in the digital realm. We don't

register high on their [City Council’s] political agenda.

Q16: Could you propose any alternative ways of measuring the

impacts of festivals?

| think i is aboul building a healthy ecology for a city’s culiure to be expressed
through. Something unigue coming from a city, globalisation removed from being

something geographic fo being somefthing academic. II's not any longer the
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moving of goods, buf the moving of ideas. By having a healthy cultural scene you
have a space fo create new movements and thinking. Sadly cultural organisations
are measured on success by markef forces. The general fendency is thaf you find
something that work, and then you sell if fo more and more people. That doesn't
create anything knew, you just refine an idea who is already there. Bur now you
have things like art galleries and museums. If you are nof financial sustainable they
ask: then what are you for? There should be a place where people can safely fail
and refumn -a safe environment. Ii's hard fo put a number on this because i cannof
e pufin a graph. There needs fo be an investment by... an element of authorities,
funders and commercial organisations judging creatives and culiural inpufs on the
merifs thaf they see in if. A culiure where people are available o back something
just because fthe like the idea of I, We always fry o find quantity marks fo justify our
festival: we did this, we confacted all these people efc., but it is gefting more fluid.
We don't have money fo pur in fo this. We can only provide an environment where
different people come fogether that ofherwise wouldn't, Bur IBM is doing a lof of
work on soffer commercial impacts, so this is somefhing the big cooperation’s are
looking af fo measure, and they have gof more money than any other cultural
organisation. We had conversations with them about this. But this is nof something

we have access fo because we cannof afford IBM. .

Q17: What would you say are the strengths and weaknesses of

Futurekverything when it comes fo urban development?

Our sfrength is ambition, and not being so embedded in the political and planning
processes that our view point is coloured by that. We are allowing ideas fo flourish
and see where connecfions can be made. The biggest challenge is the
sustainabilitly of if. I's always a fine line fo see how fo solidify your existence, you
quickly can be sold our and loose your independence from that world. I is abouf

Justifying your existence in a way that doesn’t become cynical or box-checking.

The biggest problem with a fesfival is thar you work so much fowards it and when if
is done everyone is exhausted. So the biggest challenge is fo make talk into acfion.
With an academic conference people from the universily can use the conference

as a base for research that can spring ouf from if, buf with a festival you have a
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more diverse audience where people do nof work with the themes presented af the
festival, they have gof a different life and job than the festival. The importance isn't fo
inform change. Bur fesfival as lab is this.... Bur we're all contracted unfil June, so if
fhe fesfival canf pay us, we cannof do it as a hobby. There isn't that susfainability
builf info if, yes. What is the incentive fo sfick around beyond the fesfival? Something
better could come our of i, bur It is difficult fo find. Festivals are all about building up
fhis greatl thing, you need o have the best of the best fo not just be a magazine.
This is different than if you do something year around, because then you rather
need a steady mile stone. I is a different way of organizing the company. Iris all @
bir of gamble... Buf the challenge is o franslate the camival moment fo something
fhat feeds back info sociefy. You cannof say thar doing the festival you can sell 500
f-shirfs, bur that's what the society (markel) wanfs. I is important fo identify what you

mean with “festival”.
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Sample Name Institufion Funcfion Date/ Location
group fime

M4 FESTIVAL Julian Taif | Fufure- Head of Future- 02.02.11 | North Tea

Everything Fverything's Open | 09.00- Power, Tib
Data Cities project | 10.00 Street,
Manchester

Q1: Could wyou start by telling a bit about your role in

Futurekverything?

Originally | starfed in FutureEverythig as part of the program, | took a lead on
strategic programs. Digital innovation is my field. I did a program called Open Data
Cifies. And I'm also involved with European proposals. We fried to remodel whaor
FutureEverything did, frying to fake what was formulated in the conference to make
a posiive change. So the end of the conference in 2009 was postulated as: How
would the cily evolve if all data was open? Would there slill be the same
challenges? And then we fook if further and looked ab examples of what was
happening around the world, for instance in cifies like Vancouver and American
cllies that were beginning fo adopf these practices. Bur there was nothing like this
going on in Europe. So we worked on an argument as to why all dafa should be
open. And I was based on an innovation case. The argument was based on the
civil case, the innovation case, and with regard o the sufficiency that could be
made. So by this we wanted to make an argument that the local government could
understand. The whole idea was that the bigger Manchester region would adopt
fhese practices and have a more efficient dafa sharing sociely for authorifies,
businesses and cifizens. We got funding for thaf, and through growing the project
we now work with all 10 governments in the Manchester region and different secfors
police, fire stafions, fransport efc. So the project was coming our of the conference
and had a real impact on the environment. So from that we developed a more
strafegic city impact. We are nof part of any poliical party, we are independent and
people value that. They see thar we don't have any secrel agenda. So the project
will improve and make a more healthy economy in the region for cifizens efc. And

fhen we also have Smart Cities, which is based around infrastructure and the
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question: how do people engage with the new economy? So if's abour social

change, which is far beyond what a normal fesfival would do.

We sound bigger than we are. We are frying fo change things. If's a quite posifive
environment fo be in. The realisafion for me was that the unique thing with
FururekEverything was the community of people. There was a huge wealh of
knowledge and experfise and a lof of wilingness to bring around change. So
people were very socially aware. Generally people coming fo the festival are aware
of this fechnology, and we realise we have an opportunily fo do so. And Drew's
energy and passion have driven things forward. The stuff we are doing within

innovation, we are delivering on that region.

Q2: Has there been any problems in connecling these ideas from the
conference with real life? (How to avoid it being solely academic

discussions without no further political impact?)

Although | am involved in the conference | use it as a mean o leverage. So the
Open Data Cities successfully used the conference in this regard. The problem |
had was how fo engage people in the cily. We have no right to change policy and
how local people work, so how we used the conference was fo make a whole
strand on the Open Data. We gof in infernationally recognised people fo falk about
Open Dafa City. So we put fo the fore people on the fore of the movement, and this
gave us legiimacy from the local government. So the thing with the conference is
that if used sirategically it is a huge lever of what you wanf fo do. Cities work in @
strange way, they are quite insular in how they work: They have their own agendas
and sirategies. And when you bring people from the outside (infernationally known
speakers for example), then it makes people fake naotice. A lof of people we knew. ..
we worked with the central government, a guy called Nigel Shapron who is an
adviser from the ceniral government, so people like this have a lor of credibility. The
conference is a big event that affracts people. So in that way the conference can

work for the organization.

FurureEverything have been doing Living Lab for a long fime: this kind of festing out

fhings and showcase that ar the festival, Buf there was this idea that there had fo be
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confinuity: The problem with festivals is thaf it has gol one period of activily, and that
Is not susfainable. If you want fo create change you cannot have all actliviies in one
place af one fime, so the gquestion is how o spread thar ouf throughout the year. So
we should use the fesfival as a showcase and allowing fthat kind of extra
prominence from being in the festival, and this would create evenfs for activities the
rest of the year. The fesfival allows you fo build up an amaozing range of contacts.
Through the Open Data project we have all this kind of nefworks. .. we could speak
fo the Graceland authority, the people of the capifal of London, the mayor office of
London. Through Open Data |'invited a guy from here fo the conference and now
we have a good relafionship. She brought me o the chief executive of London, the
step right under the mayor, and he came fo speak with the execufives in
Manchester and so we made this relafionship. And people see that what we are
doing is with infegrity. I is hard fo keep that infegrity somefimes, especially in the
polifical sphere. So we have those contacts, and the festival allows us fo create
fhese contacts. Drew was af a fesfival in London where we mef this guy from
Canada who knew about what we were about. You wont be able fo gef thaf if you
just have a lobby group or pressure group, If is fhrough having that festival

environment and being able fo showcase sfuff —this has been crucial,

Q3: Have fthere been any challenges in frying to reach out

fo/collaborate with the city council?

Yes, there are consfant problems. One of the problems with Manchester is that
there is this conceptual idea of what Manchester is adminisiratively. So whaf you
have is the cilizens of Manchesfer who see Manchester as the whole Manchester
county of 2,8 mill inhabirants. The city irself is only 484.000 people. If is almost like a
slice of a pie, the region is a pie and Manchester city is a slice of It. There are ten of
fhese slices with their own democratically elected bodies. And the problem is thaf
you have o negofiate how you deal with each body. They don'l like each ofher
mostly. The whole city is dysfunctional in that way. One local authority will not work
well with another. I's not the same space, and they're frying fo be competitive
against each other -especially regarding funding. With Open Data Cities we are

working with Trafford bureau council. Trafford sfarts 1,5 km from here and Salford
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1,5 km from here. So the city sits strange. We work with Trafford Greater Manchester
Darfastore. Buf because we work with Trafford it creates difficullies working with the
other authorifies. And Manchester Cily wanfs fo be seen as leading everything. So
we're dealing with these different impacts. If you fry fo bring around regional

change you have fo make everyone work fogether.
Q4: What departments do you work with al the council?

We work with... the level we work on is execulive. Especially with the datasfore. Al
fhe fen boroughs have a dafastore and are making implementation, and through
working with Trafford from their execufive level they have fold the ofher boroughs that
fhey need an execulive level involved as well. When we starfed the project is was
very keen on working across as many communifies as possible. | define three
groups we had fo bring fogether: one was o creafe a user base working with the
developer community: people who undersfood open data or undersfood fthe
potential of if. This was supposed fo create the demand for the change. So you go
back o local authorities and show that there are people here opening up for fhis.
And then I feeds back info the cyclic project. They are civically minded people
frying fo bring around change. Then we talked fo dafa managers: people who work
with fhis every day -because local authorifies don't really understand, so we
needed conversations with IT managers. And then we had fo fry fo engage with the
executives. We were working with the executives when we starfed the project, so all

fhese three af the same fime. And thaf worked well.

Q5: So by working with these three groups it helped the authorities to

understand the project and need for it belter?

We were lucky because when we were starting if there wasn't much happening in
this space. So this was a change that is happening generally, and we said we
could do this. We were af the right fime and in the right field. So if was all good stuff,

Bur there are dfill challenges. ..

Q6: Has fthis led to FufureEverything being a strategic part of the

urban development of Manchester?
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The greater Manchester has always had a vision of whatr we should do and how fo
get there. Greater Manchester had a sfrafegy and FufureEverything had an idea of
were fhings should go. And these were corresponding more and more and
became two similar paths, buf they didn't falk fo each other about it The problem
with Manchester City Council is that they don't tell others about if (what they are
discussing). While FutureEverything makes it visible and tells people about it. So the
fwo parfs have emerged, the cily worked more and more closely with the
organisations fo implement that strafegic agenda. We are invited fo be in advising
panels. So we are gelting more and more recognized. This is a unique opportunity
and one that we have to ask ourselves: what we are doing here? Two weeks ago |
was invifed by the fransit authorify fo a presentation with them abour open dafa fo
the nafional fravel-line board (limefables efc.) So we were invited o present fo thaf
poard abour what we do in Manchester. So that was a weird space fo be in: there
were people acfually listening fo what we were doing! So we are gelting info more
and more inferesting places. And we gof more and more respect. We wrofe and
article in the Guardion Smart City supplement which is sponsored by IBM, so we
have confact with IBM now who see us as reliable. Bur the difficulties are that we
had fo be careful in this. We're chronically underfunded, and a lof of stuff that we
want fo do we are nof able fo because of lack of funding. We have fo be careful
with working with large commercial organisafions so fhaf we mainfain our integriry
and idenfily, that we don't become subsumed by this. The unique ting with
FurureEverything is that if is community based, and we have fo be careful fo be
seen fo be sold ouf. As soon as we gel thar perception we loose the things that gers
you going. So ifis a really difficult balancing act that we have fo play. And we have
yef fo see how that manifests irself. The majority of funding comes from granfs and
frusfs which allows us to have a non-partial effect. If we start geffing sponsorships

from larger cooperatives the challenge will be fo remain our infegrity.

Q7: Are there ofther sources for you fo get funding? | mean it is quite

impressive thaft you gel so much funding from the Arts Council...

The Art Council finds FutureEverything inferesting because tis won't exist if it didn't

come from an art focus. The thing with art is that if allows you fo look af things in a
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different way. The whole innovation could nof come from anywhere else. The idea
of looking af some things and imagining the pofential oufcomes. And thar fakes a
lof of creativiry. And there are a lof of people involved. The thing with digifal space is
fhat if is hard o see where one community starts and another ends. And | do think
fhey see the value of that, FufureEverything is part of innovative change, and that
brings a model of sustainability within the organisations. We become aliractive fo
other pofential funders, and not purely art. And by doing this activily we create a
way, as we are nof for profit... And a lof with the civic change, it has fo be
visualized, i has fo be a thing that people could comprehend and people get. A lof
of visualization comes info this. This is an arf form ifself -the sort of complexity.
Visualisation as an art in itself. So that has not been lef behind. And | think that is
what the Arts Council sees. We are changing approach because we have fo
survive, bur there is also a need for that kind of change. And they like us a lof. And
also the Hamlyn organisation from whom we gel funding —if is one of our main
funders. I is all abouf positive change, the whole idea of making a difference and if
Is informed and involves art practice, bur you wouldn't necessarily think that it is art.

Buf ir all relares fo each other.

The key fo any organisafion such as ours is that you have o be very agile in the
sense that you have o be able to adapf very quickly fo the changes in the
environment, We are open fo anything. We don't go "no no no — yes”, we are
generally aware of what is going on and thar also comes from the community -fhe
communily is a sensor for the organisation we can always sense what is
happening and where we are going. I allows you fo be very aware of where
changes are going fo happen. Futurekveryhing is an amazingly reactive
organization, if fhings sfart changing we are very aware of where this changes
should be. Ir was prelty much near the front. We have been doing if for years, but
from the profile of the conference and fesfival it was seen as we were seffing an
agenda. If is also that sfrange mix of arfists, academics, archirects ... you gef fo
sense where things are going fo happen. And it allows us fo... that is the theme the
nexi years, this year it is mobiliies, the next year it is food, so if allows you o predict.
Also because I is fied up with some long research af Lancaster university. IF always

seems relevant,
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Q8: How does the collaboration with Lancaster work?

Tradifionally i creates a crifical opinion fo a lor of what FutureEverythign does. Also
as Drew is an academic. I gives us access fo very culting edge fthinking thaf can
e expressed fthrough the festival. In the Open Dafa projects, there are Phd
studenfs working with fracking the project. Lancaster University gels a lof our of
Futureeverything. FutureEverything is a research assessment exercise; the courses
are selected our from the effecliveness of what they do. FutureEverything is very
valid as a piece of research. II's an infricafe relafionship. Buf we have o be careful
fo have this relationship exclude relafions fo ofhers. Because Lancaster is nof
based in Manchester, I is 50 miles away. If creates its own challenges. Buf without
fhis relationship the fesfival wouldn't exist. Lancaster University supports Drew and

withour Drew the festfival wouldn't exist.

Bur the problem with a lof of universities is that universities are good af research,
building up a body of knowledge, buf they are poor af expressing that. There has
fo be an inferpretation and somewhere where that work can be made accessible fo
a wider public. And FutureEverything does that. If you go o an academic
conference there are very defined sectors of knowledge, either if is aboul mapping,
carfography or whatever -if is very niche. Everything is infemnalized within the
academic world and I has fo be a way of interprefing what is happening in
university and making It available to a wider public. If is a disconnection befween
fhe concepf of universiies and what they do. Like Manchester University: they have
a lorof cool things happenings, buf no one hears about if. Everybody else does nof
have fthis knowledge. That is why we value the connections with the university. The
cool stuff has to engage with a wider communify. Otherwise it has no relevance.

That is where | think FutureEverything is very important.
Q9: How do you involve the citizens of Manchester in your work?

FurureEverything obviously has the form of the festival and a lof of what happens
within the festival is public facing. So there is that kind of engagement. Technology
and practicing public domain: exhibifions, performances elc in public space. There

are projects such as environment labs thaf have a mass parficipation element fo if.
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Bur the problem with mass participation is that if is infensive and requires a lof of
resources. Relationships have o be created and there has o be frust within hat.
This year there is af least one mass parficipation project. I is frue that these projects
are engaging with people. And projects like the Open Data Cities. IF has a bir of
local press about if. The majority of people would not be aware of if, buf the local
newspaper had a coverage when the government released data and that was
quite a story. That is the level of awareness. Obviously it would be grear of making
people more aware. Bur most of what we are doing are cufting edge and you
cannol expect everyone fo be aware of this especially with a organisation that has

a lack of funding -If is expensive with this level of awareness.
II's greatl that you have this impact...

We had fo develop a plan. Every project you start with, you can never be sure of
how things are going fo play. You have to be able fo adapl. I was a leaming
experience. We are in no way experts in engaging with government or local
government, but we have come such a long way very quickly that we have an
awareness in how fo engage these people now. They work in a very strange way.
They have certain sfructures that might seem random and arbifrary. And thar was a
learning experience. | am sfill nof fofal aware. One thing with what is grear is that
you do learn. You learn a lof. And there is no defined way of learning. | don't know

whether It is survival or how these things happen...

Regarding how FutureEverything is perceived in ferms of the greafer Manchester
Strategy, is Manchester New Economy, they are implementing the development of

fhe greater Manchester. Itis a huge fask, and they mandated through.
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No. Sample Name Institufion Funcfion Date/ Location
group fime
M5 | FESTIVAL Jack Hale | Furure- Atfist parficipating | 02.02.11 | 142 Chapel
Everything/ at FutureEvergthing | 15.00- Street,
Manchester 16.00 Safford
Modernist
Society

Q1: Could you start with ftelling a bit aboul your urban interventions in

Manchester?

Our [Manchesfer Modermnist Sociely’'s] main aim is fo raise awareness of 20"
cenfury archifecture. Parfly because Manchester is perceived as a very Victorian
19" century city, and also because it is going through a lot of regeneration. The 20"
century bif is forgotten. There is not as much love for it. So that is what we do. The
obvious way fo do this is doing a four and a falk, bur both me and Maureen comes
from an art program. We prefer commissioning artworks and doing happenings
rather than a sfandard guided tour. However, we have no money, we are voluntary,
so offen it is gathering people fogether in a way that is free to altend like Facebook.
We arrange things like having a liffle tfea party by the Town Hall because it was a
space never used for these things. We use space that are perceived as privare

even though it is in the cenfre. So it is mini profesting. So we do things like that,
Q2: Are there any cultural projects that you prefer working with?

We do small things anyway. We are always looking for bigger projects thaf might
have impact and work in a bigger type of way. For instance the telephone project
we did with FufureEverything. We noficed there were only four red phone boxes leff
in Manchester since the phone companies was privafized. Some were listed, buf
fhey are very neglected, people don't use them fhaf much any more. The phone
company don't really want them. They are more herifage buildings than useful
phone boxes. We thought thar kind of phone box symbolize the 20" century buil
environment, much of if is considered not fif for purpose. Often the city council and

developers want to get rid of it and builr something new insfead of refurbishing i.
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The phone boxes symbolize that. No one is faking interest in that and we wanted o
raise awareness abour hat, We thought it is more inferesfing fo create some public
artwork so we applied for funding from the arfs council and we pul our a call for
suggestions. We didn't decide what the work would be, we thought it would be

more inferesting fo leave It fo artists. Af the same fime we gof info FutureEverything.
Q3: How did this happen?

They were interested in anofher project we were doing, and when we mef them we
starfed falking abour things we would like fo do, and they said they wanted fo do
fhat phone box project as part of the festival. Actually we were thinking our project
were foo old-fashioned for them, the idea of relafing o a herifage ifem, bur that
parficular year the theme was something like the city so it fitted in. And we wanted @
contfemporary artist fo do the piece. In my head FufurekEverything would prefer
something more digital. But we ended up choosing a sound piece by a composer
working with voice and sfring and piano. So the end result | wouldn’t have thought
would fir with FutureEverything, bur II's just a inferesling happening. That was if
really. We kepf in fouch and made sure they would ger the information they needed
for the program efc. And we asked Drew o be on the selection panel fo chose the
artist. They have a sorf of almost like a fringe event, they have selected scenes and
bodies of work thar goes on as a part of the festival, and then they invife arfists fo
parficipate in that. II's going on in fandem with the fesfival. Buf they didn't fund us,
they just helped us. So i was really that we knew we could make it happen. We like
fo drop info evenrs that are happening like that because if helps with publicity, rather
than doing something on our own in December. So it was beneficial for us o be
part of the bigger thing although we did it all by ourselves and it would have
happened anyways. What we would have liked was fo use one of the live phone
poxes in the sfreel. We always suspected that the phone company that owns them
didnt wanr us fo do something inside if. They also would want them fo remain in
use as phone boxes nafurally. We gof in fouch with them, buf it was hard finding the
right persons o falk with, so we forgot abour If. And we rather worked with the
Science Indusiry Museum who had one of these phone boxes in their court yard as

a museum piece. So we could use that.
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Q4: What did it mean to you fo be part of Futurekverything?

Nof so much really. I meant something in that it is always good fo be part of a
pigger event. Bur i means more fo me o be part of the Architecture fesfival for
insfance. | do fthink of FuturekEverything as a digifal art event, bur that is not
necessarily something we are. If it had been any art herifage event af the right fime
we would have joined in. Burif is good for us fo be part of tis vibrant, well alfended

and publicized event,

I was another project that drew us fogether: an online map of the cily. We were
logging 20" century buildings. We thought it could be a good way for people
idenfifying where they are through an online map. So we were sponsored by an
architectural company fo do this. If was simple a map with dofs. As a digital project
fo do with the city It fell info FutureEverything's themes and we falked with them
about that, and so i was included in their program. They have evenis all over the
place, bur they also have a exhibition place where people could look ar visual art

works. So that was the original link and i made more sense.
Q5: Where there any challenges with collaborafing with them??

No. We didn't have fo device the project fogether. The only thing was gefting the
information fo them in fime for the publicity. They wanfed fo make sure that it was
going fo happen. They have a very good publicily from enormous billboards
banners fo prinfed cafalogue brochures. So that was all we were doing: making
sure they had the right words and pictures, and that doesn’t always fif ime wise.
And the presentafion af the FutureEverything space, we didn't have to do anything.
If it was more complicated we had to deal with the curators, buf all we needed was
a lap fop and a screen. Our project was very simple for them to present. And the
phone thing was leff entirely fo us because we were working in a different site. So it
was that kind of geffing the permissions fo do somefhing in their phone box. So
having a curafor looking over our shoulders making sure we did the righf thing was

more fo do with the museum, they weren't really dictafing how we should do i.

Q6: How would you say Manchester regard art as part of urban

development?
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| would say fthey would say if is very important. Buf | don't think they think it is
important. Of course they like things fo happen, they are proud of FufureEverything
who is a big event. And they like fo say how cool and creafive the city is. Bur frying
fo gef them support something financially is impossible. | find them hard. I've
worked as art manager, curator and creafive producer for 20 years. One example
is thaf many fimes people and ourselves send things fo the City Council saying thaf
fhey want fo use a building or borrow a space, and you think it is nof that hard for
fhem fo say thaf you could have if for a few weeks, bur it is actually very hard fo
persuade them in what might appear fo be easy. If anyone has the power, It is sfill
difficulr. The problem is that everyone says that thar it is not our road. This is one of
fhe things that should be within their power, but it is difficull. The last year it has been
a lot of talk of using empty buildings, having art happening in them. So the problem
IS [o ger permission from the person who owns the building. Buf the issue is that if
you occupy a building you pay fax to the city. The council has the opportunity if
you are non for profit, they have the opfion of not charging the business rate, so
you would think thar would be the firsf thing they would do. Buf they don'. You can
ask them, buf you have to go through many deparments. You have fo make the
project in the building first and then apply for them fo nol fake taxes. The different
depariments don't necessarily speak together. So they could reduce the faxes on
fhe space. In the longer ferm if you are an ongoing project like this, we go fo the
normal charfs and do the applications and hope we get if. And we didn't, we were
furned down. We think they furned us down because they misunderstood our
application, they are very used o a cerfain kind of ting so If they gef something
they don't know they just deny if. So hopefully we will gef it next fime. If you are

registered charity you don't have to go through that process, I is not easy.

| used to work for the Manchester Design Cenfre. They were locafed in a building
where now design cenires are occupying iIt. I was set up in collaboration with the
city, they wanted it used in a creative way. So if was always with their will that if
happened in the first place. But all of the fime, throughout the 20 years if has gone
on fhey always found It impossible fo deal with the different departments. The
cultural department would say yes as they've gol a policy of creafing employment

fhrough culture. This is good as economic benefit. Then some departments falk
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about the disfricts of the cify, they want if fo be full of creafive businesses rather than
commercial stores. They wanfed It fo be different. So what we've gof is fwo
departments saying sort of the same thing. Bur the rent was paid fo the property
department, so the people working for that department are property people
(lawyers, accountants efc.) so when they considered the building they see that
fhere is no rent coming from fhe building (and thaf was fthe infention) bur i was the
obligation of the property department of creafing fthis. So one department was
giving It fo us unofficially like the culiural department, and the other, the property
department, wanted rent. So although it benefitted from an informal agreement, we
could never gef the roof repaired or the floor fixed because you then go in circles.
Because fthere were no lease. So for 7 years it went on and on. So this is an
example of the different prioriies of the different departments working against each

ofher.

Q7: How would you say FutureEverything contributes to the urban

development of Manchester?

| think i gives quife a high profile on the impression that the city has gof a lof of
creafive activily going on. So if might draw affention o creafive and academic
fypes. | tink i affracts an interest fo the city. Whether in any genuine practical or
economic ferms It confribufes fo urban development, they would probably prove
fhat they do. Bur a lof of activily would maybe happen anyways: it wasn't because
of FutureEverything that our project was funded. That is nof fo say that having been
involved in if, that adds o our repufation which might enable us fo do more projects,
fo make people nofice us and see that we are worth working with., So the networks
fhey create between artisfs and academics efc. -if sparks off stuff on more events
happening efc. Buf whether if can be quaniified as the whole urban development...

I's especially in ferms of economic benef.

Q8: What would you say are the sftrengths and weaknesses of

Fufturekverything?

| think it is foo confusing and foo wide ranging. Many people don't really know what

Fis. There are bits of it that | gel involved in, but it also seems fthat the debates and
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seminars about fechnology isn't necessarily related fo art... and then there is the
music sfrand... | cant really see the connection. I is nof always an obvious
connection. Ir is hard for people fo get a grip of what if is, some people go fo
something and never see the ofher things. Al the conference there are sfuff | would
never dream of going fo. That would be one thing. Buf things happen and they
make i happen. I is incredible well organized -fo make such a visible event is
fanfastic. To pull something fogether that is so visible and wide ranging in terms of
fhe number of events that happen is a phenomenal feature. We all know how hard
I is fo gel money fo these things. So fo make it work is a good thing. | think because
of that high profile then they start to affract the support of ofhers that make It appear
more imporfant and visible than it might be. Buf they have enormous funding,
billboards as big as walls! They manage o persuade that the event is so big that it
Is worth supporting. If is hard to gef business people undersfand the value of
supporting a thing like that. I might be markefing Manchester, in the ofher
organisations fthey find it hard to gel a similar support like that. So to pay for

something as big as that in one project a lof of ofther organisations would Kill for.,

| don't know how much resources they have bur it can't be vast. And very few
cultural events gef that massive big billboard posters. So it must be given to them
free, bur the work It involves fo gef that is hard work. IF must be a clever frick

because they canf spend cash on that.

You have the Manchester Infernational Festival which is the only similar thing that
has this huge adverts. That's one of those that have the similar big billboards. | think
fhese billboards are owned by markeling Manchester, so | think they have powerful

friends.

Q9: How infegrated would you say fthat FutureEverything is in the

urban regime?

| think that they have done very well in thaf. They would offen have someone
important and powerful ar their opening event, if is always someone who is key fo
the cify or the economy rather than a foken-person. So persuading them fo furm up

means that they have persuaded them thaf something good is going on. So | think,
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yes, there is a level of inner networking or networks fthat they are in with that are
powerful, whether if is markeling wise or making things happen. | would guess that
the chief executive of the council would know what it is. | think the city of Manchester
feels thaf FufureEverything is a quire good thing. And once they know of you in
fhose circles, you are in. If you speak directly o one of them, | think if is more

shaking hands efc. So once you're in you are in, and Futurekverything is in there.

| think no funder can support everything. So fthere will always be a backlash

against that. I must be because they prove fo those people that they deliver.
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Sample Name Insfifufion Function Date/ Location
group fime
M@ | FESTIVAL Tricia Fufure- Artist parficipating 03.02.11 | Corner-
Coleman | Everything/ at FutureEvergthing | 14.15- house,
Larkin’ 15.15 Oxford
Abour@ Road,
Manchester

Q1: Could you start by telling a bit abouf how you work with site

specific interventions in Manchester?

| graduated from Lancaster University, from theatre. | graduated with Andrew Craft
who worked with a site specific piece through Lancaster cenfre. And when he
graduated he worked with Beligan theatre. We moved to Manchester and | starfed
working with them. So now it is me and Crofty (Andrew Craft). We did a piece of
work in 2007 called *No format” influenced by pop culture. Crofty is inferesfed in
video games and computer games, | was more interested in cinema. So he
wanted a live size computer games, and | like the inferactivily of video games. So
we made this project “No formal”, where a character mel the audience in a park
seling dodgy DVDs. And It got people really involved, and then he gives them @
map and a carrof and they have fo visit another character. These characters don't
fit info thelir surroundings. Basically they lost something and the audience have fo
find our what this is. So it is really interactive. And we did a communily piece the
year after with the Greenroom festival. And then Crofty fold me about Hide and Seek
in London. | went there and didn’t have any expectations, and it was amazing. And
fhat was where we could hink more game-wise projects, pervasive gaming. SO
now Larkin® Abour is very much abouf pervasive gaming. Buf one piece in each
program would have a more active participation by characters. We are af the forth
event af Greenroom. Every fesfival is an experience, we got limifed information as fo
what the clientele is, bul when we do an event we know more abour those

parficipating.

12 Street theatre focusing on Pervasive Gaming
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Q2: How did you come fo work with Fufturekverything?

Sandra Anderson was the markefing manager in Greenroom, she used fo be in the
music indusiry and her conneclions were quite impressive and she knew Drew and
just know fthis guy and this guy. She said if could be good fo gef Larkin® About seen
by a different audience. So if is good fo be part of a festival. So she got in fouch,
and we falked with one of the producers. We were very low key in the fesfival, the
event run by irself, which is good because the festival is quite disorganized and has
got litfle resources. SO we weren't one of the massive imporfant events, we were

more quirky supportive.,
Q3: In whal ways did you find the festival chaotic?

People not responding o e-mails. We wanfed fo design a map. The idea was a
lifle journey thaf could compliment the festival and send people o the different sites,
bur we wanted o make the program in advance o gel If in the program, so we
were calling back and forth. Nof because she (our producer ar FufureEverything)
was disorganized, buf because she was occupied with bigger events. They are
nice people buf the problem is that what happens with a lof of these fesfivals is
because they are only funded for a certain fime period, and I fakes fime gelting the
stuff up and running. Drew is extremely infelligent bur nof necessarily a good
organiser. So | think issues with him as a manger, and because we wasn't a big
key event we didn't gef priorifized. And that happens across the arfs as well as

fhings gef cur and cu,

Q4:Has it meant anyfthing for you to participate in the festival? Where

fhere any benefits?

Yes definitiely. In my mind FufureEverything is not something the locals have inferest
in, i is more abour infernational inferest. Other festivals are more friendly fowards
locals, and | think thaf because i is a big research festival and an academic
festival it atfracts all that infernational exchange. We got 50 people to participate and
a lot of them were from ourf of fown which was very good because we mostly work
with locals. You gef a postcard with a bit of fext. We fook them around some really

quirky weird things in Manchester. IF was making fun of Manchester's achievement
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over the years. Fufurekverything is more abour dafa and fechnology and the future,

so IF was about looking back af the crazy ideas for 100 years ago.

SO we gof 50 people. And that was nice because if was a non-Manchester
audience. People who were visifing af that fime are more wiling fo do something

experimental while people form Manchester is more cynical.

Q5: Do you feel that you have become more acknowledge affer

parficipating in FuftureEverything?

Yes, if raised our profile. They know abour us now. They saw us in the brochure of
FurureEverything so they knew abour us. If is fun because we now have people
who haven't experienced our work, buf sfill knows abour us because they have

read abour us in the brochure.
Hide and seek did a sand pit. This was also part of FufureEveryting.

Q6: How would you say FutureEverything contributes to the urban

development of Manchester?

| don’t know enough abouf It. IF is sooo many events happening. As far as |
understand 60% of the funding goes to Manchester Infernational Festival and the
rest fo FufureEverything. This is because they both put Manchester on the map
infernationally. Bur | think they could focus more on involving local arfists.
Manchester is an exciing city in ferms of developments, indusiry and fechnology,
and it needs fo recognise that it is sfill a thing thaf need fo be supported. So they
need fo commission more local things. And fhis is more the case for the
Manchester Infernational Fesfival. IF is incredible expensive. The good thing wih
FuturebEverything happenings is that they are for free and it makes I more

accessible.

Q7: How do you experience working with/in the cultural field in

Manchester?

We gef commissioned for lwo events a year. The general manager have this deal

that ... AGMA funding from the 10 different governments, but to jusfify you have o
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say thaf people from every single 10 boroughs goes fo this event. So they pay us
fo go fo a communitly event in a place where people are from that are nof
parficipaling in the event on before hand. That's council funding bur in a different

way.

We are invited fo do a presentafion af the Council fo make them understand what
we are doing. Buf the council in Manchester is nol parficularly progressive. But there

is still a need to do things outside the city cenfre.,

Normally when | do something in public space | just confact the police in forehand
and then it is no problem getting permission. So as long as | falk fo the police it is
fine. Bur one time we did a piece where one of the characters was fo be located in
a park. So we were funded by the culfural deparfment fo do things in this park, and
fhen suddenly another woman from the park department in the council approached
fo us and wanfed a fee from us since we were using the park. This was complefely
ridiculous as the council had commissioned us fo do the piece in the park in the
first place. So this is a good example on how the different deparrments in the City

Council don't cooperate.
Q8: What projects are prioritized for funding?

Manchester Infernational  Fesfival and FufurekEvyernfing because they affract
investment fo Manchester. A fringe fesfival to the Manchester Infernational fesfival
dos nol get any support af all. The program is very good, a lot of things happening
-63 pages program. IFis almost easier fo work with commercial businesses. There
is sfill bureaucracy, buf they are more open. We worked with Amdale shopping
centre and they really see the benefit of our work. Important fo gef hold of a person
from the markefing deparment who understand, bur the councils don't really see
the benefits. Salford is befter at this. Salford is very deprived, a lof of regeneration
money is invested in if. BBC is for instance moving fo Salford, and they are much

more open fo ideas, so we will fry fo work more with them next year.

Manchester does nof take any financial risks, buf clearly the managers of

Manchester International Festival is very culiing edge —the program is incredible
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exiting. Also with FutureEverything. If fakes risks, buf the councils are nof faking risks

with supporting smaller evenrs.

FutureEverything is creating a plofform for very inferesfing work. Bur it is sfill very
focused, and the objectives are very focused and not very open. So it is very niche

in away.
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No. | Sample | Name Insfitufion Funcfion Date/ Location
group fime
M7 | CITY Margareth | Manchester | Head of the Fesfival 02.02.11 | Number One
(culture) | Stephenson | City Council | and Events Unif and s First Streel,
(culture the confact person 13.00- Manchester
departren) | beween 14.00
FutureEverything and
the cultural
department
Rachel Manchester | Working in the Cultural
Clarke City Strategy team
Councll
(culrure
department)

Q1: Could you start by describing the cultural strategy of

Manchester?

Margareth: | am head of the Events unif and our remif is fo supports events and
festivals on an application basis. In the summer each year we have an
advertisement on the different websites solicifing event organizers fo come with their
ideas. In the case of FutureEverything if has got a pillar event sfatus, which is an
agreement fo fund the event for a three year period that allows the organisers fo
leverage in fo addifional funding because the Arfs Council look favourable on
organisations that has got this agreement with the City Council. We ask the festivals
and events to fulfil and fell us how they meef a lof of criferia’s that we (the City
Council) in Manchester value. FutuerbEverything is very successful in bringing
investment info the city. So they are very adapf generafing an income, so from thaf
point of view we have an event group and we always look favourable on events
fhat bring in a good amount of investment. We are also looking for something that

complies with our culiural ambifion plan, being for example cultural disfinclion efc.

Rachel: Manchester had a culiural sfrafegy formulated in 2002 building on @
program sport-event. IF was a fen-years sfrategy, but in 2009 it was recognized that
I needed refreshing. So different cultural organisafions gof together to employ @
consulfant who have does quite some work on creative indusfries and as
economist, and as a result we produced "Manchester culiural ambition™ fo refresh
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fhe strafegy and pur a new challenge. We talked aboufr what an impressive culiure
we have, buf if needs o be more disfinctive, and more high profile, beffer qualiy.
The sfrategy has got five poinfs, you can read abouf in our report. The poinf
regarding Cultural distinctiveness fifs with evenfs. We wanf high profile events in the
cily that links fo creative events and falent in the city. We also have a range of
neighbourhood evenfs and feslivals more abouf social cohesion efc. We fry to sel a
separate profile from ofher cifies. You have fo know if is from Manchester. Because
of those cenlral events as Manchester Infernational Fesfival it gives the city a level of
qualily. We have a cultural parinership —all the major organisations... they make
sure we meef the ambitions. We look af the herifage of the city, and the whole
history offer. And that resull in looking at a fesfival last year: Manchester hisfories,
stimulated a lof of inferest. Industrial parts are also important. How we were the first
industrial cily is a key part of our branding. All the firsts thar has happens in
Manchesfer and the scientfific innovations coming from here. So FutureEverything
pays ifs herifage fo thaf because it capfures the innovation and fechnology in the

city.
Q2: Have you got a distinctive cultural strategy for festivals?

Rachel: No nof as such. Buf the major events need o be promofing the city and fit
with our ambition. So if it does nof fif, we would change it. The overall ambifion is the
driver. We also need to consider other strafegies: community sfrategy: fo make the

cily healthier and happier efc.

Margaref: Through our event funding applications we ask how the event complies
with the community sfrafegies and that we frack that through. When we gef the
evaluation we check that if is in line. The best example of a sfrategy for festivals
would be fthe Manchester Infernational Fesfival, which is authored with new
commissions efc. That is the iconic event thar overarches anything else that goes
on. Bur we are nof responsible for every event happening, buf those we fund would
represent a broad range of activiies. If is fied info three levels: 1. The pillar event
(like Futurekveryhing, the Jazz festival, the Comedy festival efc.) These are not
iconic brands, buf we look for somefhing disfinctive in ferms of what they do. There

are 6-7 festivals in that range.  We recognize that they are nof unique fo
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Manchester, whereas the Manchester Infernafional Fesfival is more unique [o
Manchester. 2. The community fesftivals by culiural groups. They fend fo be not
economic drivers for the cify buf rather a representation of the diversity. 3. Other
large scale events like the Manchester run elc., buf these are fied fo the healthy

living aspect.

Q3: Would you say that FuturekEverything is an integrated part of the

cultural strategy of Manchester?

Margaref: Yes. Ir is very much representafive of affack brand sfuff abouf new
fechnologies like digital arts. I is a brand as a festival thaf is synonomous with
Manchester, if affracts infernational speakers efc. Bur if you mean by infegrafed in
fhe sense that If is something people flocks fo, it is not. IFis a bif niche, buf we think if
Is worthy of nurfuring and the reason why we have been nurturing It is that if is
gelting more and more investment from ofher sources and therefore we regard it as

a success story for Manchester. So yes. But it is not for the accessible.

Rachel: If thaf rechnology thing is your thing then if is great, buf some aspects are
very niche. So It is not infegrafed in that way. And we would look at other

organisations in ferms of developing arfists.

Q4: So the festivals you prefer fto support are those who bring

something to the city?

Margarel: FutureEveryting has conlributed fo the Manchester Infernational Festival. If
you look ar the festivals happening year around they tend to be of the kind of that
fhere is always somerthing going on, and somefhing for everyone. | would suggesf
that FutureEveryhing has a huge following of academics and sfudents, unlikely fo
appeal fo the general family. Bur we would encourage FutureEverything fo make

fhat happen. Bur af the moment i's not quite there. Bur there is an audience.

Q5: How do you in the culfural department look at art as a fool for

urban development?

Rachel: I depends on what approach you are faking. In a number of ways

Manchester has heavily invested in cultural capifal: Buildings and organisafions (o
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affract wealth to the city cenire, like for example the Urbis building to attract people
fo the cify and being an economic driver. This can be seen as a response fo the
pomb in the QVies. The same with the Bridgewater hall, which is an iconic building.
I is important for the city cenire fo have a vibrancy and investment fo if. More locally
we have approaches like public art in the public realm. We have credlive
approaches with communities about how fo creafe public arf. So we Iry fo influence
the re-development of that estafe in the design process. On the people level we
have culiural regeneration offices based in the regeneration areas and their jobs is
fo ensure that communifies are linked with regeneration, here we see culture and arf
as a fool for engagement. And then we have popular things like evenfs and
festivals. The infervention point is different if it is physical regeneration we are falking
about, or if i is abour the iconic infrasfructure such as with Manchester Infernational
Festival, which is a big economic driver. We want fo generate enirepreneurship. We
also fund in the cily a music festival. IF has a brand-awareness abour identifying
new falent and bringing If fo the music indusfry. To have the world fo see the music

indusiry of Manchester.

Q6: Would you say fthat the main purpose is to build up a good

reputafion of Manchester?
Margaref: Yes.

Q7: How do you fthink Fufturekverything contributes o the urban

development of Manchester?

Margaref: I'm not sure that i does or will. I does fulfil some of our criteria’s for this,
as stafed in their own words in the application. We mentioned neighbourhoods of
choice, and FufureEvertyhing stafes that i does support vulnerable groups in ferms
of giving them opportunity for education and fo gef to know fechnology. Bur this
aspect is very small the organisation. Bur if has improved its standing intellectually
and regarding audience building. As well as raising the brand and persuade
others fo invest in It IFis in a crossroad now, If is sfronger than it has ever been, It is
clear what they will do, and we ask it fo do more. But this has nof been an overnight

sensation. I has faken 3-5 years.
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Rachel: I is foo niche in this respect. A lof of the focus for the festival is abour the
best of the technology, and nof the besf of Manchester. So it doesn't matter so
much for the festival where it comes from. | think fheir mindsef isn't abouf that. If is
more abour fanfastic people doing fantastic things with fechnologuy, it doesn't relafe
directly to the city per se. Buf it doesn't have o because It does the job that they do.

So this is nof something negative, buf it is just something they don't do.
Margaref: And then there's the conference part of if, but it is very on the fringes.

Q8: What art do you consider most importanft in terms of urban

development?
Margaref: | don't know. II's nof in my remi.

Rachel: You'll never please anybody. I has fo be a balance between accessible
art forms and challenging new audiences. And how you do fthat is the crocks. If
depends on what you want to do. Manchester Infernational Fesfival has gof Opera
as Irs headline. If is very high brow, buf however they use some innovafive
fechniques. It is very spectacular, so it is about educafing the audience. So we do
have fo challenge, buf on a different scale it is how you franslate thaf. Any
organisation has a responsibility o franslate tis. There was fthis exhibifion by digital
arfist in Comerhouse, which was amazing because it was made accessible.
Because we wanf fo be cultural disfinclive we have o look ar innovafive programs.
S0 yes, we fake risks, It is that balance between providing an accessible program,

and merge thaf with innovative works.

Margaref: Manchester Infernational Fesfival has been a major success in this ferm.
I is building anficipation and desire, and is fhen more receptive fo newer things on
fhe markef as well as the fradifional. Manchester is well served and gelting belter in

kniffing If fogether.
Q9: Do you collaborate with planning department?

Margarel: Ha ha, we fry fo avoid that, ha ha. ..

124



Rachel: On some things. Buf my personal view is that Manchester is poor
regarding the connection between planning, art and public space. Those stafues
on fhe boulevard right oufside the windows are for example are hideous, buf no one

came fo falk fo us abour i,

Margaref: The only piece of public art | like is the pedel (?) outside the Bridgewater
hall and the remembrance free. II's a part of Piccadilly gardens. We won't
necessarily do things with planning in terms of events and festivals beyond the
exchange of public spaces with permissions for big screens efc. Most other things
we do are femporary; like FutureEverything might do an installation, but if it is there
for less than 28 days you don't need to consulf with planning about i, So our
inferaction is poor. Bur inferestingly enough It is starfing fo be more. We are thinking
about doing something at the St Peter square with the Peace Gardens -it is gone
our for competifion. Buf infegral fo thaf competifion is a new piece of public art and
consulfafion for the first fime ever with us with what events and festivals we could do
here. | have been around for a fime, and none of the new spaces were we ever
consulled abourf in ferms of evenfs and feslivals. We were consulled around our
basic needs. So our public spaces, we haven't got any big public spaces. Albert
square is the only, bur none of the spaces are like other UK cilies. But so we have
been good af moving people around, where we moved people around and have @
different experience in different spaces. Bur we look with envy arf cifies with big

public spaces.

Q10: Why do you think there is this change fthat planning has

suddenly incorporated you more in their work’

Margaref: Simply that more and more evenfs and fesfivals are recognized as
economic drivers. Everybody is compefing for thar kind of business, that's what
everybody wants so the easier you could make if the more it will come fo you. We
had success with the conference cenfre. Acknowledge that we also need fo

support oufside fesfivals more and more.

Rachel: Yes, Itis abour enabling event programs fo happen to animarte spaces.

125



Margarel: And how fo mainfain the public realm. How do you create re-investment
in the public realm? And you can do that through events and festivals. So there is

eginning fo be greater understanding.

Q11: Could you imagine that the planning and culfural department

could start cooperating more closely?

Margaref: Yes, if is happening slowly. The dialogue has starfed and is already

happening. We falk with colleagues in the public realm on what we would like fo do.

Q12: What would you say are the sitrengths and weaknesses of

Futurekverything in terms of urban development?

Margaref: The sfrength is the brand. Most definitely. People know it infernationally.
And the weakness is thal there was a fime when didn't have a clue what it was
about. Everything Drew said went right fhrough my head. Buf the weakness is thar if
IS nof obvious af first glance what if is about. Bur on the other side that is also what

Is inferesting. I has a way o go with capacity building of the audience.
Q13: How do you evaluate festivals?

Margaref: The sfarting point is thaf everything we fund they need fo complefe a post
self-evaluation. And of course since if is wriffen by fhem selves, you can questfion
some of the figures. The more robust way is independent evaluations. We are fo do
another one on the pillar event. In 2005 we commissioned an independent
evaluation of our pillar events (this was before FutureEverything became a pillar
evenl) and benchmarked It in 2006 and 2007. We did have some solid data which
fold us everything you could wanf fo know, not only the economic factors, also the
social impact like what it meant to the audience: for this we had different focus
groups. So in fhese evaluations we were saying things as bold as Manchester is a
better place to live because of these festivals. We starfed a new event called
Manchester day. It involved over 90 community groups efc. and that evaluation
was nol jusk about the economic impact. Bur what was as important was the social
impact how people felf abour Manchester. So generally the ones we quote and rely

most heavily on are the independent evaluations. Manchester Infernational Festival
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is evaluated through the independent evaluation. So that is the only way fo gef the

pest sfructure as o how fo support i.

Rachel: This is increasingly relevant as fo why we found: and that is economic

impact and how if feel for the city. As I's public funding we have to be fransparent.

Margaref: Un-doubtly events and festivals will be dismaneaeer(?), buf happily now
fhey represent a growth sector, not for the community festivals but in ferms of social

impact.
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group fime
M8 | CITY Paul Manchester | Group managers | ©3.02.11 | Number One
(planning) | Mason & | City Council, | of Design, 13.00- First Street,
John Planning and Corjservorion and | 14.00 Manchester
whyard | Building Projects
Confrol
department

Q1: Could you start by telling a bit abouf how you in the planning

department regard art as a tool for urban development?

John: There are different sfrafegies. In terms of builf development we would usually
work with people o infegrate people as part of thaf. There is no formal policy
requirng art works. We fry o have high qualily as well, we like innovafive

architecture. So we're talking abour art in its broadest sense.
Q2: Do you incorporate festivals in these strategies?

Paul: No, nof in planning ferms. What we have confrol of is public art like the
sculptures. And our sirategy as developers is fo increase activily inside fthe
buildings. We would have an influence of the quality in the public realm. We've got
a lor of inferest in this building (the one we are sitting in: Number 1 first sfreef). Public
art in lighting, one-off pieces. But in ferms of ephemeral festival sort of fype we don't

have a fype of strafegy incorporating that as part of the development process.

John: What we have is fo work with ofher departments o make sure that they can
accommodate a range of activities. Bur that it as cooperate inifiative and planning
plays a role in that. In ferms of managing those events, that is nof our concermn. Our

effort is fo make sure thal the space can accommodate flexibility.

Paul: We have a Christmas markef, and we wanf a range of acfiviies without
compromising the space. If we can accommodate thar flexibilily. We are nof
direclly guiding. From a pine point of view. And for our side it relates more fo the

buildings around if. The space relate o ifs context better.

128




John: Like with the Albert square... We made if so that the fumniture can be moved.
That is part of the overall design process. Buf it comes from a range of direcfions.

And if does work well and accommodates quife a range of acfivifies,

Q3: So you've got no opinions regarding what sort of events you want

fo have filling the public spaces?

John: Interms of public space we look at It from an application point of view. We
want qualily and how fo relate fo buildings around. So if is abour working with
others. We wanf to be as flexible as possible. I might be something proposed that
we have fo approve of. Bur this is a procedural issue, iI's nof a poinf of principle.

Planning permission is fo come.

Q4: Have you experienced that it has become more events/festivals

going on in public space?

John: Yes, buf that picked up quite a few years ago. Manchester had a fore range
of events, and every time a place was refurbished the evenfs spread. And the
Christmas markef is an example: IF was sfarfed af some key locations and then

spread our in the sfreets.

Paul: We in the planning department don't want fo confrol that because if generates
fourism and economy. We want befter quality fo gef across the qualitly city. Bur if's

more on the evenr side.

John: There are dlill elemenfs of a lighting scheme. So It needs to be a planning
permission fo insfall that. Bur if it is an agreed strafegy and sufficient qualily then the

Councilis supporting and we will play our part.

Q5: So would you say fthaf tourism is one of the main benefits of

fhese kinds of events?
Paul: Yes.

John: Well, it depends. Tourism and economic drive is also something, bur the

market is also abour encouraging healthy living and eating, tis is also the case for

129



sporfing evenfs. The different departments would look al events in different ways.

From a planning point of view we don't defermine.

Q6: You menfioned that you do cooperate with other departments o
be sure of a range of activities, which departmenfs are you

cooperafting with? The cultural department?

John: Nof so much, because events don't really need planning permission. Before
| went fo meefings with Manchester Management company and fthere different

departments would come. So we are more aware of this cooperation now..

Paul: If they say thaf they had fo chop down frees in order fo do the event, then of

course we would react,

Q7: Would you say that there is a bigger awareness of working

across the different departments?

John: The mechanisms of communications change and the mechanisms change.
The sorf of system that is now is that the people organising events know when fo
involve us, when we are fo be involved. Buf usually no formal planning approval is
needed because sfructures are very femporary. IFis only for something that is going

fo be leff behind this is necessary.

Q8: So it's not hard fo gel permission fo do events/festivals in public

space?

Where it is an event that is being supported by the council or organised by if, and
where there is no permanent effect or impact in physical ferms there is No reason
nol fo support them. If is good that it is being made. We are just part of a bigger

cooperate machine.

Q9: Could you see the planning department having a bigger saying

in these matters?

As long as the impact on the environment is femporary It is no reason fo be more
involved. We've got foo much o do in ofher things. No need fo be in places where

we don’'t need fo be involved. One time there were no residents in the citly cenire, 15
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years ago there were 400 persons and now we are 20000. So there are new issues
in ferms of events mainly around noise. Most residents are fine and quife folerant.
Before i was more if you had loud music that went on longer than they should. But
that's confrolled by other organisers, and organisers are more aware of that. So

fhere are limifs on fimes and noise. Buf again it is not a planning issue.

Q10: What are the benefits of these evenfs/festivals seen from a

planning perspective?

John: Planning is involved in how spaces are used. So from my poinf of view i is
fhat If evenfs are properly organised fthen they can confribufe o how space

funcfions and vitaliry in the city cenfre.,

And even if if is informal evenfs, demonsirations efc. that is quite posifive o see as
long as they don't gef our of hand. That's the idea of public space that if is being

used. Making sure the city can accommodate a whole range of uses.

Q11: What do you know about FulurekEverything in terms of urban

development?

John: In'terms of the city cenlre there are opportunifies fo creafe new public spaces.
The most recent area is Spinningfields. That was a large area of land
comprehensively re-developed, confaining old and new buildings. As part of the
development they wanfed fo create new areas of public urban space, areas that
could be used for film screening. The idea was fo make it info a cultural hub. So

fhere are ideas bubbling around and the idea of creafing spaces.
Q12: Bul how can FufureEverything contribute to that?

John: Somelimes it's useful fo gef an outside perspective. Within the planning
process with a possibility for public engagement, the earlier they can gef involved
fhe belter,

Q13: So you do think that FuturekEverything can contribute to this?

| was involved when a big development company would have an event and lef

studenf going on a course and sfudents would go fo a city around the world and

131



look af an area needed regenerating, and they looked af the eastern area ... Af
the end of their week they used a proposed documents. What | am saying is thaf

an evenf can influence and creafe ideas.

Q14:50 Futurekverything can do this?

| don't know how fhe FufureEverything concept can work. If is abouf fuelling ideas.
Q15: Do have anything fo do with FuturekEverything?

No, if could be inferesfing though. Interesting fo see how we could be drawn info
fhat.

Q16: Yeah, because you work with policy and FutureEverything wants

fo influence this...?

John: The planning policy is fo be removed o another place, so there's a lof of
changes ahead, and a lof of falk abour how reducing cosfs and works, so how fo

work with other evenfs.

Q17. Bul there are no one from the planning department parficipating

in the FufureEverything conferences?

Depends who the invitations went fo. Depends on who you use as confach and
how you promofe the even!. II's all fo do with what we can offer as well. My
personal point of view would be that if is inferesting, buf in day fo day work i would
be difficulf fo link if.

Q18: Would you say that FutureEVerything is an integral part of the

planning policies of Manchester?

John: | don't work in the policy section... | have nof heard it menfioned. If they want
fo be involved they have to do It quickly, there’s a new policy document coming.
And it is principally a planning document policy, buf broader as well. I would have
a greater influence on nof just planning, it is supposed fo be more holistic, all
depariments confribute: local development framework. Some time a complete draff

of the whole policy would be produced and put our for consuliation.
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Q19: What would you say are the main goals for urban development

in Manchester?

John: There is a lol going on. There is still o genfle undercurrent. There were some
key re-generafion themes. There are some individual building proposals. Bur
oufside the cenire there is a lof of regeneration work needed. Buf with the recession

we have fo work our where it is going. How o deliver change.

The main goal is fo confinue regenerate the city cenlire. The key focus of the council
Is the cltizens of Manchester and the delivery of services of them in the widest
possible meaning. Planning is just a parf of if. We want to deliver a high quality
environment. Susfainable in ifs broadest ferms. Trying to do everything. A broad
range of key principles. In the website it used fo sel our the key principles for the
council and | think those are being changed recenily and a whole new way of

looking af what those are and the services are focused.
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group fime

M9 | CITY Martin Manchester | Delivery manager | 25.02.11 | Skype
(planning) | Wain New for Manchester 15.00-
Economy Innovation 16.00

Investment Fund,
working closely
with
FutureEverything

Q1: | read on your web-page fthat New Economy's purpose is o
create economic growfh and prosperity for the people of Manchester,

how is FufureEverything a part of that strategy?

FutureEverything does the bits that other people don't do. They are useful to have in
terms of for example the Open Data work. I would be difficult fo find anyone else
peing able fo do this and also implement if. And also the people I've worked with
from the fesfival, particularly Julian and Drew, they're so different from other people
fhat I've worked with. I is useful fto have them around in ferms of looking af things
oufside the economics like the social facfors and also their networks fo social

medias are very valuable. (IF is good fo have people around thaf have fo falk.)

Q2: Who inifiated the collaboration with FutureEverything, you or

fhem?

| am most involved in the Manchester Innovation Investment Funds that is designed
fo fund experimental projects that wouldn't receive fraditional funding sfreams. This
is a parmership between Northwest Regional Development Agency (NWDA),
National Endowment for Science, Technology and the Arts (NESTA) and
Manchester City Council. We got infroduced to FutureEverything through NESTA
who did a feasibility study on the Open Data City project. That's quife funny really,
we (Manchester New Economy) are based in Manchesfer and so s
FutureEverything bur we were infroduced by someone from London. So i was

through the Open Dafa feasibilily sfudy -we funded it fo them, and then we gof
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inferested in their work as o for example how fo sel up an Open Data Store for
Manchester. And we funded them fo sef thaf up as well. So following up from that |
prought Julian and Drew info my work and | am hoping that thaf carries on: like with

participating in the IBM Smarter Cities Challenge and ofther projects like that.

Q3: You said that FuturekEverything was different than ofther people
you've worked with, could you elaborate a bit more on that? How

were they different?

Our work focuses upon economy, and my background is working with European
funded projects, so the circle thaf I've been working with have been close up with
people doing the same work as me. And FufureEverything stood ouf from the ofhers
pecause they have a differenf view. II's embarrassedly simplistic really, they are
based in the Northern Quarter that is fo do with creatives, medias and digifals, and
we never cross these people in our work, we only falk fo economics and
academics, and we don't gel info contacts with these creative and arfisfic
communities. And the fact thaf they don't do things for the sake of economic

growth, they have ofther perspectives thar we don't normailly have.
Q4: What projects do you prefer working with?

| like the sort of projects that has gone through the Manchester Innovation
Investment fund because they are experimental and not necessarily solely aimed
ar being successful, buf they are frying new things ouf. | prefer that before those
projects that presents a bunch of numbers saying thaf they will increase dwellings
with so much and so much and generafe this and this much income efc., these
projects seems so reqgulated and squared, I'm more interested in experimental

projecrs.

Q5: Where fthere any challenges with collaborafing  with

FutureEverything?

| think there were more challenges from their point of view than ours. IF was a mini
clash of cullures. When | started working with Julian, | had already worked with

several similar projects, so | was prepared for the different working mefthods efc.
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The main difficully was for the inifial collaborafion that we were sfill frying fo find a
balance belween meeling the accounfabilily requirements for our public projects,
and ar the same fime nof come across with the project’s visions. We work very
consfrained normally and we fried fo find the balance and not “taking over” the
project we were collaborating with. So when Julion came in thaf was  sfill
happening, so i was more chock programme for Julian, | was already leaming

with several ofher programmes.

Q6: How would you say fthat Fufturekverything is integrated in the

Greater Manchester Strategy?

The inferesling thing with this sfrafegy is that if is a unifying document aiming for
particular goals and then frying fo bring in the right people fo do it. So the people
from FurureEverything come in af various parts across the sfrategy, they don't
consfitute a particular bir, buf they come across the sfrategy in some of their work,
for example with their work with digital innovation, fransport and infrasfructure —they
have a small part fo play in each bif. Buf they're definifely an infegrated part of if. |
really fry to deepen the relafionship with them, because the collaboration with all
fhese things is really beneficial. Nof only on the things where they know besl, they
can also come in an offer a different opinion on “our” projects. So i is involving

fhem in the bits and also the things we think we can do as well,

Q7: How would you say that Futurekverything contribute to the urban

development of Manchester?

Obviously fthe fesfival confributes a great deal as if is bringing a lof of people
fogether. | have yef fo visit any of the events, bur bringing different communities
fogether is very useful. And the festival has got such a good reputation, Manchester
purs if our as one of the main things they do. And then of course there is also the
data infrastructure and opening up the dafa infrasfructure. In public sector funding
there is such a complex government sfructure, you have MIDAS, Markeling
Manchester, the ten 10 local governments ++ -all these kinds of different providers
and deliverers, 7 sfrategic commissions, and all these different bodies floafing

around, and on fop of that the fransport body, the policy, the fire and rescue, and
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what particularly Julion does on the open data infrasfructure will be ridiculously
valuable and bring fthe government sfructures better fogether. Even though
Manchester sells itself on the capacity of working fogether, we realize thar we were
nof so close as we thought we were. Buf the Open Data project has a steering
group every month that makes us speak with people we don't normally speak with.
There are many bodies so if is very beneficial encouraging people o focus on a
parficular focus and make them work fogether. This will not only creafe economic
penefits, bur also governmental benefifs. And if they work befter fogether, that will

penefif the greater development of Manchester.

Q8: How do you in Manchester New Economy work with Manchester

City Council?

We have a close working relationship with the senior sfrafegy, bur we are not a part
of ir. The policy area | work with, innovation, has a group of people represented in
fhe council called the Manchester Innovation group, so they feed their views info
that. We present our things to them, and they pass judgement on if. SO we work on
a sfrategic level with the cify council. We also do that with ofther councils in greater
Manchester. We are one of the 7 sfrafegic commissions, so we all work fogether in
various thematic areas, fo make It stfrong partnerships. We also gol fo be careful
fhat we deliver what the councils want. We are owned by the councils, so we are

fhere o take forward greater Manchester economy on behalf of the councils.

Q9: You mentioned thal you liked working with FufturekEverything as
ftheir goals were nof necessarily economic, so you can work with

other goals than just befter the economy?

Yeah, we can do that. IF does not only unify all the people delivering It, I also aligns
social and economic factors. There's a realisafion thar you can't just make
Manchester economic competiiive, you also have o look af quality of life efc. You
know Richard Florida? Personally I'm a big fan of him, and I think his theories are
fhe besf way fo illustrate it: You have fo make people wanlting fo live here, you have
fo have a good education system, a good living quality efc. That is why we gof a

remif fo look af the social factors as well.
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No. Sample Name Institufion Funcfion Date/ Location
group fime
M10 | OBSERVERS | Koichi Separfish Former 31.01.11 | Comer-
Chikuhi | festival/ FutureEverything 15.30- house,
& Kit CUBE employees 16.00 Oxford
Turner (Cenire for Road,
Urban Built Manchester
Environ-
menr)

Q1: Could you start by felling a bif about how you think Manchester

look upon the use of arf in urban development?
Kir: Manchester is very aware of its music hisfory..
Koichi: And sporfs. ..

Kir: Yeah. And the famous record company Hacienda sprung our from Manchester
in the 80ies and is a big source of pride. If is their musical herifage. Manchester is
known for being proud and wanting fo separate itself from London. Their ideniity is
that of being the underdogs. They have their working element and the music. So

fhere are very much band orienfed music. If is valued a lof.
Q2: What aboul using arf for the purpose of urban development?

Ki: There is this development agency called Urban Splash thar are big developers
and very successful in Manchester. Their developments are new contfemporary

and urban. They've used events as parfs of their developments in the past..

Koichi: They fried to use arf fo creafe a befter image, buf somehow i went wrong. |

don't know whar happened.

Ki. This new part of Manchester, called New Islington, is an Urban Splash
development. Bur i has stagnated. They fried fo launch a fesfival o help, bur | don't
think it did. So fthey use festivals for the image. And fthen there's Manchester

Infernational Festival that happens every second year in Manchester. The city of
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Manchester supporfs if with a lor of money. Bur the art is very high end, so iI's nof a
festival for many people. They've got opera and performance art. Manchester
launched it fo help improve fthe idenltity of the cily oufside Manchester in order o
increase fourism. Manchester is a very money-oriented city. The council is always
inferested in rising land prices. They're always money-driven. The arf is nof for the

people who live here, but to gef a good repuration.

Koichi: Bur there are also some small organisations like Spearfish. More

independent inifiafives, like FutureEverything who is also more independent.

Q3: Are you of the impression that Futurekverything is frying to take
fhese tendencies (money and image-orientation in the use of art) in

another direction?

Kir: FutureEverything is somewhere between Manchester Internafional Fesfival and
Spearfish. You know it is 20 years old. I may have starfed like a very independent
inifiative like Spearfish, buf as it expanded it realized that they have fo follow the

objectives of ifs funders and the council,

Koichi: From my poinf of view It is more alfernative. Ir is quite different compared o
Manchester Infernational Fesfival. Manchester Infernafional Fesfival has got a lot of
money compared o FutureEverything. Bur arts fesfivals here are not so dependent
on fhe resident. For instance if you ask people in the streef, they don't know what

FurureEverything is. IFis a niche.

Q4: But what about the social dimension of the festival., Drew
mentions as his vision fthat he wants fo work with social media and

how we interact with eachother.
Kir: Bur that kind of art doesn't relafe so much to people. IFis sfill niche.
Q5: So why do you think it is that they gef so much financial support?

Koichi: FutureEverything was first. They were before the AND festival and starfed af

a lime when Manchester did nof have so many festivals. So FuturekEverything was
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the first digital happening. So they have a good argument: We are the pioneer. We

were here first,

Kir: Their segment is 20 — 35 year old people. | don't know abouf the support. Buf |

don'f think fhey have a lof of money.

Koichi: When we worked for them, it was before they got the Lever prize. Af that fime
I was more underground. Buf now they are bigger and may reach our fo more

people.

Kir: And also the fact thaf the arfists they show are infernational. And they've also got
fhis academic perspective. The council has go confidence in Drew as he is from

imagination Lancaster.

Koichi : Buf now, in Manchester, there are more digital fesfivals. FutureEverything is

nof the only one anymore.
Q6: Does Manchester have a specific strategy for festivals?

Ki. There is a culural strafegy. Bur it is all abouf rising Manchester's profile
infernationally and nationally. You don't hear abour community fesfivals in

Manchester. There are nof so many small fesfivals being supported.
Q7: How is it working with festivals here in Manchester?

Ki Cube has worked with FufureEverything twice. This has helped posifioning
Cube because we were hosfing events for FutureEverything. So we had access o
fheir audience. We starfed from purely archifectural perspective, and then evolved
fo the wider capacity through art and design as well. So having FufureEverything as
part of our program supported this. They helped us moving our reputafion more in
fhe direction of arf and design. Pracfically, collaborating with them went very

smooth as they are very professional. We helped eachother with markeling.
Q8: Who initiated the collaboration?

| inifiated I, They were looking for exhibiion spaces and | recommended Cube.
And the second year the relationship was already there, and by then | had sfart

working for Cube, so it confinued naturally. So the two fields worked fogether. And
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Cube was a nice space for them to have a small exhibition. I was of the size
FurureEverything wanted. Because Futurekverything do a lof of site specific work
our on different locafions, but i is good for them to have a gallery space to exhibir all
the work they do. I is good fo house art in a gallery space, as opposed o in

separate venues.

Koichi: For instance they had an exhibition af the basement of thaf hotel over there.,

Bur they liked to have a gallery space.

Q9: Where there no challenges in  collaborating  with

Fufturekverything?

Kit: Yeah, there were some difficulties. You work with an organisafion that is
changing. If is different working with a festival with a small feam that suddenly af thaf
parficular week expands in number of people and venues. So obviously things
come up. Things go wrong and you have fo work that our. Buf the second year
fhey had a production manager who ook care of all of the coordinafion and

communication with Cube. So that worked very well,
Q10: Could you influence what kind of art they brought to you?

No, bur the program was passed by my creative direcfor. We talked abour how it
should be curated because we know the space. And they passed the program fo
us, so if we disagreed they've would lisfen o us. So in that way they left it open fo

us.

Koichi: FutureEverything also has gor music. IFis a parinership. When | was working
fhere they fried fo make parinership with local event organisers in the music
indusiry. Bur because of their lack of a production manager, the music organisers
were nol so happy fo work for them. Because there is no really communication
petween them, FufureEverying just say that this event is happening. |.e. my friend
was confused, no one came fo see the band. They saw if difficulf fo see the benefif
of being a part of FuturekEverything. So it is hard to see the collaborafion between

local organizers and FutureEverything.
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Kir: 1 think the focus has changed. I was more abour music before, bul now music
Is less curafed and the art scene is faking over. That is also why he changed the

name from Fufuresonic fo FufureEverything. IFis less connotated fo music.

Koichi: Drew was thinking that the purpose with the musical evenfs was fo gef
money, fo use for the art events. They dictafe the curatorship from were they can
gef money. Whereas the art side you don't paid fo be part of If, because art is free.
Now a new feam of music is going fo work thee. So the music part may change.
The relationship between art and music will be changed. Music is for business, buf
art is for the concepfr and image. This might also be seen in connection fo that the

music indusliry is nof as good as before, so maybe this influences this decision.

Q11: In whal ways would you say that FutureEverything contribute o

fhe urban development of Manchester? (If any?)

K. IF does help... buf | don't know... | would like fo think that if helps the cultural

infrasfructure..

Koichi: There is an old cathedral outside Manchester where FutureEverything were
frying fo do some musical concert with a culfing edge artist fo inform the
Manchester people that these forms of events can happen in an unexpected
hisforical place. So some projects are definifely conltribufing fo urban development.

Bur that project didn't happen.

Ki: Generally they fry to use alternative venues, and change the perception of these

places.
Koichi: So some of the projects are definitely confributing.

Ki. People do fravel to see FutureEverything. So when they come fo the city they
believe that if is more culfurally rich, than if they came af another fime of the year. It
helps the perceived urban identity. Furthermore they work with the arts community,
small arfist collecfives and music colleclives fo give them a plafform. It helps them

develop. And develops their identity.

Koichi: And then there was this Myspace project. ..
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Kir: Yeah, we had this project called Myspace where we had people/audience
create shoeboxes with personal things as their own space. This was very good for
involving the audience. And fthen we exhibited it in a window by a very busy

shopping streel. I created more altenftion and parficipation from the audience.

Koichi: Bur community projects is nof the main part of the festival. Audience

parficipation is nof the main part.

Kir: Bur there are also some projects thaf require participation -in a small scale. And
fhe people faking part in fhese workshops are those who normally would parficipate
in these kinds of workshops. They do nof reach our fo people who is nof already

parf of an arts scene. Buf the Myspace project really worked.

Kocihi: The AND festival is more doing these sorfs of acfivifies. IF compared the

relafionship with communiry.

It's funny because Mefropolis and Fufurekverything are starting fo
seem more and more similar. But Meftropolis has nof managed to be
a part of fthe urban development or anything at all. It is just
considered very elite now...Compared fo FutureEverything they are a

lof more on the outside...

Kir. Bur FurureEverything was like thaf in the beginning. Buf the present general
manager is very structured and fthaf have helped if. And fthat Drew is so

charismatic.

Q12: Would you say that Fufturekverything ha got any particular
weaknesses regarding confribution fo the urban development of

Manchester?

Koichi: I think the strength that Drew is such a charismatic guy is also a weakness.
He has sfrong opinions, so he is a sfrong leader and he decides everything. When
| worked there | felr a lack of communicafion between the workers and the boss. He

decides everything. It is Drew's festival, nol Manchester's fesfival.
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Kil: He is good on the arfs side, but the music side is that the people you gef is for
fhe money. Musically i does nof have the same curatorship as the arf scene, also
because they don't think they have enough audience. They should go more the

experimental in the music side so that it fits the arf side.

Koichi: FutureEverything was aimed at being like the Sonar festival in Barcelona
and Transmediale festival in Berlin. Bur these feslfivals are very consistent in what

fhey do, FutureEverything is more broad, frying fo grasp, well, everything.

Kir: The identity of FutureEverything is not quite clear. | tink they idea is fo have a
massive festival, buf fhey do nof know how o manage that. He (Drew) ried fo make
I so big. And somelimes these events is nof so well affended. There are so much

happening, bur i is nof enough audience fo go fo everyting.

Koichi: A comparison with Transmediale and Sonar would be good. Transmediale
is very wellsupported by the cily council, and the same with Sonar. Maybe

FutureEverything has to be more explicit in their vision.

Kir. Buf they do have a high quality and bring arfists never seen in Manchester

before. Buf the umbrella and the evenfs suffer somefimes.

Q13: Bul do you think fthe festival could be moved fo another city? Or

is it well rooted in Manchester?

Kir: No, the festival is roofted in the networks of Manchester. I couldn't just be moved

fo another city. And there is this identity fhing.

Koichi: The difficulty is that the Manchester audience doesn’t want this high end
electronic music and arts, it sounds like noise fo them. So the fickef must be 10-20
pounds and more. Manchester people are happy fo pay for a party, but it is difficult

niche market and more party. The balance is very difficult,
Q14: Is the festival well covered by the press?

Ki: Yes, especially by the Guardian guide to cullure which is covering it very well.

And the BBC covers if with inferviews. Bur not so much TV, it is more the local radio.
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Burif | think of the media scene, the Manchester Infernational fesfival has gol such a

massive coverage. They've got the media partners,

Q15: Would you say that FutureEverything is very integrated in fhe

urban regime of Manchester?

Kir: For the band scene there is ofher fesfivals efc. bu maybe for the electronic

scene. Bur the music scene as a whole. ..

Q16: Buf | mean, what about the politicians, do they recognize the

festival?

Ki: They have started fo look af i now that it has goften all of these awards. But
Manchester Internafional Festival is gelting all the money and affention. And the ftwo
fesfivals takes place around the same lime. So if you are a national paper you
don't cover both cause you canf put Manchester in half of the paper. So

Manchester International Festival is priorifized.

Koichi: You can say fthar FutureEverything and Manchester is not so close.

Because if they were, the cify wouldn't sfart this other fesfival.

Ki Drew said that maybe people looked af FufureEverything as a rave, and
fherefore they don't undersfand the festival and the digital side of things. Buf the
Manchester digital sociely is a part of the council, and they see the importance. But
fhe council is full of old people... Buf they are sfarting fo look more fowards it now
pecause of the global profile of FutureEverything. And the festival has been clever fo

pur a lof of focus on the environment, and fthis gef the affention of the polificians.

Kocihi: The festival is growing up. The sifuation has changed. Drew is gefting more

serious.

Kir: FuturEverything is quite good in this, they have these fthree stands. They have
fhe conference side that for most people from the global nefwork is the main thing.

But if feels as if the three stands have three tofally different audiences.
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Koichi: The audience that come fo the conference also go o see the arf as it is @

package in the ficket. Bur they go home very quickly.

Kir: The conference is very expensive. SO people who are going to the music and
art is not going fo the conference, because It is another and cheaper lickef, And
maybe, if the conference was a bigger part of if, people would more think of the

festival as a high end. So maybe it is good that it is this separation.

Koichi: Drew's main inferest is the conference. Buf he is also just one man and

most inferesfted in the infernafional audience.

Kir. The collaboration with the university helps very much economically. Drew
couldn't work so much on the fesfival if he hadn't goffen these money from
Imaginafion Lancaster. But if should be more incorporated in the festival. So that is

fhe influence of the conference.

146



No. Sample Name Institution | Function Date/ Location
group fime
M1 1 | OBSERVERS | Kevin Lancasfer | Phd student af 03.02.11 | North Tea
Smith University Highwire, Digital 11.00- Power, Tib

Economy Doctoral 12.00 Streel,
Training Cenfre, Manchester
working with
FutureEverything fo
creafe a partnership
between the festival
and the cenire

Q1: Could you start by felling me a bit about HighWire?

HighWire is a doclorate cenire. If is cross-disciplinary befween management,
design and computer. Drew is associate director of Imaginafion Lancaster who is a
design school. My background is design. The cenfre is fairly new, | am in my
second year and so I've been working with Drew fo form a partinership so that we
can ach as a think-thank, a research resource for them (FuturekEverything). The
program is funded for 5 years, with 10 students every year. This means thar affer 5
years 50 studenfs will be graduating. So the cenfre and FutureEverything could be

fanfastic resources for each ofther.
Q2: How did the program come about?

I is now running in second year. I is funded by the Research Councils, so

HighWire af Lancaster.
Q3: So this is your link with FutureEverything?

Yes, | sfarted speaking with Drew and we bring in infernational people. The feslival
IS a grear resource for us. This year | helped them co-curafe the art-exhibifion
Proftam, so that is one example of partnership. I'm helping with the main expertise:
suggesling arfists etc. and | gel the opportunity to meel top people and speak

abour their work.
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Q4: So the relationship is two-ways, both the cenftre and the festival

gains from it?
Yes, we both gain from 1,
Q5: Are there any challenges with fthis partnership?

I is fairly new. The firstis a master sfage and the three last are Phds. This is the first
year Highwire and FutureEverything is working fogether. Bur so far, | just think our
objecfives are so similar that it just works well. II's a quite open and flexible
relafionship. There are no boundaries except from deadlines from the fesfival

because of the program efc., but if's very flexible.

Drew is obviously an academic and running fthe festival, and he is inferested in

Imagination Lancaster, so he connects the ftwo.

Q6: What would you say are the greatest benefits with this

partnership?

From my perspective It is exposure for our work. | do a lof of lirerature reviews but
instead of if just being for the supervisors | can show if fo the festival and the public.

FutureEverything has gof a high profile, and i creates nefworks.

Q7: Isn't there a danger that it can become foo locked in academic
circles, that the discussions generated are not creating any impact

on “real life"?

That is why | see the partership with FufureEverything as a greaf opportunity,

pecause If reaches ouf, it doesn't sfuck in the ivory fower.
Q8: So you do reach ouf to a broader audience?

Yes, definifely, we get it ouf of the academic domain. If is not just the academic
model, I is aboufr working with real partnerships and linking problems with the redl

world. There's a lof of focus on public engagement,

Q9: How do you work with this?
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The first year is the master stage, where we work with small enferprises on
innovations problems around Manchester. Another longer project happens over the
summer where you work with another partnership organisation. For example did we
work with the BBC to start with. Buf there were problems, they are such a big
organisation, their decision-making fakes long, if fook foo long, so we moved away
from them. And also fthere is FufurekEvyerhiing, which is a public engogement
project. The HighWire program provides partiner organisafions for these kinds of
programs. Drew has falked abouf the cily debate, where inferested parts come
fogether and discuss future directions for the city. Here we could look for project
parners, and build on the ideas coming out. This also poinfs o further collaboration

in fhe future.

Q10: Would FutureEverything have existed without Lancaster

University?

From what | know it was gaining momenfum before Imaginafion Lancaster came
info being. Rachel Cooper (Director of Imagination Lancaster) allowed Drew the
space to develop FutureEverything. So she allowed him fo develop i, cause she
could see the value in developing if. FutureEverything existed before the partnership
with Imagination Lancaster, buf Drew brought if fto Lancaster Universily and they
could see the value of I, So a lof comes down to imagination. Bur Imagination
Lancaster is also very new, and Rachel sfarfed Imagination Lancaster which is a
design and research school. And thaf helped enabling the opportunity fo infegrafe

with FurutreEverything. Fufureeverything has got irs own wing of the building.

Q11 How would you say FufureEverything confributes fo urban

development?

I is abour ideas. Abour having ideas and thinking abour the fufure. You need
someone fo do that. Having those ideas. And the academic partnerships fo fake
ideas through fesfts and developments. And bringing people fogether fo think about
fhese issues. | fink the name is well-held. The councillors likes the name:

FutureEverything: as Ifis aboutr the fufure we have o help them out.

149



Q12: Would you say that Fufurekverything is an integrated part of the

urban development strategies of Manchester?

No, nof infegral, buf I is very well networked. London is big buf i happens in
different pockefs, Manchester is a place where things can happen cily wide.
Because of thar Manchesfer has a good opportunity... they had this program
called Manchester Knowledge Capital where they fried fo make innovation
nefworks. So Manchester has always been pushing new knowledge models, and

FutureEverything can be part of developing these new models.

Q13: | gof the impression fthal fthe cultural department didn't

know/understand what Futurekverything is all about?
Well, this might be positive because It gives Drew space and big freedom.

Q14 I've experienced fthat the cultural- and planning department is

nol working together, how fo do fhis?

Regarding the Open Data Cities project, that was a siriking example of how difficult
I is. These ideas are grear on paper, burf sitting in meelings where different councils
sifs fogether and discussing if. IF was all the different opinions and perspectives.
And of course the cufs in money. You can see the different deparments have

different priorifies; they don't really see the big picfure.
Q15 How to make them see that?

| don't know. Visualisation, data visualisation. If you could visualize this knowledge
nefwork you could zoom in and focus on different defails. Thar could work. Buf if's
nof just in the councils, if is all across sociely. The banking crisis with people
working on ftheir own in their own bubble, and don't see the consequences of their

acfions.

Q16: The digital innovations of the festival, whal importance would

you say that they have got for Manchester?

One of the cifies tfoday are Smart Cifies, where we can exiract more data, see

sfructures and patterns. If we can see those we can see more informed decisions.
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So that is one example. And if we can get beyond, double the same standards for

working, we will enable those collaborations across departments.
Q17. What do you write aboul for your Phd?

I'm looking ar visualising complexity: how fo extract dafa from a context and display
I back in the second we need fo make decision. But if is a more small scale in my
project in the festival, affaching information fo objects rather than having stafic
information on cenfralized displays. The long ferm vision is o move beyond

screens fo fufure scenarios with everything around us.
Q18: Has your fopic been influenced by Fufturekverything?

Ehm... | have not considered that. Last year there was a lof on Open Dafa, we
attended the festival last year and wenf fo the evenfs and conference. There is a lof
of influence, it must have influenced. You starf fo look af Phd proposals in May, and
by the Cily Debate some projects emerges, so there could be a real synergy

belween academia and FufureEverymhing.
Q19: So the fact that the festival also is in May is good fiming?

Yes. I've been the key o push if. If can' just be on an adulf basis, it has fo meet
academic landmarks, you have fo fit with the course, you have fo do cerfain things
ar cerfain fimes. So we look at overlaps between HighWire and FutureEverything, so
I you could formalize thaf nefwork. .. Drew is formalizing this now: for the festfival fo
suggest projects for the students fo work with and then sow tis in the festival. And it
IS nof just one year, bur a 4 year program, so we have a long fime fo develop
different agendas. Like Julian and the Open Data Citfies project, and | can use the
fime in visualisafion. So the way Fururekverything is saf up allows you fo do that. So

it makes the fesftival more susfainable.

Q20. How would you say that Manchester regard arf as a tool for

urban development?

For the visual arfs if is quite poor. Butf for the ofther art forms, music especially, there

is more opportunity. Around here, the northern quarter, it is a lof abourf art. | think the
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council has lef this space evolve and keep It as a cultural core. They wanf fo give if
an independent spirf. That gives the arfs a focus. And then there are also the
universities, there are big universiies here, the arts and culiure and creativily is

focused on the universities.

Q21:. Bul do you fthink the Council acfively use art for urban

development purposes?

Yes, by leaving the northemn quarter independent. By having thaf you encourage
that. So yes. It is part of their sfrafegy. A lof of urban development has been based
on refail, so that has segmented the city. You have the refail core and the cultural

core, that is their strategy.

Q22: Do you think the partnership beftween Lancaster University and

Futurekverything has made the festival more accepted by the city?

Well, first of all there is the fact that Lancaster is a different city from Manchester. IFis
sfrange that it is not Manchester university, bur his is because of the design school
in Lancaster which is new, and Manchester Mefropolifan design school was more
established. So there was more opportunity in Lancaster. Having a university
associated with the program helps giving if validity. Lancaster also has a good
repuration in compufing and management schools. And especially with computers
Drew has had partnerships in the past. So because they have gof their reputation it
has helped FufureEverything as well. Especially regarding computers. So if has

helped for the FutureEverything profile.

Q23: What would you say are the strengths and weaknesses of the

partnership?

FutureEverything is new. The sfrength is the resonance in our objectlives; the
parinership is sfrong because we wanf fo do the same things. We want fo do
inferesting things in the digital economy. The weaknesses come about with the loop
in deliverables, the academic deliverables. Hopefully in the future FuturekEverything
will be more a part of the Highwire program. If FutureEverything moves this model

where It is working with pariners, the infegral consulfancies idea. As a Phd student
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you got a lof fo read, so Futurekverything would have certain demands and their
pariners would have cerfain demands. So there are challenges with deliverables

and how o manage fhat.

No.

Sample Name | Insftitution Funcfion Date/ Location
group fime
M12 | OBSERVERS | Erinma | Manchester | Creative director 02.02.11 | Manchester
Ochu | Beacon for 11.00- University
Public 12.00
Engagement

Q1: What is your main ways of working with public engagement?

Specifically we are located in deprived areas of Manchestfer, so we focus on how
fhe universily can collaborate more with local community. There has been o

Culiural change inifiative for the universities to interact more with local community.
Q2: How did this change come aboul?

Tradifionally universities does public engagements works bur we think if is imporfant
fo do parmnerships with people outside that hooks in local audiences. If is abouf

how fo make the knowledge in the university reach our broader.

Q3: Is Manchester City Council engaged in the establishment of

Manchester Beacon?

No, IF was sef ouf in 2008. I is UK wide. And Manchesfer is just one of many
peacons. Buf the idea was fo get the benefit of what higher education do, how fo
make I more relevant and fo respond fo the public. There was a culfural change in
ferms of the values in students, the public efc. We do projects thar encompass

fhese values -culiural diverse projects. We fry to do if within an experience.
Q4: What kind of cultural projects do you prefer working with?

The arfs is a way of engage people in a different way. I open people’s mind and
makes them engage. I is a way of engaging people. The usual point of

disseminating information doesn't work. We had a project where we had cultural
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organisarions, universifies (in ofher words the arts and humanities) and communiry
organisations fo do a knowledge exchange based on the question of how fo make
fhem work closer fogether. And their way of doing I was o use the arts, whefher if
was excluded young people, cerfain community groups, they use it fo defect a
need. There is an enabling access through the art. I makes people active and

responsive. II's a two-way exchange and creates knowledge.
Q5: How come you started fo work with FuturekEverything?

With FurureEverything if is a spot light in the city that brings a focus. They are good
ar new technologies, and are having a conference around what is going on. And a
number of our projects, through these culiural awards... one of our projects are for
insfance looking af urban space in a cultural way: We had confainer fo have
people coming in fo falk abouf space. We did thaf in the cenfre in tis cargo
confainer, and FufureEverything could see that as a good opportunity fo work with
urban space and architecture. There are a lob of things happening in May in
Manchester, and FutureEverything fie that fogether. You gef more interest and

affention because if is apart of FuferEveryming.

They came fo us. We've work with them before. We do It in a gradual way, falking
with them on what we are doing. How o gel people nol usually engaged in the
conference involved. Digital workshop for excluded people o gef involved. To
engage young people who maybe don't have access o fechnology fo engage
with I, For people withour connection fo fechnology it is hard fo fake part. Rather
fhan being passive. There is a lof of inferactive things happening, buf you have o
ger people. And also with the three universities involved in the beacon. There was a
couple of the events in the festival that were been selected for the program thar give
support for the people who put on that events. And last year we were part of the
event called Play everything: it was a whole day of digitfal fun and games af the
Contact theatre. And we developed a way fo do a dialogue that involves artisfs,
academics and the public, where you co-create knowledge through conversation.
We recorded the conversations and then we remixed them and played with them in

a creafive way. This way we could make the implicit things in the conversations

154



explicit through art. The themes that were talked abour emerged through the re-

mixing. SO we develop a creative approach with the audience.
Q6: Do you think FutureEverything seem like a niche festival?

When they link fo people who us who want o involve in the local community they fry
fo reach out. One of the project managers was working with us making these hings
and he also worked for FuturekEverything. There are links between people in
Manchester. There are these nefworks of people working fogether. Because our
value is involving local people, It provides an opportunity fo do this. And part of the
fhing for me is somefimes you can perceive it as something nof that accessible,
people cannol afford fechnology, so we could help with reaching audiences they

may not reach.
Q7: Are there any challenges in trying to reach out to people?

There needs o be more cultural diversily. Manchester is quife grass root, people
are doing ftheir own fthings. Nof everybody wanfs fo do something in the cenfre of
the cify. So how fo reach ouf fo ofher parts of the city and affract people from there?
The festival does interesfing things in venues like in Longsite for example, the
Victorian bath they opened up there and made a fantastic concert there. Imagine
fhey did thaf in a church in a local community! How fo fake something in the city
fhat draws people in. They could be doing more during the year here. How can
other stuff link into this? —there is a lof of things happening in Manchester. What was
useful with us was that we did creative projects, they become aware of us and
recognized us a s useful for Futurekverything. We are doing stuff already fthat firs

fheir concept. They do their awards buf people do nof always think fo info them.

Q8: How would you say Manchester regard the use of arf in urban

development?

Manchester is a very creative city and the arf features highly. Bur there is a fension
belween how o use art fo inform regeneration and policy. The sirategy behind arts
Is nof done the same way as could be done through FutureEverything. I is a way

fo engage policy makers in a different way. Decisions are done very logically, buf
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design is more abour how you navigate through space. Manchester suffers from

regneration done in a not very creafive people kind of way.

Q9: So whal would you say is the focus for the urban development in

Manchester?

There is lots of locked space in Manchester, and developments that sfart and sfop.
The space is locked in development that has nof happened. That development
doesn't fir info what kind of development people would want. IF is nof done in a joinf
way. And Manchester is carved up with the free different centres and there are
fensions in if. They need fo join up various ways of making a decision. They don't
parficipate in how fo design fthe city -that emerge info a more creative people.
Concrele (asphall) seems fo be a big feafure, we want more green space and

spaces thal make sense.

Q10. Has there been any challenges in working with

Fufturekverything?

For me the challenges are the same with all organisations: One partner has got
one agenda: for instance the arfs need o look good, fo be renowned and have
good reputation, whereas for us I is abouf the possibilily of people learning. The
fechnology musin't be a barrier. So there is always a fension belween what one
pariner wanfs and another partner wanfs, and then make sure you have a mutudl
penefit. Bur we have that with anybody. Because of the way that we work and they
frush our quality they would work with us. But if we had approached with the projects
by themselves, they wouldn't look in fo if. The reason why they (the festival) engage
Is more because I is us doing I —because of our reputation. There's somefhing
abour repuration: you need fo have reputation fo work with FufureEverything: you
have o demonstrafe thaf you have done something that fits their boxes. You know
the criteria of the fesfival when you see if, but ii's hard fo know on before hand. One
day there was an evenf happening in Hulme, and FutureEverything was happening
all day and another event around the same things. It is different to do things real if if
Is nof done in a space that is an acfual urban space that people use as opposed

fo the conference venue. So some of the conferences are a bif dry. | gof a bif bored
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affer a few of them. So how o franslate the ideas into the project? Some of them did,

bur fhey're for insfance nof helping people fo sel up parinerships efc.
Q11: So you help them with doing this?

Yes, It is what we do. When we did the event -the comics dialogue event- some of
fhe fension were fhat we wanfed fo provide people with food. We think that is
important regarding the act of sharing, buf FutureEverything didn't want that. They
are nof thinking abour what makes an environment o make people share and
connect. So there is a cultural difference. You have fo have an experience around
feeding people, make the environment more conducive. So some of the things we
would puf the money fowards, FufureEverything won't think is important. We can't
influence if they don’t do It for their other projects. We did I anyways, but there's @

difference. ..

Q12: So you couldn’t really influence as to have to engage people

more in the conference?

Bur they have a fight budger so if is nof possible, bur we would want it in an event
fhat we're doing. Ir is where you draw the line on the budget. There's different ways

fo do these things.

Q13: How do you think FutureEverything contribute to community

engagement?

I'm not sure that it does. Bur because we have taken the approach that we wanf to
involve communifies in the last year more so it is gelting better. Because of the
relafionships with us and the Confact Theafre. They are starfing fo connect with
fhose partners. Bur if could be part of a policy as i is with ours. We look af the
penefit in impact of public engagement projects. You could for instance have @
communily award fo do something more abouf that. The fechnology is more up
fronf. And also the thing with creating the culiural experience is a very male way of
doing things. I more women were involved in the curafion thar stuff would be more

fhought about. IFis a bif of a male environment | would say.

157



Q14. What would you say are the advantages of the festival-form

regarding public engagement?

I engages the public because If brings audience in. Many audiences attend. But
whether I goes beyond the people that would come fo those things anyway, | don't
know. The music element is the thing thaf will affract more people. Bul even the
music is very niche. Ifis bringing people that is affracted by this from before. It is
providing something for these people in Manchester that we wouldn't otherwise
have. Like for instance amazing artists that make noise. Bur does It go beyond

affracting people thafr would experience thar already? | don't know.

Q15: What is your (Manchester Beacon's) relationship with the city of

Manchester?

I always comes down o the repufation. Now that we've demonsirated that we have
made an impact, we had a project by a local development agency and fthe
evaluations looked af how we made fthe universities and local people more
connected. And thar we have build capacity with local people, for insfance we had
fhis leadership program ar the university thafr enables people fo be part of decisions
fhat can be made. This can feed info more local people being active cifizens. A lof
of the way the decisions are made you have fo know when a consulation is
coming. You need fo want fo make a difference. There is room fo do more around
people being able fo make decisions. One project FutureEverything is working on is
the Open Data City. Bufis It a project of doing something creative with the dafa, or
will It enable policies to change? Fun things will happen with the dafa buf how o
furn i on Ir's head and enable policies to be changed. That is what | am more
inferested in: How [0 engage these policy makers with local people and ofhers that

have relations o these policies.

Shefford did a project about how art could have an impact on regeneration. If is
abour frust. Many local people don't always frust people in power, so therefore if
you don't associate with them they won'f frusf them. Art is a different way of bringing
fhose elements together. There's a lof changing in Manchester so it is a really good

fime fo influence.
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Q16: Why is it a really good fime to influence?

One because there is no money. Two because supposedly local people will have
more o say in how fthe money is spent —that's af least what the authorities says. It
presents an opportunity that the city is held account for what the public wants. Other

creafive things will emerge.
Q17. Do you think Fufurekverything fry fo influence these policies?

| don't know. They did one event al the business school lining up people with key
influences with local polificions. We were invited o give a three minufe speech, and
fhey invited me fo come. Bur rather than have me falk, we thought a women with
more local roofs should do if. So, rather than reputation, they should rather think
who has gol something important fo say that needs fo be heard and thaf are
speaking on the behalf of the right people? Bur then again it is also the question: fo
what extent will people listen fo this person” Not cultural diverse who the decision
makers are. People need fo actively listen fo what people are saying. One thing is
puffing on an event, bur what is the follow up? I don't know if there were any (maybe
fhere was buf | don't know If) because | who was invited fo the event do not know if if
made a difference. There is incredible things they could be doing around disabilily
and access and knowledge that enables I around Manchesfer as a driver for
change in the policy for change in the cify. So there is a position they could use as

being in a position with repuration,

Q18: Why do you fthink public engagement is important for urban

development?

Because if is a mess. The urban development here is a mess. We need a
sustainable cily. How fo reduce carbon by having a more joined up infrasfructure?
Where is that aspect? London does if. There is a lof of things thaf privatization
breaks all these narratives that enables a cityscape thaf people can live in. Here it
Is hard fo have access fo green space, hard fo bike elc. a lof of things thar could
e encouraged in relation fo this. Bur a lof of cifizens that are frying fo do sfuff, bur
fhe cily council wouldn't necessarily know abouf if. The city doesn’t make if

possible for them o survive.
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So public engagement that can demonstrate that people’s decisions are taken

seriously in the policies. The excuse now is that if is no money.

Lofs of groups now frying fo work on an exchange basis and using recycling in a
crealive way fo create products, thinking of that kind of frade through a festival.
Using arf fo create products that are sustainable products. That is what the fesfival
needs fo be doing. That is all quife prominent, will be inferesting fo see if

FutureEverything would be able fo do this in the long run. ..

Q19: Are you (Manchesster Beacon) an integral part of the urban

strategies of/in Manchester?

No, we are working with people who should be an infegral part of urban
development strategies. So there is a link, but i cannof be consolidated until people
gef more aware of what fo do. We will gef involved in consulfations, buf you cannof
drag all these people fo gef involved when it makes no difference. So there is a link
with people that we work with and the city. But our role is abour building capacity fo
make people take more acfive part. I all depends on the policy makers.
Manchester has gof a huge collective, they work in a very nefworked way. A lof of
colleclive action can be harnessed here. IF is that kind of city. And these festivals
can be ways to pull that together. So there are interesting partnerships and links
between FuturekEverything and thaf environment. There is thing thaf people need as

opposed fo arf. How fo make it relevant? And the arfs can do that.

They bring in the expertise that they need. You have fo make people have
ownership and engage people a lof earlier, so they can do the sfuff they want fo
do. What is the common and shared people and Futurekverything? What could the

shared visions be”?
Q20: Whatl could this vision be?

In the organisation of the festival irself you would have to have coproduction of what
Is happening in the festival with local partners and local groups that will shape with
something that is there. That is how you gef people involved. You have a co-

curafed fesfival. Our approach is fo help this. So that vision would be good. I has
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fangible benefit for local people fo gef some siuff done that they wanf done and gef
involved in the curation of that. FutureEverything right now is very “skinny white boy”,
bur there are other inferesfing sfuff here thar people would like o see, and there are

incredible possibilifies.

Manchester is a very insular city, I needs fo open up and fechnology is a way o
connect with other cifies. So this Drew does, he goes around all over the world. He
connects with infernational nefworks, have a dialogue and exchange with cifies in
India, Canada, efc. There is stuff that the fesfival is dong thar would really help
fhose culiural diverse perspectives that have heritage links somewhere else. Buf if

wont be thought about, because of the "skinny whife boy aftitude”.
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No | Sample | Name Insfitufion Funcfion Date/ Location
: group fime
C1 | FESTIVAL | Trevor Copenhagen | Director and founder | 04.12.10 | Vesfergade
Davies Infernational of Copenhagen 17,
Theatre Infernational Theatre, | 16 00- Copenhage

and artistic director 17.00 n

and inifiafor of

Melropolis.

Q1: Could you start by describing the cultural policy of Copenhagen?
(When | interviewed you the last fime you said that Denmark looks af
art as something belonging in fthe insfitutions, do you fhink this

observation still is relevant?)

| think on a whole if is valid. If you look from the stafe if is the same, bur from local
authorities there are signs for a changing understanding for the nature of how things
are complex and inferact with each ofher. Burf | think this change is driven by the
urban sirategies rather than the culiural strafegies. The realisation thar the models
used are nol delivering, and fhe urban problems that are arising are just as much in
the social field: segregation, social difference, lack of communication, the rise of
urban conflict efc. And this has meant thaf the division between the planning
department and the department responsible for young people and integration are
forced fo speak fogether. In Copenhagen the whole saga around Ungdomshusef
Is one ting. And also fthere is this notion of city branding that is also quite significant
in the fact that one realises that the branding exercise is not one-off, buf an ongoing
strafegy pumped up all the fime, and have fo be visible. So the ofher driver of
infegration is the fourist organizations, as that of Wonderful Copenhagen. They have
for a number of years developed ideas of event driven affraction value. And they
are investing a lof of money in affracting cultural events fo the city. For example the
music event Womex, World Expo for Music, was atfracted and has been here for
fhree years. Ii is aliracling these conferences for the professional fourism indusiry.
The same with the Outgames. So this is done from a profiling point of view and

things that are visible and reflects the cify's values is in focus. So in that way it is,
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bur how much if locks into the cultural insfitulions -I questions thaf. Because we
haven't felf thar af all. Investments are confrolled by fthe cily or the tourism
organisafion and not the independent inifiafives, so there is still this divide. So in
saying you are putting money info if, yes that is frue for public evenfts and planners

are gefting more aware of these things.

Bur whether the cultural secfor is the driver is another gquestion, they are very limited
penefitted from i, In our case | think this has fo do with ownership of confent and
how fo do if. To keep your own arena. And fo keep arms length. Nof fhar we would
object fo a sfrategic partnership, but if is hard fo generate. So we are nof frying fo be
infegrafed anymore. We've had meefings with the planning department in the last
years, buf now we've dropped if. There were some openings when we spoke o
people responsible for urban design, buf if furned our it got a low priority. They
didn't venture o go info if. Maybe we were foo early, bur the problem was also thaf
we were coming with our own project rather than generating it fogether with the fown
hall. That way you could say that there are projects that are projects inifiated by the
cily hall and the fourist organization that are priorifized. There is a strong relafionship
pelween the fourist organisafion and the ciry hall. The city hall look ar the fourist

organisation fo organize things.
Q2: How does this affect Metropolis?

We remain an independent project with the freedom, bur then you have a static
financial backing. Our financial sifuafion has sfayed the same for the whole period
of Melropolis, which is not a favourable situation as this is very low. So we would
have fo be driven by the sfate or do other kinds of projects like the Light and Sound
project, which was a huge development, and show how you could develop in @
larger sphere. The Light and Sound project was possible because of Melropolis
and because we perhaps diversified our sirafegic partners and worked with local
authorities -thar wouldn't have worked with the Copenhagen city council. So this
project gave us the possibility to work: strafegically. You have fo find partners that
works fo different projects. Mefropolis and the Light and Sound project are two
different scenarios and produce different results. And the work with the Light and

Sound project generates not only thaf local authoriies now are designed fo work
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fogether on urban space for the next five years, if is also sef up an association of
light producers. So this project has really worked, which is inferesfing. In that we
had the same role as Metropolis, buf in addiion we had the sfrength of having the
nefwork support. As opposed fo Melropolis, this project was nof threatening for the

cifies and other authorities, we were nof challenging their ways of doing tings.

Q3: So you are saying that the reason why it does nof work for

Melropolis is because it is threatening for the authorities?

To gointo aten year whole, as Metropolis does, is very unusual, hard and difficulf
fo do for a city. Why fake one organisation and say you have fo be a main partner?
We had hoped that we would be so well known thaf that would be possible, buf it
furned our IF is not the case. Nof thaf we have been refused, bur the whole
communication has faded ouf. So I'm nof saying that it was a definifive yes or no, if
just faded out. Relationships where hard fo build up in that level. IF also has fo do
with the nature of the organisation. If is seen fo be an individual organisation, and
nol a sfrategic partner for the city ar all. We were a far too low level for the city fo
work with. This is for insfance not the case with the Danish Design centre with whom

fhey would gladly work, buf we do not represent a whole sector.

Q4: Pia Allerslev mentioned fthat she and Riftt Bjerregaard made a
Festival pot of 5 mill. to support festivals more long term, isn’t this a

sign of making the situation better?

This money was spent before they were given, so If is not an open field. IF was
decided who would gef fthese money on before hand. We didn't apply for this
money because we were fold we wouldn't gef any. So this was a deliberafe

strafegy by the city.

Q5: Would say thal Melropolis is marginalized by the urban regime in

Copenhagen?
Yes.

Q6: How to change fhis?
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I is not thar we cannof have an affect, buf the city functions in a different forum. We
collaborate with Nerrebro, the North West guarter, Sydhavnen efc., so there are
cerfain programs you could access, and fhat is fine. We do specific projects and
collaborate on specific programmes. In that level it is an inferest. Buf fo puf it as o
sfrafegic program fo develop longer term urban strafegies, maybe we were naive fo
fhink that it might be possible. We have to bring it fo a more specific level. | don't
fhink if is because the city doesn't think our work is valuable: they estimate 2 mill
DKK as a lor of money o support us even though it is far from enough. Bur if that is
fheir appreciafion, I is hard fo work against that. This sifuafion hasn't changed, and

I might not change.

Q7: In what ways would you say that Metropolis is a product of the

cultural policies of Copenhagen?

I is nof a product, if is a void. I is an affempt fo creafe a link between both
departments. Belween the arts communily and the communities engaged in
architectural design. And also with regard o looking af how events can be drivers in
a more social context. I's more than a fesfival, i's a hybrid product. And that is a
problem. Cities are affracted to celebratory things, as soon as you gef fo something
questioning something they become sceplic. And the fimes on the art side is thar if
you look af the chair of the nafional art councll, it is a designer [Per Armoldi]. He
doesn't think art should creafe debate or provoke, i should rather celebrate. You
get sfranded between increasingly the need fo be positive, the role that arts should
be a sort of celebrafion, the art should be clean cur and reflect the values of cilies
rather than provoke or invesfigate -a situation that pur you between a discourse
within research and arfistic community, and the reality which is a very resulr oriented
cultural policy that wanfs events o profile and celebrate. We are sfranded between
fhese two ideologies. There are things that are happening against this, bur it always
fakes fime. And the question is whefher we are doing somefthing now and then
subsequently gef supported and then i is foo lafe, buf we have also other people to
support ir. We are nof only interesfed in the financial support, but rather sfructuring

some processes that might benefir.
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Q8: Metlropolis has been criticized for being "invisible” and elite, and
not reaching ouf to a wider public. It is clear that Melropolis has
created an academic debate abouf art, architecture and urban
development, bul how to make this debate reach the political spheres

and affecting Copenhagen more directly?

| don’t know. If you look af the papers in the beginning, you expect the project o
develop over fime. And | think we will hit a far larger direct audience in a few years.
Bur i's also a question of balancing and nof being schizophrenic. We had a large
opening next year thar affracted several thousands of audiences. | don't know how
big we have to make things. There are dfill theatres gefting 5 — 10 mill kr a year and
just selling 5 - 7000 fickels. Why is i only fesfivals that has fo generate this large
audience numbers and not the insfifufions? So this is again the idea that festivals
has fo be mainstiream and enterfaining, and that agenda cant gef us very far. I'm
nof saying that it can’t and won't be more popular, buf if is important fo keep if in
palance. A the moment the forces is dhill driven by that you wanf fo creafe @
platfform where a generation of arfists wanling fo work with the city in different formats
can gef a fraining ground on which they can work. We'e frying fo legifimate that kind
of work. II's the same sirategy we've had with new dance, new circus efc. So in thaf
way if is Mefropolis’ main funcfion. Buf again thal means fhaf you are positioning
yourself in a marginal sifuafion: new formats, new arfists, new fechnologies. If is @
festing ground and if defeats its own points fo do a grand opening, I would be

schizophrenic. I has fo be in keeping with the event,

Q9: How o create better cooperation beftween urban regimes and

festivals?

Perhaps that's more of a sirategic question...one has fo change the relafionship
befween culfural institutions and the city basically. One has to look at putting in or
working on a level of accepling that there might -first of all- be legiimate and
possible fo falk with several departments in the council. Now, this is hard because
fhey ask you why you don't just falk with the culiural department and then ger your
money fhere. II's more abouf seeing a pofential rather than say: “If you want more

money, come and present your idea and we will see If there is any interest.” We did

166



one of these presenfations, and we only gof five minufes! That was a one-off
strafegy. Of course you can lobby and make it info a party polifical vision, bur we
don't wanf fo work like that, we'd rather do it up front. | guess in a way we've maybe
marginalized ourselves. If is very clear that we are not in a position fo lever any

strafegic relationships.
Q10:Bul do you still want to be integrated in the urban regime?

Well, maybe Itis foo late. In a way It doesn't matter anymore, we have o find other
relafionships thaf make i possible fo work with what we wanf fo do. That is
acceptable. | don't think we could generafe the inferest [0 make one more

approach, doesn’t seem fo be any point.

Q11: Pia Allerslev mentioned the idea of making a fesfival cenfre, a
sort of one-sfop-shop where festival organizers could go and fhen
could speak with people that worked across the department, do you

fhink this is a solution?

She is falking abour permission fo public spaces efc., | think she is falking abouf
fechnical solutions, and that is fine, bur it will not help us. We have never not been
given the permission to do things, so we have a long relafionship with all the people
involved. So in that way we are privileged. II's not on that level we need a belter
relafionship. Our informal nefwork and links in the citly are very strong, whether it is fo
departments, people, firemen, the police -we have many strong relationships which
Is very good for us. II's just a shame that we don't have a sirategic polifical
relafionship. So a one-stop is good for the city. Buf I am falking about doing things

on a polifical level,

Q12:In Vienna they have a different relationship fo festivals, the city is
very eager fo take over festivals they consider as important. For
insfance did the Chamber of Commerce Iry fo take over Soho

Ottakring. What do you think about this situation’?

We are nof asking fo do a PR, I think thaf the things thaf ought o be possible. As |

said the main strafegic project for the cify are very much decided on a sfrategic
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level and put in Wonderful Copenhagen, and that is where they wanf to work. And
fhat is fine, in that way the exisfing arfs insfitutions and fesfivals are still freated as
pure culiural entifies that has ftheir own supporf and life. That is also a sign of
respect of the autonomy of these insfitulions. Buf whar could be a sirategic
parinership -the city doesn’t know how fo do that. II's easier with newer projects that
are generated by the city. This way it is from the beginning a clear funclion and aim
of the project, so then I becomes a more polifical fool, a clear own identity that is
more supporting external events for their own benefifs as what they are, rather than
using culture as a fool. So it's easier for the city fo work with inifiafives generated by
rself. So maybe we should be more decentralised with the cify, which get that sort

of blocking.

Q13. Whal would you say is the actual confribution of Meftropolis to

the urban development of Copenhagen?

Al the moment iIf is limifed o supporting and profiling arfists and creatives frying o
work in new ways. In some specific situations generating projects like the Light and

Sound -there a whole range of things have developed.

There is also the weakness: the programme is doing 24 urban installation and one
and a half year of sfrategic working with workshops and seminars for the local
authorities with more than 100 people involved. The Light Sound project shows the
potenfial of whar Mefropolis could do, bur if has fo have a crifical mass and
commitment by partners fo be on board for one and a half year, that commirment
was there from many sides, that shows what you could do with a sfructured idea for
many level. That is where | would like o see Mefropolis. Melorpolis is on an
academic level. The strafegic urban level hasn't functioned, and | don't think it will if
I isn’t put in a sfrategic project as the LightSound project has. How we are going fo
do that I am not quite sure. The extraordinary funding for Light and Sound was hard
fo get, buf proved that if you find a theme and a focus and people can access the
project fogether with ofhers, they see I as an open source thinking co-creation
work. The problem with Meforpolis is that the same people cannol cope with the
aspect of 10 years —it's foo much. So one must think every two years and find new

pariners and projects fo work with. We have o be clever o find a new point of
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departure for each project, work more in harmony for opening up o parinerships,
rather than thinking in long term. So linking Light Sound info Mefropolis could be the
key fo go forward. And af the moment it is like Melropolis is not Light Sound, but in
realify if is, only nof formally. Bur it is the same people working on the project, bur it
had fo be puf in another confext fo ger the funding. That is hard as an art
organisation, we are not allowed fo do anything else than art. You have the city fo
do popular festivals and the stafe to do arf, and this division limits us. So we are
undermining our own project, we have o create something else fo go forward.
Reflects the gap on how fo work in these projects when the funders look af you as
something while you really is something else, which doesn't fit with what you do.
The more you show the more money you gel. I becomes a film company where
fhe company is nothing, bur the film has big budgefs. You have to make sfructures
oufside your organisation, this seems sfupid that you cannof expand what o
cultural insfitution or a festival is, then they say you have fo fry again, bur we don't
dare to do that. We can'l fransfer because we are already locked in a box. We are

very locked as fo what fo do.

Q14: Whalt about the collaboration with the Orestad collaboration,
how did thal work?

I worked fine. II's quite an open relationship. They've been allowed fo fry ouf some
fhings. We are supporfing some aspects of their works that otherwise wouldn't have
SO much importance. So we are not only doing the projects fogether, but indirectly
supporting that and using that fo create a belter plaiform. This has been quite
successful. The former mayor of Copenhagen, Mikkelsen, who is chief execufive of
By og Havn, said that if it wasn't for Melropolis working on these projects they
wouldn't puf so much money on the projects as they do. So they have seen that as
a good thing, and show fthat it is not only their money going fo their projects, buf
money from all over the EU. So It kick starts infernal processes and also kick starts
processes that can be used sfrategically. Like in Light Sound that worked, while
Metorpolis is not working. We are af a point where we have found what is nof

working.
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Q15: Allerslev talked about that she considered the quality of fhe
festivals when she deftermined who should gel support. When | asked
her what she meant with quality (as it is a rather abstract nofion) she
answered fhat it was amongst others visitor numbers. This measuring
of the success of a festival on the fickel sales is critiqued for being
problematic, could you suggest another measurement that could be

more sufficient?

The city could do something, like in Arnus where fhey have an independent arfs
councll that gives money. I is nol the cultural commiftee but specialists in the
different fields, On a cily level that would make the difference. And they are
responsible for doing an evaluation. They evaluate insfifutions every year, and there
fhey have inferviews and discussions, they look at plans and press coverages,
criiques and so on. That would be, having a number of advisors formalized in a
commiffee and you are allowed o make decisions, that they are allowed (o visif
projects and events, and come with a qualified evaluation. In Arhus it functions well,
and fhere is offen debate between the polificians and the cultural board, this

generafes a good discussion. Buf | think again investigafing is very important,

One of the problems for many arts organisations is thaf they don't evaluate their
own work well enough. So in Arhus they have their own evaluation including the
public. This is a service paid for by the city, and I is nof just measuring numbers,
bur what you felr was good, so you could undersfand thaf the audience also has @
way of dealing with tis. IF is a way of faking the public serious. This could be done
across the board with the city. Nof just abour what they have seen, but ofher things.
Another level. And also on the level of having a more open criique among the
insfitutions  themselves, crealing a forum where you invife the head fo discuss
things. Creafing enough frust fo do thaf -what quality means and so on. SO you
could do a lof of things fo gel closer, break It down o more manogeable
discussions for whom about what. One ting is fasfe another thing is quality. You
could for instance make a grid and fill in all the different insfitutions and what they
are working with, this way you would gef a picfure over what is going on in the city

and the different qualities of the different institutions.
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One ting is qualily and the other is qualiies. What qualiies do we want? Because
fhere is a very loose and unarficulared cultural policy for the cily. We want fo
support something for everybody, bur what do we mean by this? Who is everybody
and how do we do that? Compare with what you have and don't have and what
should be done. Now there is only evaluation done on the level of applications that
has come in. What might the cily need? Buf who is the city then? The fourist office,

the deparments efc. and make that sort of analysis. So there are a lot of things you

could do.

171



No | Sample | Name Insfitufion Funcfion Date/ Location
: group fime
C2 | FESTIVAL | Kalrien Copenhagen | Artisfic direcfor of 07.12.10 | Vestergade
Verwil Infernational Mefropolis and 17,
Theatre Copenhagen 12.30- Copenhage
Infernational Theatre. 13.30 n

Working with the
administrative side of
the festival.

Q1: Trevor snakket om at dere har gitt opp & vcere en integrert del av
Kebenhavns byutviklingsstrategier, hva er ditt syn pé& dette? Hvordan

kan delte ha seg?

Vel, man kan si at vi fortsette folger byutviklingen for eksempel i vére samarbeid
med Urestad, Carlsberg og Nordhavn. Men kanskje var def for stor en munnfull for
en liten organisasjon som oss & si; "N& gér vi og pdvirker her.” Men du kan
punkivis p&virke. | begynnelsen av Metropolis ville pévirke hele dette samarbeidef
med arkirekier, og hvordan kunsfnere kan forandre ting i planlegning | selve
masterplanen, alts@ hvordan kan def allerede pé det tidspunkt vcere samarbeid?
Men def far lenger fid & p&virke defte enn vi hadde frodd. For hva vi har erfart er def
er to forskjellige verdener, og vi skal lcere hvordan vi skal takle hverandre. Kan
veere vi kan né det fil 2017, men del er ogs@ en forskjell med 2007 og né: i dag vil
alle ha noe med byrom i deres prosjekter. For eksempel den nye lederen pé& Café
Teatret ville ogsé bruke byrommet, n& hadde han plutselig ef teater som 1& midk |
byen ogsa ville han ogsé inndra byrommet i det. S& det at vi tenkte af Metropolis
skulle favne det hele -det kan man ikke. Men vi vil fortsatt forsoke & ha def
tverrfaglige samarbeidet, eller dra oppmerksomhet p& en bestemt bydel og foresld
en bestemt byutvikling hvor det har géit galt osv. Men det er ikke af der bare gér &
endre det hele. Det kan man ikke bare ved & ha en installasjon pé& Enghave plass

for eksempel.

Q2: Er def en stor konkurranse for Metropolis af alle mulige kunst- og

kulturprosjekter arbeider med byrom né for tiden?
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Nei, det er jo p& en méte litt ogsé del vi vil: Seffe noe nyit i gang, skubbe fil
scenekunsten og hé&pe ar def finner gjenklang. S& vi skal ikke brokke oss over
konkurransen. Vi skal kanskje s& veere gode fil & ha kontakiet de mennesker som
driver med def, fordi def danske felf av folk som arbeider med det er fortsatt lite og
har bruk for & bli utvikler. Vi skal bli gode fil & parre utenlandske kunsinere med
danske som arbeider med byrom. Det kan vi gjore med sfofte fra EU som vi gjorde
med Cirkus osv. S& kan def veere at def forfsatt er godt for folk hvis de fér en
platform, s& fér vi den funksjonen. De kommer med i programmet og fér turnert og

veert i en sammenheng. .

Q3: Tror du Metropolis har hatt en innvirkning p& at det er s& mange

som arbeider med byrom i dag?

Vi har kanskje pdvirkef litt, men det er ogsé en generell tendens som plutselig er
kommet. Men det er Klart af Trevor har vceret pd forkant med & se denne
utviklingen, og derfra nd ser man at alle festivaler er sénn -de har alle en vinkel
med byrom, sé ringer de og sier: "N& vil vi ogs@ noe med det der byrom.” Noen
ganger i Europa, nér jeg sitter i in SITU netftverket som er veldig gatefeater basert,
s& opplever jeg at de andre medlemmene blir tofalt fascinert av Metropolis og Vil
gjerme ha ar vi blir en del av det neftverket. Sé& de blir utfordrer der. Jeg var i sommer
fil fesfivalen Charlons da la Rue. De hadde fylf opp byen med mimere, og den var
besokt av tusener av mennesker. Men de bruker jo ikke byrommet, mimerne stér
bare der p& ef hjorme, og def er likegyldig om det er et hjome i Charlons eller
Kobenhavn. S& har de plutselig en gruppe som Berlin, som er noe helt annet igjen
og som falf helr ur av friff med resten av festivalen. Men delte er noe de vil prove av
og g& mer i den reiningen osv. S& det pévirker litt af folk har hert og seft disse
former for prosjekter. | 2007 hadde Melropolis foresfillinger av Rimini Protokoll for

farste gang, og siden har de veert i Danmark ved en rekke anledninger.

Q4: Har det konsekvenser for Metorpolis at den ikke er en sterre del

av/ mer infegrert i Kebenhavns byutviklingsstrategi?

(misforstdr sporsmdlet og snakker | stedel om hvordan prosjektene pdvirker

byulvikiing.)
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Med noen prosjekier gjor def. For eksempel med Lys og Lyd som er mye mer
prosess orientert og hvor du samarbeider direkie med kommuner og prover & fé
Kulturavdelingen fil & samarbeide med Teknikk avdelingen. Der fror jeg pévirker
byutvikiing. Kanskje ikke hell i samme grad med def prosjekiel som var der i en
uke, men gjennom hele refleksjonen som har veert der de to érene prosjekter har
vart. A de har begunt & tenke p& en ny méte, en ny filgang. Men nér du sier
pévirke byulvikling sé& nei. Vi er ikke der n& nei, hvor vi er en infegrert del av
byutviklingen. Men dette er ikke en fallit erklcering av prosjektel, vi har bare innselt at
vi har tatt for sfor en munnfull. Men vi skal arbeide p& def samarbeidet med de
arkirekiene. Men s@ er del jo def af arkitektene lager ogsé prosjekter selv. Og noen
ganger har jeg en folelse av at de tenker: "S& kommer KIT der med silt teater og fror
de vet noe om planlegning.” Hvordan fakle def? Og hvordan f& def rikiige ut av
hverandre, ufen af vi hver iscer tenker at delte kan vi best selv? Men det krever noe
for det er en annen verden pd alle mulige plan, ogsé bare i forhold til det af vi er
lonnef forskjellig | de forskjellige yrker og all ting. Disse arkifeki-prosjekiene arbeider
0gs@ noen ganger p& ef mer konsulent-aktig plan hvor vi er mer konkrefe, det skal
skie noe, vi vil ogs@ iscenesefte noe. Vi kan ikke bare fillate oss & arbeide med

prosess.
Q5: Hvordan f&r man s& del samarbeidel opp og kjore?

Ja, def er det.. Vi har jo ogsé@ arkitekier med i Lab. For eksempel han fra Australia
som var helf enfusiasfisk. S& vi har fétt sfatte fra Real Dania fil defte. For oss er def
ogsd litt ang&ende det praktiske, vi kan ikke bruke vére scenekunst penger pé
arkitekt ting. S& delte er en helt grunnleggende hindring. Vére scenekunst penger
skal brukes pé& scenekunst. S& mé vi overbevise Scenekunstutvalger om ar Rimini
Protokoll er scenekunst selv om de kjorer rundr i byen i en lastebil. Men Archifects of
Air f&r vi for eksempel ikke overbevist dem om at er scenekunst. S& fra
Scenekunstutvalget/staten f&r vi 2 mill kr fil drift og akfiviteter. S& fra kommunen 1,5
mill  som felge av en resultataviale fra for Metropolis ble fil. Denne har s& fulgr
inflasjonen og er né& pé& nesten 2 mill kr om &rel. Disse innbefatter litt fil drift og fil
akfivireter.  Den  forpliktelse vi har der er af vi skal presenfere minimum 5

internasjonale gjestespill med 34 oppforsler i &ref. S& der er vi definert som
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scenekunst og det infernasjonale. Og vére aktiviteter skal ligge om sommeren —
denne avtalen ble jo inngdit i en tid hvor alle andre kulturinstitusjoner holdt lukket om
sommeren og del ikke var scerlig mye annet som foregikk. S& for & endre denne
stoften mé vi gjendiskutere og definere hva vi er, men def er farlig ogsé, for da kan
def g& mofsatt vei slik at de finner ut af de ikke vil stolte oss lenger likevel. Med
Metropolis ville vi ha okef denne sfotten, og ha Kulluravdelingen fil & jobbe med
Teknikk- og miljeforvalmingen. Men ef sliki samarbeid eksisferer ikke, del gjor de
ikke. S& nér vi vil gjore noe med arkirekler mé vi finne stotte andre steder, som for
eksempel Real Dania. Fra dem fikk vi 1,7 mill kr i stotte def forste @ret. Men de Vil
ikke gi vedvarende stotte, de vil bare gi sfotte il & selte noe i gang. De har mange
penger, men de vil gjore noe som har med byggeri & gjore. De pengene vi fér fra
Real Dania kan kun g& til arkitekier som er invitert til Lab, mens pengene fra
scenekunst kan kun gé fil kunstnere invitert fil Lab. S& sénn selt er midlene veldig
delr. S& vi kan ikke bare si af vi vil gjore noe med for eksempel Bureau de Tours, Vi
har soki Real Dania il deffe prosjekiel men ver ikke enda om vi fér noe. Hvis vi fér
EU midler sé ville det hjelpe. Med Lys og Lyd prosjekter s& var del helt spesifikt. Sé
man har noen okonomiske begrensninger som gjor at du ikke bare kan si vi Vil
gjore ditt eller daft. Du er it friere hvis du arbeider med EU midler men da sitter du i
prosjeki med 7 andre land for eksempel, og def er andre hensyn & ta. Men jeg fror

vi kan f& EU midler til Metropolis.

Med Lyslyd var vi kun prosjekileder, def var jo 0ss som initierte prosjektef formelr
stod vi som prosjekiledere, ogs@ de 10 kommuner som medfinansierte. Men med
dette prosjekter skulle de ha en erhvervs vinkel. S& del er bruki mange penger pé
workshops, konsulenfer og rédgivining. S& det var vellykket, men det som
inferesserte 0ss mesf var arbeide med kunsteme i de forskjellige byrom. Men Lys
0Q lyd var ikke ef prosjekt som handler om kunst. Andre EU midler seker vi med in
SITU. Her er def snakk om klassisk med EU ansekning i Brussels, og hvor vi skall
vcere minimum syv partnere i syv land. S& der er def dels statte til egen fesfival,
men ogsé fil mobilitet osv. Men hvis vi f&r de midlene kan vi lage workshops, "in
residencies” osv, mens vi n& er bunnet fil Lab ogs& sparer vi penger opp fil
Metropolis. Sist ér sendte vi to EU ansekninger hvor vi fikk avslag, s& n& har vi

omformulert dem. Cirkus er for eksempel dreief mer mot Metropolis hvor det handler
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om sirkelen som el demokrafisk rom. Som en agora 0g en manesje som er
symbol for forestillinger hvor publikum er installert p& en annen méte, sé gir def en

annen opplevelse. Det hele mer demokrafisk.
Q6: Hvordan vil du si af Mefropolis er p&virkel av kulturpolitikken?

Vi har allid synes af Kebenhavn ikke rikfig har en kulturpoliikk eller en sfrategi for
hva de vil kulturpolitisk. S& har vi de siste &rene sendr dem lange "smeorer” om hva
Metropolis er, og vi vile gjerme ha meoter med embedsmenn elc. for & forklare af
defte konsepiter virkelig er noe for Kebenhavn, at def handler om Kobenhavn, at def
putter Kebenhavn i perspekiiv osv. Men vi har ingen ordentlig kommunikasjon, Vi
ender bare opp med & sitte der med en embedsmann som ikke forstér noen fing.
Jeg kan godt like Pia Allerslev, hun sfatter AFUK og er veldig giref p& alt def der
som har med graffiti og streef art osv. Og del er ogsd finf nok, men jeg fror heller
ikke helr de forstér den slags filgang som vi har. De gér ogsé mer inn hvis del er
mange mennesker fil en dpning av festivalen -og def er ogsd viklig-, men def er
prosjekter som blir mer som ef event. Del har ikke noe med byutvikling & gjere. Men
def vi kanskje skal gjore er & bli flinkere 1l & balansere mellom det folkelige og det
mer smale. Det er slik de kikker p&. Men pé& den annen side sé blir poliikerne ogsé

invitert fil lab osv, uten & dukke opp.

Ja, def er jo akkural def som er problemetl. Er jo lab’en som er selve
substansen og da forstdr de ikke hva denne festivalen egentlig dreier

seg om.

Hvis man ser i planavdelingen -Kanskje skal vi fa def opp igjen, fordi de har mer
med byutvikling & gjore. De arbeider med lekeplasser som kan gjores mer levende

osv. Men jeg vet ikke. Det krever lobby, og det er jeg ikke sé& veldig begeistret for.

Jeg kunne godr fenke meg af bestyrelsen fok den der lobby rollen. Men ja, klogt er
det. Vi prover def s& med noen andre partnere man foler seg mer trygge med. De
kommuner som har vaert med i Lyslyd er helf Klart noe vi kan bruke, de har veert
teffe samarbeidspartnere, de vel hva vi laver og hva vi stér for, s& de kan vi
samarbeide med ogsé i forhold fil andre fing. S& del ikke kun Kobenhavn men

0gs@ andre kommuner og smé&byer som Albertslund, Herlev osv.
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Q7: Hvem vil du si er deres vikfigste samarbeidspartner?

Det er vanskelig & si. Akkurar nd vil jeg si af def er de i kommmunene i Lyslyd, men
def vef jeg ikke enda i forhold fil neste &r. Hvis vi fér sfotte fra Real Dania s er det
DAK igjen. S& har man ogsé sine infernasjonale partnere. Kanskje i Danmark er
def de kunstnerne som har med byrom & gjore. Disse skal vi vcere bedre il & pleie
0Qg gjore fing for. Men som def er i utvikling def der byrom, er def ikke allid af
kvalireten er i fopp. Vi har jo ogsd kvaliretskrav (infernasjonal kvalitet osv.) og hvis
man arbeider med noen kunstere herifra som er nye i det omrédet, sé& er det ikke
allid af def resultater man kan vise er WOW —vi kan ikke ha en hel festival med def
der, eller work in progress foresfillinger. Men vi skal ogsé ha det med, gi dem en
sjanse, sefte dem sammen med noen EU-land. Og der bruker jeg ogs@ mine
infernasjonale parmnere — for eksempel var Karoline H. Larsen i Marseille og fant
samarbeidspartnere der, og HelloEarth har né veert i Barcelona og i Budapest. Sé
def er vikfig af kunstneme kommer ur og fér nye kontakter. Ogsd var Vera (fra
HeloEarth) p& en lab hvor hun mette en fra Frankrike som hun hadde masse fil
felles med ang&ende méte & jobbe pd, sd né vil jeg invitere dem hit. S& om de kan
utvikle ef prosjek il Mefropolis. Hun lager vandringer, prover & fange pulsen av en
by om natten, en hel natt p& vandring gjennom forskjellige red-light district efc. Men
hvis man prover & mélrete def mer mot Kebenhavn, s& md disse utenlandske
kunstnerne bli parret mer med de danske kunstnerne, og der prover vi & gjore noe

mer.

Ogsd er det der med det sosiale og mangfoldighet. Def kan vi ogsé arbeide pé,
men def krever ogs@ noe helf annef. Pluss af man gidder ikke af del kommer en
som gjermne vil arbeide med 10 alminnelige mennesker, 5 svarte og 5 muslimer osv.
Disse menneskene er jo frette av & bli puttef i bés. S& der skal men ogsé se hva

som skjer.

Ja, det er vel ikke akkural der Mefropolis’ fokus ligger, p& sosiale

problemer?

Nei, del er def jo ikke. Men vi har hatt i KIT ar vér rolle for muliikulturaliret er & invitere

land fra den fredje verden hit, og det skal vi ikke glemme i Mefropolis. Selv om CKU
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n& har sin egen Images s& kommer det ikke s& mye fra disse landene og hit.

Akkurar né arbeider vi ogs@ med Syd-Afrika —Infecting the city festivalen.

Men def er mer hvis man arbeider | ef bestemt kvarter. Jeg hadde el spesielt
prosjekt i et kvarter med hollandsk kunstner. Folger en fra banegérden. Men ikke af

def er hovedfokus.

Q8: Metropolis har jo blitt kritisert for & vaere usynlig og elite og ikke
ndr uf til det bredere publikum. Videre kan man krifisere lab for &
skape akademisk debatt, som ikke rekker ut i den politiske debatten
som vil ha mer betydning for Kebenhavnere generelt. Hvordan gjore

def mer politisk?

Forst del med utkanten. Der med usynlighef var jo en kommentar i Polifiken i 2007,
Vi har veert bedre til deffe i 2009, men noen ganger skal man gé& pé& kompromiss
der. Vi har selt: OK vi skal ha den der "opening” p& en eller annen fasong. Det
betod mye for oss sist at vi hadde 10 000 mennesker p& dpningen, men vi vet ikke
om alle visste ar det var Mefropolis. Men def er likegyldig. Men s& hadde vi siste
gang og i 07 den erfaringen af det var vanskelig & selge billetter. Jeg vil gjerne
stadig vekk bringe noe ulfordrende scenekunst som kommenterer byen |
programmel vart, selv om delte er reftef mof el smalere publikum. Og def synes jeg
er viklig og det vil jeg gjerne. Som i 2007 med Kumulus og Back to Back. Men vi
opplevde ar folk ikke ville berale for billeffen fil disse forestillingene fordi halvparten
av forestilingene var grafis. S& er sparsmdler da om vi skal gjore det hele grafis.
Hvordan styrer man der da? Vi diskuterer n& i bestyrelsen om vi skal ha en bestemt
rufe vi lager infervensjoner i, eller om vi skal arbeide i en besfemt bydel. Men def er

begrensende hvis del kun er Norrebro.

Ja, synlighet, def er ikke sé lett at folk vet at def her er Metropolis. Det har allid veert
ef problem for oss med Sommerscene hvor vi spilte pé forskjellige scener, og offe
anfe ikke publikum af KIT sfod bak. Man forsgker selvfolgelig, men ogsd@ den helt
alminnelige befolkning ser p& &pningsforestillingen vér pé& seene og tenker: "Hva er
def?" Kanskje er det ogsé ok. Der jeg synes vi skal arbeide er mer med sosiale

medier, som i FutureEverything. Ogsé har vi snakkel om at kontorel skal vaere mer
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synlig. For eksempel ved & putte det i glasscontainer p& R&dhuspladsen, lage en

midlertidig insfallasjon hvor man har konfor.

Problemet er ogsd af vi ligger over en hel méned, andre fesfivaler har et kortere
fidsinterval pé fre-fire dager og da er def lettere 1il & (& folk il & networke fordi de er
konsentrert ef sted i en bestemt tid, det er leftere & 8 il ef festivalsenter og (& folk il &
motes osv. Jeg husker at Kaegi for eksempel spurte oss hvor fesfivalsenteret vért

var, og vi hadde jo ikke ef.

Q9: Men kunne dere ha lagf fidsintervallef kortere, slik af deffe kunne

veert endrel?

Vi har snakket om fre uker. Men hvis vi konsentrerer det pé to uker, sé fror jeg def
blir vanskelig & f& alle publikummere il def. Vel ikke om det er godt for oss & ha syv
forestillinger som skjer samme dag, som er filfellet med de andre fesfivalene. Ogsé
I forhold fil de kompaniene som kommer langveisfra. Vi kan ikke belale alr det
arbeide det er for & reise, fransport og frakt hif for kun en eller fo oppfersler. Vi vil
gjerne ha fire ganger del spill osv. Vi legger def mer opp som ef repertoire slik af du

innenfor den mé&ned kan né& og se det hele. Def er bare den modellen vi har valgr.

Er lit nervos over af man skal voere en mer efablert fesfival som har veert der i 20 ér
for & bli godtatt. KIT har jo veert her i 30 ér, men da med skiffende tematikker. Def vi
har sagr def siste @r er af vi kun har akfiviteter i August, sé folk vet af i August skjer
def noe med KIT. Def har noen bakdeler ogs®& med hensyn fil metested og

diskusjonssfed som jeg nevnte tidligere

Og def med & gjore det akademiske il del politiske: vi prover! Jeg synes del lykkes
godt med Lyslyd. Der tror jeg virkelig politikerne har fétt noe ur av det og forstér. Sé
prover vi ogs@ ovenfor Kunstrédet -vi har ogsé fér ekstra stotte av kunstrédet fordi vi

var mer iverrkunsinerisk.

Alts@ vi f&r ogs@ mange henvendelser fra andre byer i landef som ogsé vil lage
slike fing som Melropolis. For eksempel Hans Kiib i A\borg‘ 0ogs@ er def jo Arhus
som vil alf del der med iscenesetltelse. Men de Kobenhavnske politikere -det vel jeg

ikke. Vi forsaker & f& dem invitert fil def vi gjer og gi dem falefid osv. Som han fra
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Barcelona som saff med planlegning i kommunen, folk som kom med best
praclice. A prove & favne def er sveert. Universiteter, studerende, arkitekter, def er en
stor munnfull. Og infernasjonall begynner folk & inferessere seg for Lab. Hvis EU
ansekningen gér igiennom vil vér oppgave vaere Lab -invitere folk fra utlandef til &

delta p& Lab med opplegg.

Def kan kanskje ogs@ vaere en losning & integrere danske prosjekter mer slik ar det
ikke Dblir s& akademisk med Lab, men ogsd& mer praklisk med workshops,

research av spesielle caser i byen osv. Al det ikke kun er & sitte p& skolebenken.

Q10: Hva vil du si er del viktigste Melropolis bidrar med i forhold fil
byutvikling?

(fenkepause)

Det er for meg af p& publikummet enfen den ene eller den andre forestilling, fér et
annef syn pé deres by, kvarter, plass eller park. Det & se sin by fra en annen vinkel
og derfra reflekiere annerledes over detf sted. Gi dem for en aften/ effermiddag, den
opplevelse som de kanskje aldri glemmer. Se p& en annen méte pé deres by

gjennom den kunsteriske opplevelse.
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No | Sample | Name Insfitufion Funcfion Date/ Location
: group fime
C3 | FESTIVAL | Karoline Freelance Freelance artisf 17.12.10 | The B-
H Larsen | artist parficipafing in 15.30- House (arfist
Metropolis 17.30 cooperative)
Copenhage
n

Q1. Kan du starte med & fortelle litt om ditt arbeide i det offentlige

rom?

Jeg arbeider med creative actions. Ogsé tar jeg ufgangspunkt i stedet og den
sosialitet def er i def sted. Ogsé lager jeg noe som involverer borgeme.
Borgerinvolverende kunst kan man kalle def. S& har jeg hatt forskjellige prosjekter,
der kan for eksempel veere som prosjekter "Collective sirings” som er en kroppslig
form for romlig involvering hvor man helr enkel og banalf frekker spor med snor 0g |
fellesskap gér pé& kryss og tvers av hverandre, og forh@pentligvis oppnér det nye
moter gjennom def. Ef annel eksempel kan veere "Kroppsskill” som er klassiske
piklogram sfandarder som man ser i de danske skoger og sé& har jeg laget def om,
hvor det er anvisninger pé& andre former for atferd. For eksempel: | stedet for "ingen
ridesti”, "ingen bélplass” efc., s& kan def veere piktogrammer som viser hvordan
man lager en tigerklo eller boffelrullefall. Ogsé er disse skilene plassert rundr i

ferrenget.

Q2: Hvordan mener du al dine kunstprosjekter kan bidra il

byutvikling?

Def er ogs@ el sparsmdl om hva byutvikling er. Er def arkitekiur, eller? Jeg ser det
bredt og med utgangspunkt i den menneskelige fakior: Hvordan f& mer liv
bevegelse, og hvordan lage plass fil deffe. Og der er byutvikling noe hvor kunsten
ogsé har en plass. S& mitt arbeid blir fil en del av byutviklingen ved & ha plass i fire
mé&neder i en park for eksempel. Det dreier seg om midlertidige innslag i
byrommef. F& byutviklingen tilbake fil den menneskelig fakior — det er vanskelig & si

def rediger- fordi jeg fokuserer pd& den menneskelige faktor. Byene er
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menneskene. Og def arbeidet jeg lager er & lage nye mater mellom fremmede og
folk som kjenner hverandre. Eller forbipasserende som blir med. S& def handler om
& oppleve seg selv og andre. Vende fing p& hoder og pé& den méte f& vekker noe |
hver enkell. P& det kroppslige plan er det ved hjelp av speilneuronene i véres
hjerne som gjor af vi er sosiale vesener, og ikke bare infelligente vesener. Vi avleser
hverandre, s& hvis noe oppfordrer fil lek og det er en som begynner, s& kan en
annen ved & se pd bli pdvirket biologisk og i sin hjeme oppleve den bevegelse.
Ogs@ kroppslig, ikke bare bevisst. S& oppsté@r def nye fankebaner og handle

muligheter og nye méter & leve pé i byen.

S& det er dette jeg mener nér jeg snakker om en diskusjon om byutvikling som far
utgangspunkt i kroppen. Det & skape nye mater pd biologisk nivé, og ogsé sosialt.
Def at borgeren fér en egen opplevd erfaring. Def kunsten og kulturen kan er det
med & lage noe uventet og overraskende, men ikke bare som en happening, men
noe som rent faktisk seffer gang i disse prosesser som ligger dypere enn som sé.
Det er noe med & oppleve noe som er uvant. Det af def er el sosialf redskap, og
Ikke som en isolert starrelse. Af kunsfen skal oppfaffes som en del av sosialifefen |
samfunnel. Hvis den kunsfen jeg lager kan gi folk plass fil defte rommet, s& alisé
ikke ef bestemt budskap, men rom den skal gi plass fil. Mennesker vil jo gjermne
utvikle seg, men def skal veere plass fil & se muligheter og fenkte kreativt ved af
man pd& egen kropp f&r opplevd en erfaring. Derfor s& viklig af kroppen kommer
inn. Viklig at det foregér pd et kroppslig romslig plan for ar erfaringsverdenen kan

henge sammen med dremmer, fanker og visjoner.

Q3. Hvordan kan man f& byadministrasjonen og politikerne med p§

denne tankegangen?

Ved & invitere dem med. Hvis det er en festival sé& vil def gjelde om & invitere
borgerrepresentasjonen med hvor de kan oppleve disse lingene. Man mé ha en
aha-opplevelse selv. lkke bare en lifen presentasjon av prosjektet sitt pé 5 minutter,
men def skal helst oppleves som en egen erfaring. Ogs@ er def jo mange som er
skeptiske om def har en effekt, men det er sparsmdé@l om at man er &pne for det
fremmede. Hvor @pen er f.eks Danmark? Det er mange skeptikere, men ikke sikker

def har noe med kunsten & gjore, men &penheten.
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Def mé& veere en strategi i fornold fil en hel seksjon som arbeider med hvordan vi fér
byfolkene med. Og elf er ar de kan komme med pé& en guidel tour, men def er
ogsé viktig & samarbeide med andre parinere som i forveien har konfakt. Del er
bedre & ha en dags seminar enn slett ikke & ha. Men viklig for noen som KIT af de
samarbeider med dem som allerede har el godf neftverk fil kommunen. Defte
seminaref ble f.eks arrangert i samarbeid med universiteter, s& det har ogsé & gjore

med samarbeidspartnere.

Hvis det er byplanleggerne vi gér effer, skal vi sé& ned pé urdannelsesnivé? Kanskje
allerede urdannelsen skal ha ef aspeki hvor de mefer kunsfen og kulfuren,
forelesningsrekke som handler om det. Og nér de er ferdigutdannet sé har de sé et

bedre grunnlag for & forstd disse prosessene.

Q4. Hvilken betydning har det hatt for deg & delta p& Mefropolis

biennalen?

Det som har veert feff med Metropolis er at det har veert en &penhet for & bruke deler
av byen pd& en annerledes méte i en periode. S& de har hjulpet med fillatelser (som
er vanskelig her i Kabenhavn), og dermed har jeg hatt mulighet for & lage
pilorprosjekier. Men def har ikke halt noen betydning i forbindelse med kontakt med
kommunen, men jeg kan for eksempel bruke mift presentasjons materiale fra
Metropolis og vise il del ndr jeg soker stotte/samarbeid il min prosjekter. Jeg fér
ikke hull igiennom fil kommmunen, men jeg gjor def ved at jeg har noe & vise fram.
Men del er en pisselang prosess hvis def skal oppstd et reelt samarbeid. Men felt
at Mefropolis er med il & ta det midlertidige rom. Og af det er plass fil & lage
eksperimenter, som for eksempel i Mefropolis lab. De kuraferer ikke, og det gir en
stor frinet. Def var for eksempel under lob af jeg lagde "Junglesirings”, og ikke
under en biennale. Jeg har féit en plass og de sier hva kan du tenke deg & gjore

her: s& det af jeg kan fenke frit,

Q5: Foeler du at du har faft en bredere plattfform (f.eks ang&ende

samarbeidsparfnere, stotte og aksept) ved & delta pd Metropolis?

Del er jeg i vl om. Men jeg er jo billedkunstner, eller kreativ aksjonist som du kan

kalle, og Mefropolis biennale er mye for performere, men ikke kun. Men jeg kan se
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at andre har féit en bredere plattform. S& Mefropolis kan saktens brukes pd& den
méate. Men def er ikke sénn ar effer en lab blir jeg invitert inn fil en evaluering, og def
kan jeg savne. Def hele er forholdsvis kaofisk, man skal si hva man vil ha og selv
kiempe for det. Der kan jeg se af noen kanskje er bedre fil & veere fremme i skoene
og komme med i Lyslyd prosjektet og lage noe pd et hospital osv. Der har jeg ikke
hatt nok balls fil & si: jeg vil ogsd vaere med. Man skal veere veldig pd, def er def
andre som er bedre fil. Man kan godr si af Mefropolis plutselig blir... man kan
merke en forskjell pd forsfe lab i 2007 og nd. | 2007 var del masse eksperimenter
rundf i hele byen, mens def andre lab bar preg av ar Lyslyd ble lagr inn over. Fordi
def ikke er uttalt giennomsiklig sé& blir Metropolis plutselig en makifakior. Man ver at
Trevor og co har x antall millioner il Lyslyd-prosjektef, ogsd er det dette lab med
forelesninger og sé prakliske eksperimenter etterpd, og der mé man networke for &
f& noe igjennom. Der kan jeg bakke litt ur isteder for & gé& direkte fil Trevor. Der
kunne jeg savne noe mer....Jeg har arbeider pd labs pé& Enghaveplads og pd
Norrebro, men def er ikke sénn at man moter og evaluerer og sé diskuterer "nva
s&?". Og del er ef latterlig lavt honorar, def medferer masse grafis arbeide fra min
side. Felt af KIT kan f& store EU-midler, men er det s& min oppgave & gé inn og
spoarre om vi kan gjore noe igjen, eler er def dem som skal kuratere? Jeg har valgt
at der er dem som kuraterer, mens andre er mer akfive. Og sé& har jeg gétt i andre
retninger. Def har sjenert meg at under lab sé& er def plutselig séinn og sé&nn. Savner
litt profesjonalisme. Eller kuratering. Lab legger jo opp fil biennalen, og sé er jeg
med il lab i to &r, men s er jeg plutselig ikke med til biennalen —hva skjedde der?
Ble alr plutselig koblet fil Lyslyd, eller? S& mailef jeg il Trevor og spurte hva jeg
skulle gjore, og da fikk jeg beskjed om af jeg skulle finne en arkiteki & samarbeide
med —det var veldig viktig. Jeg hadde noen arkitekier & samarbeide med, men def

tar mye fid & utvikle noe, og der er kanskje andre som er it lengre fremme.

Men mer fydelighef omkring hva de vil. Del er jo en lit ambivalent rolle. Er jo
fantastisk ar Trevor personlig svarer pé& mails, mens pd andre festivaler er def super
kuraferet og man kommer aldri igjennom il lederme. S& def er bra med det kaotiske,
men hva skjer i en periode hvor del er midler. Andre fesfivaler som er presist
kuratert, mens i Metropolis er def en &penhef som er feff, Men kanskje man kunne

ha noen store moeter med en oppfolgning f.eks pd en lab —og sd dikutere "hva s&?”
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En gang om dret og sé& er def 1000 opplegg i en uke og sinnsykt konsentrert, sé
g@r jeg uf og lager noe i rommet og da er def liksom el vakuum, og da er def jeg
som skal henvende seg. Hvis def er en &penhet hvor kunstnerne kan by inn med

noe, hvordan gjere det liff leftere’?

Q6: S& du mener at dette forholdet mellom kunstnere og kuratorer er
vikrig?

Ja, def er def.

Jeg vet af Vera Maeder har spurt fidligere p& érel, og veert med tidlig og fért vite af
man skal ha med en arkitekt. S& hvis du spurte henne sé ville hun nok folt seg
gaske integrert. Men i forhold il honoraref s& henger del ikke sammen. S&nn er det
jo allfid, men det er viklig & si. Jeg fikk masse god feedback pé& "Junglestrings”, det
er jo ef kiempestort arbeide! Men vi fikk kun 15000kr som def s& ogsd skal berales
skatt av. Og &ret for fikk vi kun 6500kr. S& med Trevor skal man veere frekk og si af
man skal ha noe mer. Hvis man gjerne vil veere inkluderende og &pen for
kunstnernes innslag, skal man kunne def der med & la det komme fra gatenivé sé
skal man sette noen standarder som er til & folge med pé&. Hvis man med det
samme sa af sé er du ogs@d med pé biennalen, sé ville jeg bare & ef lite honorar,

men sé visste jeg invertfall ar det var mer & komme elter.

S& er def jo andre festivaler. .. det fete med Mefropolis er jo af man fér en plass og
har frie rammer fil hva def er du mener du kan bidra med innenfor den kontekst
som heter sosial kunst eller kunst i byutvikling. Det er jo unikt. Hvor f.eks en festival
mange andre steder hvor man kommer dif og det er eksireme fasfe rammer hvor
du skal operere innenfor def og det tidsrom og sé&nn og sénn, sé& blir du nesten

kvalr.

Q7. S& del er slike &pne festivaler som Melropolis du foretrekker §

arbeide med?

Ja, det er slike fesfivaler som Melfropolis. S& pd bakgrunn av denne erfaringen mé

jeg lcere meg & networke. S& def er flere fordeler ved en &pen struktur. S& det skal

185



voere utgangspunkt i stedene i byen og det kunstneriske/arkitekioniske konsept,

gjerne veere tverrfaglig. Men det med af man fér lov fil & prove noen ideeer av.

Q8: Du nevnte af du har samarbeidet om prosjekter med
Frederiksberg kommune, hvordan har dette samarbeidet foregdit?

Hvordan opplever du & samarbeide med dem?

Det gér godr. Det er el stort spersmdl. Byplanlegningen har veert lydher for & fé
kunstneren inn fidlig i prosessen, og def er jo veldig viklig. Def var kanskje en |
kommunen som sa de gjeme ville ha fruffef mange beslumninger forst, men sé
argumenterte jeg p& hvorfor jeg skulle komme tidligere inn for & kunne tenke
integrerende. Kommer jeg inn senere i prosessen s@ blir def fil ar jeg bare dumper
ned noe —in and ouf. S& satt vi oss ned pd plassen hvor prosjekter skulle foregd og
sd forklarte jeg hvordan jeg kunne tenke pé kryss og tvers. Og sd forsfod hun fra
kommunen al jeg kunne noe annef enn dem, og forsfod ar jeg skulle vaere med fra
begynnelsen. De er gode fil & ta idéer... men her snakker vi permanent, mens det
andre er midlertidig. Né&r defte er permanent sé ligger def noen mekanismer som er
I hoy grad samarbeid mellom kommune og landskaps arkirekl som lissom har
noen faste rutiner for hvordan et sénn forlop foregdr: de tegner en skisse, endrer
denne, fegner en ny skisse osv. Hele den formelle ramme. Utfordringer er samtidig
& f& skapt plass fil en bevegelighet i hva kunsten skal kunne nér der blir virkelighet
pd plassen, def hele lages jo pé tegneplan. Der synes jeg det gér riklig godt, men
problemer er ogsé at prosessen jo ikke er & sté@ pd jorden i plassen slik som nér

jeg utvikler Junglestrings'ene ved & sté pd plassen og fornolde meg il der fysiske.

Er eksempel: Kommunen vil jeg skal lage solcelle kunst pé ef fak i et skur, s& drar
jeg il plassen og der er ikke sol der. S& det viser at det sitter noen som vil ha en
kunstner med, men fid koster penger og sd & ulvikle noe som virkelig har
sammenheng med def stedefs karakter. Tiden fil & skape det kan veere vanskelig
nér der er pressede deadlines inn over. Né&r jeg var i mote med Kobenhavns
kommune s& hadde jeg kun en fime fil & legge frem prosjektet mitf, og hun som
delfe ur penger avbrot hele fiden og spurte hva koster del og hva koster def. Men

def jeg er interessert i er af fing passer il ef sted. S& tiden fil & finne ur hva reelt
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passer et sted. S& innkaller kommunen fil ef mote, s& skal man loge en
plantegning. Jeg gjorde del at jeg helr provokatorisk tegnet en sfor figur mitt pé
plassen —kun for & skape debatt. Def var min mére & si, jeg har plassert en isolert
sfarrelse p& midren, og rundrt er def fullt av isolerte starrelser (dam, lekeplass osv)
s@ det er min méte & si at sénn skaper jeg min isolerte storrelse, sé jeg vil si: Hvis
ieg &pner opp, hvordan vil dere s& &pne opp? S& ikke som fysiske "ready
mades”, men en materie som har en felles befydning. Jeg kan godr holde fast |
min ide, men jeg sper i sfedef: Hva er deres hovedformdl med denne plass: sé
gav jeg svar alfernativer: Hva ter vi? Hvor sfor skal visjonen voere? Det som var vilf
var at de var med pd& den lek, og def var tydelig ar det hadde de ikke gjort for. Den
kompetanse har liksom landskapsarkirekien. S& del med & ha noen samlede
moter om de store formd@l, der er def typisk af man kommer fil & skjcere def vekk
fordi det virker som lange meter, og def er def ogsé hvis ingen styrer dem. S8 vil
lysingenioren ha sine gode ideer og en annen med andre ideer, s& handler del om
hvem som fér den beste ide. Def var ogsd klart af jeg var ef konkurranse element
utenfra. S& kom jeg igjen med en ide jeg visste de aldri ville si ja fil, i sfedet for den
handlende mé&l med en plass s& handler def om de forskjellige akiorers eierskap
og af de ogsd vil sefte deres preg. Sé jeg valgte & bruke def forste motet til & sporre
dem: Hvordan ser dere denne plass? Sé for & kunne ha en samtale skulle vi vcere
enige om visjonen, hvis ikke ville jeg bli selt p& som en konkurrent. S& er det ogsé
noe med af med en sé&nn plass sé er def landskapsarkiiekien som sitter med hele

del esfeliske ansvar —én person!

Q9: Vil du si al Kesbenhavns kommune har blift mer &pen for bruk av

kunst i byutvikling de siste &rene?

Ja, def kan jeg se at de er, med midlertidige byrom. Men sparsmdlef er hvordan.
Det er ikke vanskelig & lage noe midlertidig, men noe som er midlertidig i forhold fil
ef steds egenskap og de folk som er i det omréidet. Men def overrasker meg hvor
mye en landskapsarkitekr har & si. Hvis def var en sforre plass s& var def flere
arkitekter inn over. Jeg kan jo se tegningene hvordan f.eks dammen forandrer seg,
fordi kommunen bedre kunne like en planke fra en fidligere tegning sé& blir den

proppel p& den siste tegning. Losningene gar rimelig sterkl. Noe annef er ogsé at
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der er en omvendr prosess hvor jegg skal finne budsjelt, innhente filoud, og det er jo
mye penger. De som skal lage fingene, s& blir def fatt hoye priser. Har sinnsyk
mye & gjore med okonomi. Del kjorer bare p& skinner. Hvis jeg er den eneste som
argumenterer for noe tverrfaglig snakk. Hvis man skulle designe ef nytt avfalls skur
hvis der skal se uf pé& en bestemt méte sé@ def hang sammen med en boeredyklig
plass, ikke bare med materialene, sé tar det tid & sefte seg ned og skreddersy.

Def kunstnere kunne gjore er & sikre den kvaliteten.
Q10: Hva vil du si er Metropolis’ styrker i forhold fil byutvikling?

A det er midlertidig s& man kan prove noe som de ellers ikke for. S& styrken er af
der er midlerfidig, man for fa storre sjanser og gi friere rammer i forhold fil
eksperimenter (0g her mener jeg noe som er skreddersydd fil ef bestemt sted) —def
stedsspesifikke og del sosiospesiefikke, der er det plass il af def er noe midlertidig.
S& kan man ende med & ha dokumentasjon og bilder av noe som kan inspirere fil
at i en prosess som jeg nd lager er def noen som stoler p& ar vi kan tenke

integrerende. S& s&nn kan def brukes.
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No | Sample | Name Insfitufion Funcfion Date/ Location
: group fime
C4 | CITY Pia Copenhagen | Cultural mayor of 02.12.10 | Copenhage
(culture) | Allerslev | City Councll Copenhagen 10.00- n City Hal
10.45

Q1. Kan du starte med & forklare hvordan dere i Kultur- og Fritids
forvaltningen ser p& bruken av kunsf- og kultur i forbindelse med

byutvikling?

Vihar mer og mer f&tt oynene opp for at defte er viklig. For 10 ér siden fylte def ikke
sd& mye, men i dag har i hverfall jeg mye fokus pé& def, og oppfordrer alle il fil &
definere de byrom vi har. Vi har mange gode eksempler pd& defte. Mefropolis er et
godr eksempel, men vi har ogs& samfidskunst fesfivaler som U-Turn som for
eksempel brukie byens sftore stafuer og skulpturer rundr Marmorkirken og gav dem
elefanthuer pd&. Og dette betad at folk som gikk forbi, og kanskje hadde glemt &
legge merke fil hva de gikk forbi, fikk definert dette p& en ny méte s& de
gjendefinerte statuene. Def er deffe som er godr for kunsten -af den bruker debait:
Sunligheten og def & gi folk opplevelser de ikke selv har oppsokl, men som
kommer til dem -det er en del av vér oppgave & oppfordre fil dette. Blant annet har
det blitt lettere & bruke byens rom. Teknikk- og Miljo forvaliningen, som har hatt et

veldig firkanter syn p& delfte har blett mer og mer opp.
Q2: Hvorfor fror du de har del?

P& grunn av ulviklingen og de gode kuliurutbyderne som har bevist af dette er noe
de kan. Stella polaris ved Statens Museum for Kunst métte for eksempel fidligere
soke om stette hvert &r, men har n& bevist af de kan levere varen, informere
naboene, slukke fil fiden og rydde opp og skape en god opplevelse for publikum.
De behover derfor nd ikke & soke hvert @r, men har féit en tredrig ramme for &
holde festivalene. Detfte er fordi vi vel af def er samme konsept, de er dykfige folk og
i takl med ar def kommer flere av disse inifiativene, s& har man besluttet af det der

kulur ikke er sé farlig.
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Q3: European Festival Research Project skriver at i Danmark mangler
def en tilstrekkelig stotteramme for festivaler, fesfivaler blir som regel
ikke oppfaltef som en selvstendig enhef, men snarere som en del av
featerpolitikken som en teater institusjon. Hvordan vil du beskrive
Kebenhavns Kommunes infegrering av  kunst fesfivaler i

kulturpolitikken?

Vihar forskt & f& dem (festivalene) ur av insfitusjonene. Ritt Bjerregard og jeg fikk for
noen &r siden lagef en 5 mill. Fesfivals pulje i fire &r som skal brukes fil fesfivaler
som kommer utenfra, alfsé som ikke er startef i kommunens regi. S& her har det
veert Copenhagen Summerdance for eksempel, og vi har klassiske konserter i form
av en forening som lager sommerkonserter primeert med unge musikere. Vi har
Distorition som ogs@ kommer nedefra. Og ogsd fotofestivalen. S& jeg synes vi
forsoker & undersfotte dem som kommer utefra, iscer fra den erkjennelse at jeg som
politiker ikke skal besternme hva som er godt og skift. Vi skal se p& de ansckninger

som byder seg og vurdere utifra dem hvilke vi vil stotte.

Q4: Hvilke kriterier er def viktig af en fesfival oppfyller for af den skal

f& maksimalt med stotte?

Kvalitet -at vi f&r noe for pengene. At det er filgiengelig, noe som foreg@r i byens
rom og steder man som Kebenhavner lett kan komme fil. Ogsé ser vi p& spekterer:
Fra modeme dans fil sportsfestivaler som ogsé er understottet. Séinne ting. Det skal
veere noe for alle, ramme sé bredr som mulig. Ogsd mye annet som seker penger

hos oss, andre kulurtiloud, men der har vi ikke mange penger.

Q5: Du nevner al kvalitet er viklig, hvordan kan man méle delfe? Er

ikke delte ef veldig abstrakl begrep?

Ja, det er en veldig vanskelig diskusjon. Man vil jo ikke vaere smaksdommer, eller
kun fro pd& def beste. Jeg vurderer ufifra dem som stér bak, arrangorer vi kan regne
med, premissene il fillatelser, krav fil opprydning osv. Né&r Metropolis rykker uf mé vi
for eksempel sikre af byen fortsalt kan fungere af de ikke bruker bdéde
R&dhuspladsen og HC Andersens boulevard. S& kvalitet er kvalitef i arrangerenes

evne fil & std for dette. Og af def er noe som gir Kabenhavnerne noe. Noe vi ikke
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kan f& p& andre méter. Noe som gir noe scerlig. Del skal gi noe hel scerlig. Vi er

ikke s@inne som ringer alle eksperter og sper hva de synes.

Q6: Du nevnte ogsd al synlighet er viklig med hensyn til festivaler.
Mefropolis har jo nettopp veert kritisert for & veere litt usynlig, hva er
ditt syn pd dette?

Metropolis varer jo over en lang lidsperiode i mange @r, og def jeg har forventet er
at de vokser i folks bevissthet, og efer seg inn p& Kobenhavneme slik af de ikke er i
tvil om at det foreg@r. Men vi skal ikke besternme hvor folk skal vise sine fing. Og
jeg ver ikke om det er gjort noen undersokelser angéende det med belegning. Jeg
vel ikke hvor mange publikummere de har hatt. Men det er jo opp fil dem ogsé, sé
skal de kanskje gd litt p& kompromiss og gjere noe hvor det er mer lilgiengelig. P&
den annen side synes jeg af det & veere steder hvor man ikke normalt er, er helt
fantastisk at de tor & gjore slike ting, & ursette folk for sént. Det skaper historien
ogs®, og gir dem en identirer. A kiope en billett fil Mefropolis er ikke akkurar de
samme som & kjope en billelt il Det Kongelige. Til Mefropolis vel man aldri hva som
venter. Og sé&nn skal det veere. Den er utvalgr neftopp pé af den er sénn —ikke fil &
regne med, gir oss det vi ikke f&r andre steder .S& kan de selv vurdere om det er
vikiig & gjore noe mer tilgjengelig i en periode for & booste publikumsbesok osv.

Jeg kan godt like konseptet med & gjore der annerledes.
Q7: Hva vil du si er Metropolis’ styrker i forhold til byutvikling?

Det er nelfopp def at man mgter fesfivalen steder man ikke hadde regnet med &
mote kunst, feafer. De bruker byens form og fenker skeivt i forhold fil hva for
eksempel man kan bruke en gammel lager hall fil. Samtidig som de ikke gér pd
kompromiss med kvaliteten, ar def ikke nodvendigvis foregdr pé en scene. Del er
deres kvaliter at de utfordrer vér opplevelse av & gé i teatret, og fér filskuerne fil &

vcere mer reflekterende og interagerende i def & gé i featret,
Q8: Hva vil du si er Metropolis’ svakheter i forhold fil byutvikling?

Det af det er lettere & gé etter det sikre, def man vel, der man ver af def er publikum,

at det selger billefter. Def er viktig af vi har slike tilbud ogsé, slike tiloud som er leftere
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& selge enn def som er mer eksperimenterende. Det & veere en festival er af man
kun popper opp en gang i mellom, man er ikke en del av folks bevissthel hele
fiden, s& def skal lift fil at folk fé&r oynene opp for def. Markedsforingsdelen av ikke
hele fiden vcere ef filbud er en ulfordring. Men ikke mer enn ar folk ver ar del kommer
lilbake. Og der Mefropolis stadig s& ung af den har flere ér fil & Iykkes. Men det

krever mye markedfering.

Q9: Apropos markedsfaring, del er jo en tendens til & bruke fesfivaler
som "pbranding” av byer, som ef ledd i markedsferingen fil en by.
Hvordan vil du si dette gjor seg gjeldende i Kebenhavn? Altsé en

slags instrumentalisering av festivalen.

Hvis man skal skape en levende by skal man serge for ar def er noe for alle. Man
har selfolgelig ikke plass for af alf foregdr for alle samtidig, men at man har en
fesfival som Metropolis i en periode, og s@ Golden Days i en periode osv., gjor at
man har muligher for & shoppe il og fra som Kebenhavner. Jeg bruker for
eksempel ikke Distortion, men under Jazzfestival s& er jeg der. Def er del vi skal
bruke fesfivalen fil: A markere ar Kabenhavn er en mangfoldig by, og veere bevisste

om at vi rammer mange malgrupper.
Q10: Hva med branding pd& ef mer internasjonalt plan?

Ja, infernasjonalt er veldig viklig. Jazz festivalen er viktig sénn selt med & tilrekke
turister utenifra, ogsé@ Distortion. Den eksploderte jo siste ér, med mange nye
publikummere blant annet fra Sverige og Tyskland. S& har vi de mer lokale. Vi har
ingen maling p& om Metropolis har hatt flere urenlandske brukere i de perioder. For
meg er Mefropolis en Kabenhavner begivenhef, den raler fil Kebenhavnere og
tvinger oss il & forholde oss til vér by. Men festivalen tilirekker jo ogsé internasjonale
navn. Det handler om af man béde skal & infernasjonale kunstnere hit, og ogsé fé
danske kunstere ut internasjonalr. Vi skal markere oss som en by som ogsé kan

festivaler.

Q11: Ef problem som ofte blir nevnt i forbindelse med bruken av kunst
og kultur som en del av byulviklingen er af del er mangel pé

forst@else mellom de forskjellige yrkesgruppene involvert. Hvordan
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kan vi f& disse forskjellige yrkesgruppene til & arbeide bedre

sammen og oppnd starre forst8else for hverandre?

Det er en stor ufordring. Del jeg onsker vi f&r laget er ef "one-stop”, altsé at man har
ef festival kontor og pd& def kontoret er del to medarbeidere som har bevilgning fil &
gi fillatelser fra Teknikk- og Milj@ forvalningen, og forholde seq il Kuliur- og Friiids
forvaliningen. Def jeg horer fra kulturutbydeme er af de er freffe for de kommer i
gang fordi det er s& mange instanser & ta stilling fil enfen det er brann, polii,
kommune osv. S& hvis man f&r ef kontor —alisé ef one stop-hvor man fér vite dette
skal dere bruke, og vi hielper dere til sénn og sénn, s& har vi de kontakter. S& det
ikke er s& vanskelig. Det er mitt hdp, men n& gdr arbeidet godr med forstéelsen i

hvert fall —i forste omgang.

Q12: Jeg har snakkef med dem som arbeider med Sundholmsve]
kvarteret blant annef, og de snakker om det “clashet” som er mellom
kunstnere og byplanleggere, med de forskjellige méter & arbeide pé

osv. Hva er deres erfaringer med disse forskjellene?

Vi har helr Klart forskjelligeneter. Jeg har def eksempler som jeg offe bruker: Né&r en
embedsmann | Teknikk- og Miljg ser el storf gront og ledig areal tenker
vedkommende al her kunne det voere en hyggelig park, mens Kultur- og Frifid
tenker af her kunne def ligge fire fofballbaner. Og det er det samme med byrom:
Hvis del er en ledig plass fenker Teknikk og byrom ar her kunne vi kanskje plassere
fire benker og skape et hyggelig byliv, mens Kulfur- og Frifid fenker ar her kunne vi
plassere en scene. Men man ncermere seg hverandre mer og mer. Def er bare fo
forskjellige verdener og det m& man holde fast af i at def skal def ikke veere, og sé

mates vi forh&pentlig.

Q13: Erik Skibsfed Hey snakkef om af én prosent av
oppferelsessummen fil en ny bygning skal g& til & lage kunst i

forbindelse med byggeriet, hvem er def som har vedtatt defte?

Def er noe Orestad selskabet selv har besluttet, By og Havn, som de né hetfer, har
den merkelig konsfruksjonen at staten eier halvdelen og vi, kommmunen, eier den

andre halvdelen. S& del er deres egen idé. Def gjor man i noen kommuner og |
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scer | forbindelse med kommunale bygg. Jeg vil gjeme ha skrevef inn af om man
skal bygge parkeringsplasser skal man ogs@ gjore noe som har med kunst, kuliur
og friid & gjore. For eksempel sé& ogsé gi penger fil & bygge et kulturhus eller en
idreftshall.

Q14:. Men hva med festivaler som neftopp ikke er en fast institusjon.
Et  kjent problem er jo ab de kun f&r penger tfil selve
oppferingsperioden, men ikke til driffstiden som ligger i mellom. Kan
kulturpolitikken gjore noe for & forbedre disse vilk&rene, for eksempel

med hensyn fil driffsstotte’?

Ja, med festivalpulien gjorde vi jo def, det er de samme fesfivalene som har féit
stotte for fire @r. Dette gjelder sé ikke Metropolis, men i 2010 fikk de for eksempel 2
mill kr i stotte fra kommunen, sé& de er en av dem stér pd listen for & veere sikret
stotte hvert eneste &r. Men hvis man ikke er pd& en flerérig bevilgning s& er man i il
—vil mén f& stotte neste &r?- sé da jeg fikk forhandler den avialen om festivalpulien
hiem s var def viklig & skape ro. S& ver de ar de har denne bevilgning som er
stfadig nok fil af de kan overleve og se flerérig perspekfiv. At vi har en sfarre pulje.
Har neffopp féit en ny pulie som statter infernasjonale events, og da er det jo
opplagt med Mefropolis. Det er for & understotte ting som rekker ut over landefs
grenser og at det fillrekker sfore kunstnere utenfra. Det er ogs@ en 5 millioner, men
kun utdelt for neste ¢r, for & se om vi fikk flere penger til festivalpulien som utloper,
s& nd& har vi reservert penger i denne puljen for & hjelpe noen av den andre. Def er
s@ masse av gode ting man kan stotte, s@ det er ikke ef problem & bruke

pengene.
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No

C5

Sample | Name Insfitufion Funcfion Date/ Location
group fime
CITY Marianne | Frederiksberg | Strategy consuliant for | 17.12.10 | Frederiks-
(culrure) Hovmand | municipaliy culfure, engaged in 10.00- berg City
the LightSound project | 1¢.33 Hall,
and Mefropolis Copenhage

n

Q1. Hvordan ser dere i Frederiksberg kommune pé& bruken av kunst i

byutvikling?

Vi ser p& del som noe som kan seffe noen prosesser i gang, og skape dialog. Og
def kan veere med il & gi borgerne et annef syn pd den byen de bor i. Vi lagde jo
LysLyd prosjektef, da hadde vi noen ute fil & lage installasjoner ute ved
Bispebjergbroen. Delte er en prosess hvor def skal skje borgerinndragelse, da
synes vi for eksempel ar Armsfrongs prosjekt var bra. Del viser noen nye fing |
omr&det, s& man kan gjenkjenne seg selv pé& en annen mdte. For eksempel for et
omréde som er Kjent for bilavbrenninger og lysskye ting. S& i stedet for & legge
fokus p& defte, s& var det her alminnelige mennesker som fikk fokus. Det er en

spennende méte & bruke kunsten pé.
Q2: Hvordan fungerte samarbeidel med Lyslyd-prosjektet?

Det fungerte godt. Vi har Icert mye av hverandre. Det KIT er gode til er & ulfordre
kommunene fil & bruke kunst i byutvikling. Vise af detfe kan brukes fil noe. Def har
de smidr i hodef fi mange kommunefolk. Det har vi funnef mye ur av de siste fre ér.

Frederiksbergs nye byplan er ef ufiykk for langt vi har nddd med Lyslyd- prosjekte.
Q3: Hvordan oppstod samarbeidel med KIT og Lyslyd?

Trevor satt med noen ideer, sé fantes det det som hel kreative byer som arbeidet
med opplevelses ckonomi, s& vi skulle bli klokere i kommunene. S& kom Kl og

spurte om vi ville prove dette. S& def vokser ut av kreative byer.

Q4: Hvordan fror du det kan ha seg ab Mefropolis, som har de
samme mdlene og visjonene som Lyslyd ikke har Iykkes i samme
grad som Lyslyd?
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Det er begrenset hva jeg vet fordi jeg ikke har sittel s& mye med Mefropolis.
Mefropolis er annerledes fordi det ikke bygger pé et kommune samarbeid, men det
danner likevel avirykk. Men man skubber fil borgerme p& samme méte som som
Lyslyd, s& hvis man kikker p& borgernivd, sé synes jeg Melropolis selter avselt,
Men Lyslyd hadde en forandring i kommunene, men def er fordi det er sénn man

har definert def.

Q5: Vil du si at Frederiksberg er annerledes enn Kebenhavn nér det

gjelder holdningen fil bruken av kunst i byutvikling?

Vi er fo forskjellige kommuner, og vi kan gjere o forskjellige fing. Kebenhavn er stor
hva gjelder skonomi og innbyggere, og Frederiksberg er mindre. Vi er begge en
del av hovedstaden, og vi har noen bymiljoer og har steder hvor det er liv. Jeg fror
der som jeg kjenner Kabenhavn er ar de i lengre fid har arbeidel med en leltere
adgang fil & gjore ting i byens rom enn vi har i Frederiksberg. Det er noe vi har tatt
hull p& i forbindelse med Lyslyd prosjekret, der frekker vi p& noen erfaringer fra
Kobenhavn. Men fordelen ved & vcere Frederiksberg er af vi er sd liten kommune i
forhold fil Kabenhavn. Kebenhavn er sd stor, de har mange forskjellige bymiljcer,
mens p& Frederiksberg er def en mer samlet enhet. S& selv om vi har starfer senere
pd det strategiske fokus, sé kan det veere sénn af vi fortfere kan né de mal vi vil.
Men del avhenger ogs@ av de poliikerne man har. Def er alltid en avregning i om
man gjerne vil bevare det best@ende og sikre borgernes tilfredshet, eller om man vil
ha s& mye liv som mulig og uffordre borgeme. Det er allid en klash, mellom de to
fingene som stér ovenfor hverandre ndér det gjelder kunst og kulur. P&
Frederiksberg er vi med den bestyrelsen vi har né fét flere poliikere inn som gjeme
vil ha liv i byens rom. Def har tidligere vcert en mer massiv sfemning mot & sikre det

skjonne, fine Frederiksberg. Men delte er en en modningsprosess.
Q6: Hvordan vil du beskrive Frederiksbergs kulfurpolitiske strategi?

Vi har lagef en her i foréret for hvor vi skal de neste 4 &r. En gér p& at Kultur og
Frifids skal veere synlig 1 bybildet, og af def skal uffordre borgerme og gi muligher for
ar de rykker seg.

Q7: Har dere en egen kulturpolitisk strategi for festivaler?
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Nel, vi har ikke en desidert feslivalstrategi, men festivaler er en del av en kulfur og
kunst sfrategi. Del & bruke kunst og kultur i bymilicet handler jo ikke kun om
festivaler. Armstrong endrer byen midlertidig og kan gi avirykk for del er vekk igjen.
En festival har det s&nn at hvis du er vekk i den weekenden den foregdr, s& gér du
glipp av ar den har foregéit. Jeg synes ogsé af de lengre forlop, ikke nedvendigvis
permanente, men noe som har en lengre varighef, kan gi sforre effekl og gi en

dialog for ar vi ser lengre sfrategi p& den by vi bor i,
Q8: Er del defte som gjor Lyslyd fil ef bra prosjekt mener du?

Del er helf klart noen Lyslyd seffer gang i. Men det del gjorde mest var af def saft
noe i gang i hodene p& kommunene. Def er def & tenke inn i deffe feltel, det er def
som er Lyslyds starste resultat. S&nn ar sénne som meg har féit nye synspunkrer,

nye samarbeidspartnere og arbeide mer malreltet i dette prosjekte.

Q9: Har dette fort til ab dere har blitt bedre fil & jobbe pd& tvers av

forvaltningene?

Ja, bestemt. Det har é&pnet opp for et samarbeid mellom kultur og frifid og
byplanlegning. Vi ser né hverandre som teftere kollegaer. Og vi har ogsé fil en viss
grad f&tt mer gang i ef samarbeid med erhvervsomrédet. Men nér man lager
byplanlegning p& den lange méte: hvilke funksjoner skal ef byomr&de ha? Fé&

virksomheter inn. Ulvikle kreative erhverv.
Men vi har bestemt Icert hinanden & kjenne.
Q10: Hvilke utfordringer har deftte samarbeider fort fil?

Vi skal Icere hverandres sprék. Det er forskjellig sprékbruk, forskjellig méte & gé fil
fing p&. Betyr noe annet enn nér vi gjor def. Har ogsé seft af det er forskjell pé
hvordan vi fungerer innenfor def ene og annel fell. Da vi fant ur av forskjeller fant vi ut
av hvordan vi kunne umnytte disse forskjellene. De forskjellige systemer internt, Men
def tar fid. Og man skal Iytte mye il hverandre og veere &pen for af def ikke er kun

én mdre & gjore fing pa.
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Q11: Var en fordel al def var et prosjekt som kom utenifra som fikk

dere fil & samarbeide?

Ja, del kom utenfra, men ogsd def at def var ef prosjekt som vi gikk sd& direkre inn i
som gjorde at vi kunne veere med & utvikle det underveis. Hvis vi ble presentert for
en ferdig pakke s& gikk def ikke, vi m& kunne se var plass i defte. Vart forste
LLysprosjekt var en ferdig pakke, def gir ikke noen varig avsett, ikke rom for dialog
pd& tvers av border for hva vi gjor i denne sammenheng. S& det er super viktig ar def
er ef bord vi kan sitte rundr -i overfort befydning- sé vi kan diskutere vére tanker i

forhold fil der vi er.
Q12: Hva vil du si er Melropolis styrker i forhold fil byutvikling?

Helt generelt er det at det er pd& ulrahoyt nivd det som blir hentet inn. Det fror jeg i
forhold fil byutvikiing er viklig. Al den kunst og kultur man bruker ikke er annen
rangs, det skal veere velfunderte kunstere man bringer i sving. De skal vite hva de
gjor og veere minded fil & inngd i den interaksjon som skjer. Det er def ikke ale
kunstnere som er. Der syens jeg KIT er gode fil & finne dem som er fremme i

skoene og kan.,
Q13: Hva vil du si er Metropolis’ svakheter i forhold til byutvikling?

Det er vanskelig & si né&r man ikke kienner def. Hvis det skal ha en kommunal
involvering s& er det en svakhel af det ikke har det. Men omvendr kan man ogsé si
at det er en styrke at man ikke lander i def der hierarkiske stov. S& noen ganger fint
def kommer utenom def. Men det er viklig af nér del er byutvikling def handler om
skal der vcere noe. Det kan veere en svakhet hvis man ikke er oppmerksom pé @ fé
hevel kunstnere inn som kan denne inferaksjonen. Noen fing som er for svcert
lilgiengelig og som virker fremmmedgjorende i forhold il byutvikling. Det mé& ikke
veere s@nn af folk fenker: "dette er merkelig”, og ikke forstdr det. Men man skal ikke
ramme pop-kulturen heller, man mé finne en balansegang, hvor man uffordrer sé

porgerme ikke hopper av vognen, men forfsatt kjorer med foget.

Vi var med p& Mefropolis lab i sfarten av Lyslyd og presenterte vér kommune. Def

var ovenfor kunstere som skulle by pé& hva de kunne gjore av kunstneriske
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intervensjoner i vért omréide. Den prosessen er super spennende. N& gav Lyslyd
prosjektet mulighef for ar fi kommuner kunne delfa, del gav en kickstart som
kommune og bevege seg inn pé et fremmed felt. Det var en god kickstart, Men
ogsé pé el fidspunkt hvor vi fortsatt var usikre p& hva prosjekter gikk ut pd. Men det

har kommet godt i méil.

Q14: Men med defte gode grunnlagef, hva tror du det er som har gétt
galt for Metropolis efter som de ikke har oppn&dd sine visjoner om §

vaere en sirategisk del av byutviklingen?

Det er mange ting. For eksempel det & gé& pd fre ben: ervherv byutvikling og kunst
skal tenkes SAMMEN og ikke hver for seg. Vi har noen som snakker kunst, noen
byuiviking og noen erhverv. Def spennende skjedde nér vi kasfel disse fingene i
hodet p& hverandre. S& begynte der & skje noe for alvor. Men jeg synes Metropolis
lab var en god kickstart som saffe scenen. Def er mange ubekjente med detfte felret
nér vi satt scenen, men del er ikke Mefropolis’ skyld. Vi provde noe vi ikke har

provd for.

Kanskje lab'en mé& knyttes mer ncermere festivalen. Det som kunne veere riklig
inferessant med lab var hvis man kunne lage enda mer lab hvor man var ure |
byrommene med def samme, og kanskje ogsé ble konfrontert med af man ikke
bare skal kikke p& bygningene som man viser kunstneme, men ogsé tenke pd hva

med menneskene som bor der? Detf forer fil annerledes prosesser.
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No | Sample Name Insfitufion Funcfion Date/ Location
: group fime
Ce | CITY Mette Copenhagen Work with the 29.11.10 | Sundholms-
(olanning) | Prag/ Municipality, development of 14.00- vej 4B,
Eva Technical and | reas wih 15.00 Copenhage
Christen- | Environmental | Parficular focus on N
sen Department art as an infegral
part of the
development
Q1. Kan dere starte med & fortelle litt om hvordan dere mener

Kebenhavns Kommune ser p& bruken av kunst i byutvikling?
Eva:

Det blir brukt kunst i byutviklingen p& mange forskjellige omréder. | lopel av de siste
6 Arene har vi f&f mange erfaringer p& delte omrddet, bl.a i forbindelse med
Kvarterloff p& Norrebro (ef inifiativ som né er ferdig). Generelr er det god stemning for
bruken av kunst i byutvikling, b&de fra ministeriet og kommunen. S& der blir seff p&
som godr. Delte har scerlig omfattel midlerfidige kunsfprosjekter hvor man skaper
en umiddelbar forandring i ef bestemt fidsrom, for eksempel ble def lagd ef lysende
skilt ved inngangen fil Mjolnerparken, som har fétt mye omtale. Del ble ogsé lagef
noen sfore hvite benker man ikke kan sitte p&, men som ser morsomme ut. Disse

var veldig populcere.

Del er selvfolgelig forskjell innenfor Kommunen, alf effer hvor man meter man mye
eller lire mofstand. Vi som arbeider lokalt synes def er super spennende og  bruker
aklivt kunst blant annet som en sosial faktor for & inndra folk i utviklingen. Andre
steder er de mer opptatt av at det er vanskelig & fé& def implementert, og fokuserer

mer p& de grunnleggende utviklingsfakforene.
Q2: Hvilke omr&der vil du si defte er?
Eva:

Det kommer an p& fagomréde. Hvis man har ansvar for alle veiene i kommunen

s@ er man mer oppfaft av riklig belegning osv., allsé de grunnleggende fingene
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som skal fungere. S&nn skal ogsé def veere. Men utover det sé tror jeg der er helt
Klarr nye tendenser i Teknikk og Mije-forvalningen, og i hele Kobenhavns
kommune, af def skal veere mulig & lage noen hurtige kunstneriske prosjekter, og
kommunen er veldig obs pd, som kommune, & bli bedre fil & fierne barrierer for &

lage slike prosjekter. Man er mer interessert | innovasjon.
Melte:

"Gang i Kabenhavn” er et inifiativ som har spesielf fokus pé defte, ikke bare kunst

men ogsd pd kulturelle prosjekter.

Q3: Hva er de primcere fokusef for slike kulturelle/kunst prosjekrer? Er
def branding av Kebenhavn som by, eller tjener de noen andre

form@l?
Eva:

Formd&let med disse prosjekiene er & sfyrke byliver, altsd liver i rommet framfor det
fysiske rom i seg selv. Og ogsd i fokus & sfyrke Kobenhavns kommunes image |
forhold til & veere en ja-kommune ovenfor borgerne. For eksempel hvis man vil lage
en midlertidig event hvor def er nodvendig & kunne sove p& 1. Sal i en forlalt
bygning, sé skal ikke de som soker fé& beskjeden "Nei, def gér ikke", i stedet skal vi
heller si, dersom deffe ikke lar seg gjore, "Kan dere ikke heller sove i stuen? Da

dette er mulig.”
Melte:

S& vi er alrsé opptatt av & finne en losning som funker. Kommunen bestreber seg

p& & ha en posiive filgang il slike foresporsler.

Q4. Dere snakker om at Kommunen legger vekt p& midlertidige
events, disse kan bli kritisert for & gi midlertidige losninger som ikke

er holdbare pé lengre sikt. Hva er deres holdning til dette?
Eva:

Du mener forholdel mellom midlerfidige og blivende inifiafiver? Vel, delte er en

interessant problemstilling. Men jeg mé si at de midlerlidige holder p& & f& ef mer
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posifivt ry enn tidligere. Dette har blant annet med at vi har fétt en ny Stadsarkitekt,
Tina Saaby, som er veldig inferessert i midlerfidige infervensjoner i offentlige rom.
Ogsd er vi jo ogs@ i den situasjonen at tiden er fil af det ikke er penger for & skape
noe lengre varende. S& der er en viktig diskusjon med hvordan man sparer penger
il & lage lengre varende losninger pd den ene siden, ogsé fyre av fil midlertidige
lasninger som gir resuliater her og né. Jeg er veldig positiv fil slike midlertidige
losninger. De bringer mer med seg enn som s@. Vi hadde ef veldig midlertidig
prosjekt hvor vi hadde en park som kun varte i en uke, og hvor sé@ kvarterers
borgere opplevde hvordan det ville vcere hvis def var en park. Ogsé
poligavdelingen fikk oppleve hvordan det ville veert hvis del var park her. Defte gav
dem blod pé tann til & gd videre med idéen, og undersoke de muligheter som er |
forhold fil dette. Det er milt klare innfrykk ar def felger mer blivende resulfater ved def

midlertidige inifiativer enn man fror.

Q5: Hvordan arbeider dere i Sundholmsvejkvarterets Omré&deloft med

kunst som en del av utviklingen av omré&det?
Melte:

Vi har neffopp hatt el forlop med to svenske lyskunsere fra Sverige. Her arrangerte
vi en workshop med dem og fyve studerende og lysdesignere. Transition hef
prosjekiel og fok ufgangspunki i lys i en midlerfidig overgangsperiode. De

resultatene er s& nd realisert,

Def af man kaller der ef kunstprosjekt dpner mange dorer ved at mange er mer
8pne for & gi lov 1l & henge opp ting osv. Hvis def ble spurt om love med den
filgangen af del er permanent inifiativ sé ryker hele det registeref ur. Men at def er et
kunstprosjekt gjor det lettere & f& fillatelse. Senter for Vel eier faklisk prosjekrer, sé

selv om de tenker permanente losninger, s& har de géit med il dette.
Eva:

Ogsé& har vi Fabrikken for kunst og design her i kvarteref, Def er el nedlagr
dampvaskeri hvor def er verksteder for kunstnere og designere. Vi er oppfatt av &

finne ur hvordan denne lokale arbeidsplassen kan skape kunsmerisk forandring i
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kvarterel. De er bare en arbeidsplass, men vi har el unikf samarbeid med dem
som lokal kunsfinstitusjon som vi vil f& med fil & prosjektutvikie de byrom som vi
arbeider med i forveien. S& der er meldingene positive i kommunen, de synes det
er spennende. Def man elterstreber er ar kunsfen blir lokalt forankref, ikke bare
plassere kunst der som beboere ikke bryr seg om. Vi vil la kunsten oppsté lokalt

fra. Del blir spennende & se hva som skjer videre.

Q6: Hva vil dere si er de sforste utfordringene ved & arbeide med

kunsftnere?
Eva:

Masse. Men det er like mye oss som er en utfordring. Det er noen kulturforskjeller: vi
vef hva som skal leveres innad | systemel, det kjorer veldig strami med
prosessplaner, deadlines og mélbare mal og kriterier. S& vi i kommunen kjorer
veldig linecere prosesser. Denne linecere tankegangen er kunstneme ikke med pd,
0g gudskjelov for def kan vi nesten si, for sé@ kan vi ogs@ stoppe opp og unngd &
gd i sirkler. Vi mé& gjore oss umake for & forsté dem. Og det er ogs@ nodvendig.
Hvis ikke lot det seg ikke gjore. Dette er viktig for & forst@ hvorfor def tar sé lang tid &
f& samarbeidene opp & Kkjore. | vér verden skriver man prosess ark og sender fil
hverandre for & f& en felles forst@else. Men med kunstnerene gér ikke det, def tar
lenger lid for ingene synker inn, ogsd fordi de arbeider for fcerre midler enn vi gjor.
De har f.eks kun 10 timer administrasjonstid. Del er fedr ar def er kulturforskjeller,

men def sinker prosjekiene.

Q7: Dere snakket om aft kunstnerne har mindre administrasjonstid
osv., mener dere def er mulighet for kommunen & gi flere penger i

stotte til disse kunstnerne?
Eva:
Ikke for Fabrikken, for de leier fabrikken fra Kabenhavns kommune.

Meffe:
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Det kunne kanskje veert storre villigher fra kommunen sin side fil & ville kjope noen
produkter. Kunstneme vil heller avievere et produkt enn & levere en rapport. Men de
vil ogsé gjerne ha mer administrasjonstid. Def soker de ogsé penger fil her, for &

ufarbeide forretningsplan og organisasjonsmodell.
Eva:

Dette er scerlig relevant for Fabrikken som har géit fra & vaere smé fil & bli sfore. De

har blif en mer kompleks organisasjon og har bruk for penger, fid og driffsmidler.

Q8: Hva med festivaler som Metropolis, hvilken innvirkning mener

dere festivaler som deffe har/kan ha pé& byutviklingen?
Eva:

Vi har en kulturfestival her i omréider som hetfer "Amar tar ordet”. Den avholdes her
hver sommer i juni. Sist var femaer Vilenskap og Amager, og fesfivalen presenterte
Kulturevents som handlet om vitenskap. | &r skulle emnef voere "Amager som NY”,
eller noe lignende, hvor man provde & bruke de lokale kuliurkrefrer som en

generafor for G speile oss | noe starre. Def er ganske opplagt | forhold fil diff

sporsmal.
Melte:

Det var ogsé& noen av kunsneme som pd& Kunstmessen hadde femaef
Gentrifisering. Fabrikken har en &rlig kunstmesse og her ble emnet risiko for

genirifisering faft opp.
Eva:

Men jeg fenker p& de sfore, som for eksempel Disfortion. Slike starre fing er veldig
med pd & sefte omrédet det foregdr i pd& landkortet. Jeg kunne tenke meg noe sfort

her som kunne f& resten av byen ut hitfor & se.

Meffe:
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Dette kunne ogsd vaere noe som ikke har med kunst & gjere. At man som fesfival
hadde noe for det her omréidet som skaper liv og seMillit, og som kunne tilirekke

resten av byen.
Eva:

Def sforste vi har er juleopptoger pd Amagerbrogade, og def er ikke akkurat scerlig
spennende. S& det ville helr sikkert veert spennende for oss for eksempel & arbeide

med festivaler som Mefropolis.

Q9: Hvor integrert vil dere si fesfivaler som Melropolis er i den
overordnede buyutviklingsstrategien for Kebenhavn? F.eks i planene

for Kebenhavn som Melropolzone osv.
Eva:

Festivaler er ikke scerlig framfredende i disse sirategiene, men man kan fenke dem

inn i def nér man leser dem. Alts& de er implisitt fil stede.
Melte:

For eksempel har jo kommunen initiativet "Gang i Kebenhavn™ hvor de har tenk pé
midlertidighet. S& sfrategiene gér mer p& hvor vi kan tenke delte aspekter inn. S& er
der Mefropolzone: Keabenhavn som den fedeste store by! Def kunne veert fedr med

el senter for festivaler! Del er "Gang i Kaebenhavn” som fasiliferer slike inifiafiver.

Q10: Hva vil dere si er de storste styrkene for en kunstfestival i

forhold fil byutvikling?
Eva:

Den klare fordel er at kunstnere kan skape noen forandringer i byrommef som kan
gi beboerne en umiddelbar oppfattelse av deres egen by. Def er ef helf vilf
pofensial i det. Men det er seMfolgelig ogsé utfordringer forbunder med dette, for
hvis det ligger forskjellige sfeder i byrommet skal man bevege seg for & se del.
Men generelt er det en hel masse potensiale i def. Ogsé & gi folk selv opplevelsen

av & forandre byrommet.
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Melte:
Dine prosjekter handler jo ogs@ mye om at barmnene er med i ulviklingen.
Eva:

Ja, det er mange méter & arbeide med kunsfen pd&: Vi arbeider mye med
"outreach” programmer hvor kunstformidlerne far fait i unge og f&r dem med til &
arbeide pé& kunsfprosjekter. For eksempel: De unge gér pé vandring i kvarteret og
arbeider i workshop-form i fre md@neder hvor de arbeider med profesjonelle
kunstnere. Akkurat né lager de hva de kaller en "social platform”, et hang our sted
ef sted i kvarteret som de ansé for & ha potensiale for & veere ef hangour sfed, men
som ikke hadde noen fasiliteter som oppmuniret fil dette. Kun murvegger osv. Sé
né& prover de & skape en plaform hvor defte kan skje pé& en bedre méte. Delte er
en mére & fa falt i de unge og f& dem inndratt i ef kunstnerisk prosjekt. Dette er for

meg en fef méte & arbeide med kunst pé.

Ogs@ er def blivende kunstverker hvor vi vil f& kunstneme fil & komme med

prosjekter. Midlertidige prosjekter er del andre. Og flere formidlingstiloud.

Men vi har neffopp hatt noe som minnel om en festival: den messen Fabrikken
holdr hadde masse kunstere som kom fra hele verden og diskurerte hva kunsten

kan gjore i defl offenflige rom.

Ur av deftfe kom def mange forskjellige inifiativer. For eksempel el maleri som ble
mal p& en endegavl. Dette maleriet har fé&if mye positiv oppmerksomher. Det er
ikke bare el maleri, men def er ogsé et spill: En sier en farge s& skal man plassere
mest mulig hender og fotter p& -del skaper liv. Ogsé har vi mer akademiske fing:
for eksempel & folge den hjemloses gétur. Da vi begynte defte samarbeider var
def sommer og varmt, og jeg sé for meg af messen varte over flere dager, def var
felfer og kunstneriske opplevelser overal, man fikk innirykk av marokkansk Roskilde
stemning. S& vi har efterfelgende snakkel om ar den érlige messen kunne veere fef

& bygge ut.

Q11: Du snakket om at det ogs& var noen uffordringer i forhold fil

festivaler og til det & bruke kunst i forhold til af folk m& bevege seg

206



forskjellige steder i byrommet, kan du ufdype litt mer hva du mener

med deffe?

Def handler om & f& folk il & komme og delta. Her med messen var det left & (& folk
fil & komme fil messen, men vanskelig & f& folk ut i byrommet. Hvis det var en
fesfival som foregikk rundr Kabmagergade ville def vcere god mening i & frame det
som & gé& pé opplevelse i byen. Men her ute er def vanskelig & f& folk fil & g& rundt
og gjore sént: f& mennesker og man kommer her ikke med mindre man skal noe.

Dette er ef generelt problem med utkantsomréder i byen.
Melte:

Det skal ogsé sies ar nér Fabrikken hadde messen sin var del samfidig som den
kommersielle Kunstmessen i Kobenhavn. Det de sé& gjorde som var lurt her var at
nér man kiopte billett fil den kommersielle Kunstmessen, fikk man ogs& adgang fil
den alrernafive. Men for det meste gav deffe bare resuliatel ar publikum fil den

alkernative ogsd kom fil den kommersielle og ikke s& mye omvendt.
Q12: S& hva tror dere skal til for & f& folk ut hit?
Eva:

Def skal vcere noen mer kjente begivenheter. Del skal voere noe & komme effer.
Fabrikken har potensiale. Det er noe & komme effer der. Sammenlikner man med
andre ting har man Prismen (idreftshall) og Kvarterhuser (bibliotek) som fér laget fing
som skjer. S& selv om Prismen er hyper sé@ fungerer den som lokal idreftshall.
Kvarterhuset delfar p& jazzfestival, men ogs& andre foredrag i lopet av Arer.
Amager bio foregér alf mulig fett, og Barnekullurpunkt Amager. De etablerte

kulturinstitusjoner kjorer reft godt rundt oss og kan fé& trukkef folk fil.

Jeg fror den avgjerende forskjell er om man har en driftsperson ansatt eller e, det
har ef bibliotek. Hvis man har noe opp & Kjore og kan legge del opp mot ef
pbibliotek s& er der bra. S& det er avgjorende om man er del av def kommunale
budsjett eller ei i forhold fil driffen. Og det onsker ikke Fabrikken & bli fordi de ikke er
el kulturhus, de vil ikke vaere def, men del er oss som onsker af de skal vcere del.

Fabrikken er bare hardrarbeidende kunsinere.
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Q13: Detlte er jo akkuraf def samme problemel som mange festivaler
har. De f8r ikke nok stette fil drift hele @&ret, kun fil festival perioden,
del mangler forst&else for at slike ting far fid & planlegge. Hvordan
mener dere man kan f& kommunen fil & 8pne oynene for annen

stetteordning for s&nne prosjekter?

Eva:

Det ver ikke vi ikke. Prov & snakke med Andreas Liberoth fra "Gang i Kebenhavn.”
Mefte:

For oss er det veldig viktig & f& Kultur borgermesteren til & komme ndr vi arrangerer
noe, delte gir oss mer publisitel og gir mer publikum. For oss er defte ufrolig vikfig for

& f& omrale i forhold fil & arbeide pé strategi i forhold fil bedre image.
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No | Sample Name Insfitufion Funcfion Date/ Location
: group fime
C7 | CITY Andreas | Copenhagen Project manager of | 15.12.10 | Islands

1
(planning) | Lieberoth | Municipality, "Gang | 14.00- Brygge 37,
Technicaland | Kebenhavn® 1
(“Gelling n
Copenhagen
going™",aiming fo
sfrengthen the
relafionship
between city life
and creative
enfrepreneurs

Environmenial
Department

Q1: Kan du starte med & fortelle litt om hva "Gang i Kebenhavn” gér
ut p&?

Det gér ur p& mange forskjellige ting. Forst og fremst er def et prosjekt som gér pé
tvers av fre forvalininger: feknikk og milje (her har prosjekter sin forankring) kulfur og
frifid, og okonomi. Jkonomi er den senfrale forvalmingen som styrer budsjefter,
byplanlegningen og hvergdende prosjekter. Vi ble sfarter fordi de to fidligere
borgermestrene, Ritt Bjerregaard og Klaus Bondam, gikk fil valg pé at de ville gjore
Kobenhavn fil en mer &pen by for erhverv og kultur. De fok furen rundt og snakker
med alle erhverv som var | Klemme i kommunen fordi kommunen sfod i veien. De
pestemie ar kommunen ikke skal forhindre af noen kan starfe noe nyft opp. Alf skal
veere mulig fra hé&ndverkere il ef kreativi forum. De ville samle kreafive akiorer som
for eksempel spill virksomheter osv. En fing som viste seg & vcere relevant var af |
feknikk og milje forvaliningen var fillatelses prosedyrer besveerlige. Def medforte
masse uoverskuelig byrékrati, sé@ def var vér mél var & gjore disse reglene enklere,
og & avskaffe avgifter sé kommunen for eksempel ikke skal avkreve ekstra skaft for
eksempelvis utendorsservering efc. Vi skal bryte flaten mellom del private og def
offentlige. Tidligere var det slik af man for eksempel pd et arrangementsomréide

ikke métte ha sponsorinntekter, altsé man fikk ikke vise sine sponsorer ved hjelp av

13”Gang i Kgbenhavn” is an interdisciplinary project across the Technical and Environmental
Department, the Economy department and the Culture and Leisure department.
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bannere osv, og def gjorde def jo vanskelig & f& sponsorer da disse ikke kunne fé
eksponering som ufbytte. Videre smed vi noen avgifter vekk, for eksempel avgifter
for boder, og avdrag hvis man krevde entre p& offentlige arealer. Og vi fokuserte
0gs@ mye pd def med sponsorer og kommersielle akfiviteter. Vi forstér godt at det
skal veere konomi i de prosjekiene som blir salt i gang, s& derfor vil vi som
kommune ikke blande oss i sponsorer eller parnere. Vi vil heller se pd hva man

gjor i byen og hvordan man bidrar fil Kebenhavn som by.

Men den fasen er vi sé ferdige med nd. N& har vi féit bedre folfeste og arbeider
mer med byutvikling. Liver mellom husene -hvordan bruke muligheter for erhverv il
& fremme byutvikling. Vi vil hjelpe il med midlertidige akfiviteter, for eksempel det
fakium af del er vanskelig & bruke bygninger som egentlig skal brukes il noe
annef. | del hele faff finnes def masse huller i byen som vi vil ha fylr ur. Der hvor
byen har skiftef funksjon, vil vi sarge for at del kan skje fing i overgangsfasene, pé
en fom byggeplass, slik af vi gir sfotte fil kreative oppstartsvirksomheter. S& vi
forsoker & undersfotte deffe mer. Ogsd@ arbeider vi videre med regler for & bruke
offentlige arealer. Vi arbeider p& & f& fordelt bylivet mer. For sokte alle inn fil indre
by, og den har nok engasjementer i forveien, s& var mél er hvordan ta energien
som proppes inn der og smure den ut over hele byen. Fordi vi vil fokusere pd
byuiviking og ogsé fordi vi bygger metroen né og den far opp plass pd béde
R&dhuspladsen og Kongens Nytorv, sé disse offentlige plassene mé vi nd finne
andre sfeder. Samtidig er def ogsé for fiden politiske vinder som klager p& at det
skjer for mye i indre by, s& derfor vil vi smare detf litt ut for & finne andre plasser for

engasjementer.
Og helr prakfisk fungerer vi som inferne konsulenter og lager analyser.

Q2. Metropolis arbeider jo neftopp med & sefte fokus pé overselte
steder i byen, og foregdr i utkant omrédene, s& defte kunne f§

positive konsekvenser for dem?

Ja, definitivi. Mefropolis vil sté sterkere i denne type politikk.
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Q3: Du sier at dere arbeider mye med midlertidighet, defte er jo en
tilgang som har blitt kritisert for kjappe, men kortvarige lgsninger pd

urbane problemer. Hva er dift syn pé& dette?

Vivil gierne muliggjere midlertidighet fordi vi ser p& det som ef pofensiale. S& vi skal
bare fylle "void"en. Akkurar n& sé finnes def en lokal plan som hindrer midlertidige
intervensjoner, s& vi vil i hvert fall gi mulighefen til defte. Og samtidig er def noen
konkrete sfeder hvor vi sier vi har byutviklings problemer, béde i forbindelse med
brown- og greenfield development. Vi ser eksempler p& nabogrunner som forfaller
0g edelegger byrommel. Gresfaden er ef godr eksempel, denne var ikke planlagt fil
byliv og den er enda ikke ferdig. Og de "developers” som er involvert har ikke gjort
noe for & veere utadvendre, s& né stér vi med en bydel i krom og glass, uten noe liv
-folk skynder seg vekk. Den har heller ingen utadvendte fasader, Fields er for
eksempel et veldig innadvendt senter. Def var ogsd et okonomisk perspekiiv med
utvikingen av Orestad, sé sfore developers ble prioritert for & f& el trekkplaster som
kan voere mofor i oppstarten, men né er denne oppsfartsfasen over og def vi stér
iglen med er bylivskriser. Her finnes def noen grunner som kan brukes fil
midlertidighet. Def er noen huller der, hvor vi vil hielpe med & fascilitere anvendelse.
Ikke ar del skal omvandles fil ef sirkus, men vi vil lage noen fasiliteter. Del har veert
vanskelig fordi midlertidighets begrepet har veert ukjent fil né, og hvis det har veert
Kient har der blitt foroundet med grass-root og akfivister. S& derfor er det mange
som er bekymref for & l&ne ting/omréder ut fil disse inttiativene i tilfelle de ikke vil
flytte seg igjen. Midlertidighet har def med & bli permanent, og def er folk redde for.

Men vi merker ogsé@ né art det er flere folk som vil ha det.

Q4. Er del noen spesielle kulturprosjekter dere foretrekker & arbeide

med?

Ja, det er jo kulturprosjekter som foreg@r i offentlige rom. Derfor valgre vi s@& ikke &

arbeide med Melfropolis fordi det foregikk p& Carlsberg.

Q5. Men det var jo kun Metropolis lab som foregikk p& Carlsberg.

Selve biennalen foregdr jo i offentlige rom rundf om i byen?
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Ja, men vi arbeider ikke med konkrete prosjekter. Hvis de har problemer sé
forsoker vi & hjelpe dem underveis, vi har to rédgivere som hjelper iverkseftere
igiennom byrékrati jungelen. Men def er ikke okonomisk vi hjelper. Vi har veert og er
el pengelest prosjekt. Vi har ingen penger, men vi vil sorge for af folk som har

penger kan fungerer i Kobenhavn.

Ogsd@ holder vi seminarer hvor vi arbeider med administrative barrierer. Hvorfor f&r
de og de prosjekiene nei i kommunen? S& s& vi af def sfore problemet ble
okonomien, s@ el fema ble sponsorer og finansiering av kullurprosjekter. Det er
vanskelig & f& erhvervsfolk med pé lassel, for de mangler gieme erfaring pé dette
punktet, Og event'ef har en kort horisont, de/del har offe en gkonomi som eksisterer
ef &r av gangen, og det er en vanskelig mdte & drive erhverv pé. Vi har sponsor
eksperter ute og sénn, men def er der v8r grense for skonomisk hjelp gér. Og det

synes jeg er sunf for prosjektet.

Q6: Jeg leste p& Fakta Arkef om Gang i Kebenhavn at et av mélene |
forhold til de kulturelle strategiene er & gjore Kebenhavn fil en mer
aftraktiv furistdestinasjon. Deffe kan sees som hengende sammen
med en okende tendens fil instfrumentalisering av kunsten til & tjene

branding form@l osv. Hva er diff syn p& defte?

Jeg er ansatt politisk, s& jeg mener def samme som poliikerne. Vi har ef sikte hvor
Vi arbeider innenfor Kebenhavner-fortellingene hvor vi arbeider med hva som er
Kaobenhavn som by og hvem bor her. Og vi vil skape vekst og livskvalitet. Kreative
erhverv del er vekst som hos Richard Florida. Jeg er sikker p& at det er vikfig.
Florida har ikke anfagelse at fér vi flere blode kunstnere sé blir def ckonomisk vekst,
def er jo ikke dem ham mdler pd&, han méler p& IT ingenicrer. Men det er en Klar
korrelasjon mellom disse og bufilbud som Kebenhavn vil sté for: en bl&-gronn by,
mange kulturtibud -s& mange filbud og sé levende en by som mulig. S tror ikke
def er fordi kreative ervherv fiener penger fil byen, men det er de som filirekker folk

som fjener penger.

Q7. S& du mener Floridas teorier om the Creative City er vikig for

Kobenhavn?
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Ja, hans grunn prinsipper ligger fil grunn for vért arbeide. Jeg har infrodusert ham
filbake igjen fordi han har veert upopulcer i en lang sfund. Vi vil gjerne se om vi kan
pévise en sammenheng mellom kreative erhverv og ckonomisk vekst. Jeg fror def
er en sammenheng, men def er vanskelig & pévise. Men def skal vi kikke pd,
sammen med Gehl architects. Det er ingen tvil om af Gehls tanker dominerer veldig
i var tfenkning. S& vi har en antakelse i at def er en sammenheng mellom liv og

vekst. At Kobenhavn skal vcere en god by & bo i er det det handler om.

Q8: Dere arbeider pd tvers av Teknikk- og Miljo forvaltningen,
Okonomi forvaliningen og Kulfur- og Frifidsforvaliningen, kan du
forklare litt hvordan dette samarbeidet fungerer, og hva som er de

storste uffordringene ved ef slikt samarbeid?

Prosjekief er salt sammen effer en klassisk modell: alle forvaliningene er med, alle
m& ha medarbeidere med. Ogsé har vi en sfyregruppe fra alle fre forvalninger
som skal sikre af vi leverer det vi har lovef. Vi arbeider slik atf vi oppsamler
problemer fra hver vére avdelinger: for eksempel kultur i forhold fil sfottemidler,
utvikling gjennom events og fofballbaner. Jkonomiforvaliningen er ernversrédgiver:
def er dem som kan vinge kommunen fil & handle annerledes, eller sarge for at
den mest ernvervsvennlige poliikk blir fulgr. Ogsé er def oss i feknikk forvaliningen
som sorger for & ha en jo-kommune. Jeg er i senter for veie, det er dem som
pestemmer om offenflige arealer eller ei. Her er def viklig at jeg sifter like i ncerheten
av deres (center for veier) sjef. Vi samler problemene i en felles gruppe og forseker
s@ & hjelpes ad med & lose dem. Ogsé lager vi analyser, forandringsarbeide og
diskursanalyser: vi arbeider for & gjennomfore begrepet for ja-kommunen.
Urgangspunker er ar seMvfelgelig skal vi ha nye mennesker il kommunen. Ofte for
s@ stoftet man fing man kjente, og def som passet inn i kassene fil def som blir fillatt.
Men grensene er for blofe fil klare kasser. S& det med & (& italesalt sjefskommunen.
Det af folk kienner def og bruker def, befyr for meg som poliisk ansatt arbeider af

prosjektet er gdit igiennom.

Q9: Hvor kommer beftydningen for lokale initiativer som er lokalt

forankref fra beboerne selv inn bildet?
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Det er ikke riklig at branding er sé viklig for oss, man kommer hurtig fil & fale om
infernasjonale events. Men vart formd@l er & skape godr byliv. Her har vi en
overordnef strafegi: Mefropol for mennesker. Vi vil ha flere mennesker fil & g& mer,
bli vcerende mer i def offenflige rom, og skape byliv for all -alle skal ta del i det.
Derfor er def viktig af de som fé&r hjelp er grass-rattene sé alf som heter lokale veier,
veifester, lokale utsfillinger er fullstendig like viklig -om ikke viktigere. Del er ogsé de
smd@ grass-rotter som kan skape en blivende effekt. De sfore kan seffe Kabenhavn
p& landkortet. For eksempel en slik event som Cophell pé& Refshalegen. Den fikk
mange mennesker di, men de forsvant jo igjen s& fort eventen var ferdig. Def som
gjor at folk kommer er & f& kreative vekstvirksomheter der ut, filby folk & sl& seg ned
der. Dette er scerlig viklig der hvor def mangler en identitel. Men veks! eller

perspekiiv omrddene er viklige, slik som Refshalegen, Dybbolsbro og Nordhavnen.

Q10:. Er def noen uffordringer ved delte samarbeidet mellom de

forskjellige forvaltningene?

Det handler selfolgelig mye om poliikk, og s& snart man skal undersfoite
arrangementer... N& er pengene delegert fil lokal forvaliningene. Def med penger
faller ikke inn under vart prosjekt, vi har bare en begrenset bruk av penger, og der

har ikke vi noe & si.

Q11: Tror du det kan vcere mulig & skape et samarbeid ndr det
gjelder finansiell stotte til slike prosjekter, p& tvers av de forskjellige

forvaliningene, ef slags stette-samarbeid?

Vi vil bre samarbeide uf, s& def er mange steder jeg kan forestile meg vi kan
bygge mer bro. Men for & sikre politisk overlevelse mé& vi veere Klare pd hvor
grensene gér for & blande oss. Vi i feknikk og milie forvaliningen mé& gjerne
provosere i forhold fil vér forvaltning fordi det er her vi harer hiemme. Vi mé& ogsé
godr provosere | forhold fil den ekonomisk forvalning fordi der er det sfore
ideologiske "overlap”. Men vi kan ikke provosere i forhold il kultur fordi de har klare
rammer, s& der kan vi kun blande oss ideologisk. Renf politisk sé& er def vanskelig,
def handler ikke s& mye om byrdkrati som & eksistere uten & trékke pé feil liktorner.

Og nd& snur vinden: vi har nye borgermestere s det virker ikke som at def refte er &
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bare sija og pose ling uf i byen. N& skal vi vcere mer selekfive, sé hvis vi vil fortsette
som prosjekt s& md vi veere vare. Og nér def er sagh s& saft min kollega som var
med fil & utdele penger il prosjekter like ved siden av meg, sé& def gjorde det mulig
med it samarbeid. Og Kultur og frifid har en avdeling som heter byuvikling og
events, og de delar i vart prosjekt. S& der f&r vi sikrel felles politkk pd tvers av
fellene. Men poliikerne kan kun ha gang i noen merkesaker, mens vi som
embedsmenn har mer mulighef for & handle i forhold fil hva som er bra. Sé& def er
ikke det af jeg ikke synes def er en god ide, men det er vanskelig & navigere i def

poliiske systemet som er Kabenhavns kommune.

Q12: Hvordan vil du si Keabenhavns kommune ser p& bruken av kunst

0@ kultur som en del av byutviklingen?

Def er vanskelig & snakke om Kaobenhavns kommune generelt pga alle de
forskjellige borgermestrene. Men pé ef ideologisk plan sé& vil vi serge for gode
opplevelser, en desfinasjon og el sted hvor man kan finne seg godt il reffe, def skal
vcere plass fil def hele. Og vi anser def & si ja bdde i forhold il penge og
administrativt fil en bred vifte av kulturiloud. Vi forsoker & unngd & vcere
smaksdommere, af noe er bedre enn noe annef. S& def er en del av Kebenhavns

byutviklingsstraregi.

Q13: Hva mener du er de storste uffordringene ved bruken av kunsf

0@ kultur som en del av byutviklingen?

Det er flere. En stor utfordring er & finne aktorene og f& dem satt i spill uten & spille
rovdrift p& dem. F.eks kunstmalerne har ef forbund som sier ar de for ofte blir satt fil
& gjore ling gratis og male fing her og der, men de skal ogsd leve av def. S& vi mé
finne den reffe bransjen og sorge for af de ogsé kan leve av def. Kan vcere
vanskelig & f& private aktorer fil & fa imof disse filbudene. Fra kommunen er det
grent lys fra alle, men steder hvor vi har bruk for private fillatelser gjor def
vanskeligere. For eksempel det & fé fillarelse fra metfro selskaper som né har mye &
si i byen, de vil gieme si ja, men har el grunnsikie som gjer ar de vanskelig kan si
ja. Ogsd er det bare det basale problem ar vi fér feerre og feerre stotte midler, vi vil

gjerne ar erhvervsliver ser p& kunst og kultur som en mulighet fil & brande seg selv
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0g skape liv i byen. Del er en helr klart viklig sfrategi for oss som developere: de Vil

gjerme, men def er vanskelig & f& pengene opp av lommen.

Q14 EI problem som offe blir nevnf i forbindelsen av bruken av kunst
og kultur er at de beskjeffiger seg med prosesser som er vanskelige
& male i tall og nummer, og del er slike md&lbare resultater
erhvervslivel ofte vil ha presentert hvis de skal stofte el prosjekt
finansielf. Har du noen forslag til en mer tilstrekkelig méte & male

resulfatene av slike prosjekter p&?

V&r direkter har bedr oss fenke pé& deffe. Vi lager né ef bylivs regnskap hvor vi teller
alk mulig: fotgjengere, mennesker som sitter p& benker, folk i kafeer, arangementer
urendors, ufendorsserveringsboder osv. Og deffe har vi spleisef med en
porgerundersokelse som undersoker hvor mye folk bruker byen. Def er en
fanfastisk mére som gjor af vi kan se af i noen kvarterer er man filfreds selv om det
ikke er mye som skjer, defte viser ar nivéef er passende for dem. Mens andre
steder hvor def finnes grupper som ikke foler seg filgodeselt: bamefamilier pd
Vesterbro som ikke feler ar de blir stettet, de vil gjeme ha noe ekstra for familier, noe
som ikke bare er Distortion. S& den fype demografiske undersokelser kan hjelpe
oss lil dette. P& bakgrunn av dette bylivsregnskaper skal vi lage bylivsstrategier for
& forbedre bylivet utenfor for & skape trygghet, vekst og bylivsdannelse. Vi far altsé
en geografisk analyse, hvor vi lager anbefalinger p& bakgrunn av den. Delte kan
hielpe & fore smorekniven: hvor ta byliver fra og hvor fore def hen. Og samtidig kan
vi 0gs@ se pd hvilke ressurser og barrierer def er enkelte steder. For eksempel sé er
Refshalegen eid av pensjonskasser som spekulerer i den og vil ha af ting skjer der
s@& den stiger i verdi. De har fil og med ansaft en konsulent som serger for og sfyrer
deffe. Ogs@ er der for eksempel den sykkelsylinderen p& Norrebro som jeg
personlig er redd for at blir en gold sykkelsti hvis vi ikke f&r den iscenesatt ordentlig.
En fing vi kan gjere er & inndra fing som kan ta flere arealer inn i defte. S& def
handler om & finne ur av potensialer og barrierer. Si il erhvervsfolk at de kan fiene
pd eiendoms prisene. S& pd& den mdéten er vi mer konsulenter. Fordi vi har stillef oss

de samme spersmdl som du sfiller meg.
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Q15: Hva tror du er grunnen fil at midlerfidighet plutselig er blitt ef sé

populcert begrep de siste 1-2 &rene?

Det er sveert & si. Hos oss kom del opp fordi folk offe fikk nei fil & gjore fing offentlig.
Og ogsé der fakium at metroen vil spise opp mye av byen, det medforer byrom
som blir kriseramt, s& derfor vil vi gjeme lage en s& posifiv fing som mulighet. Sé
byen var i forandring og folk vil gjeme bruke byrom midlertidig —defte Iror jeg er
hovedfakiorene som saff gang i def. Og scerlig brownfield development i forhold il
defte.
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No | Sample Name Insfitufion Funcfion Date/ Location
: group fime
C8 | CITY Erik Copenhagen Cultural planner 16.11.10 | Ndr. Tolbod
(planning) | Skibsted | City and Port fhat has 16.00- 7,
Hey Development cooperated with 17.00 Copenhage

(By & Havn)' Mer‘ropol’is on n
projecfts in Jrestad

Q1. Kan du starte med & fortelle litt om hvordan dere i By og Havn

ser p& bruken av kunst i byutvikling?

Vi erkienner af kunst kan brukes som ef sfrategisk verkioy | byplanlegning, Vi
anerkjenner af det er en formell filgang, def vil si: vi bruker 1% av oppforelses
summen fil & lage kunst i forbindelse med byggeriet. Her snakker vi ogs@ om kunst
i forhold fil der offenflige rom, og & bruke kunst til & infervenere. Da snakker vi fypisk
om skulpturer og fysiske oppsetninger. S& har vi den annen vinkel som vi snakker
mye om: den mentale infrasfrukiur. Vi har den fysiske infrastrukiur: parker, veier,
bygninger osv, men ser ogsd p& den mentale infrastruktur: & danne foreninger,
sportsklubber, kulturelle inifiativer, og skape ef neftverk i byutviklingen. Denne
menfale infrasfrukturen er like stor som den fysiske, og boer derfor ha samme
priorifering som den fysiske infrastrukiuren. S& begreper om kunst kommer inn i den
menfale infrasftrukiur hvor vi anerkjenner af kunst og kuliurelle verdier gir en oket

verdi for byens image, velbefinnende og funksjonalifer.

Q2. Vil du si at dette fokusel pé kunst er noe nyft i
byutviklingsdebatlten?

Ja, eller, det er i hvert fall italesatt i hoyere grad innenfor de siste fire-fem ér. Def har
veert en okende fokus pé den kreative bransjen. Og det har veert ef fokus pd at
kunsten i alle aspekter av planlegningen har noe & si i forbindelse med & bygge

opp en identitet. Men sparsmdlet er om det er ny vin p& gamle flasker eller om det

14 Cph City and Port Development is one of Denmark’s largest urban development corporations.
The corporation is in charge of the development of @restad, Sydhavnen and Nordhavnen. The
corporation is owned by the City of Copenhagen (55%) and the state (45%).
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har skjedd noe eksepsjonell. Det er jeg ikke sikker p&. Men jeg fror helf klart def er
en okel fokusering p& defte emnel, del blir holdt seminarer, workshops om def, og
def blir veldig debattert. Du vef, def er jo hele den form for konsulenf bransje som
snakker om det som det nye. S& derfor vef jeg ikke om det er nytt p& den méten,
men def har nok blift instifusjonalisert. Men del som mangler og som vi inferesserer
oss for er & dokumentere at kunst faktisk har en befydning. Vi erkjenner af def har
en belydning, men vi vil gjerne dokumentere af def har en betydning. Derfor har vi
inngdit et samarbeide med By og Landskapsstyrelsen, Arhus havn og Kidehavn
Ry om & finne ur hva byliv befyr. Om byliv stimulerer og har en verdi. Altsd: Huvis vi
ofrer en krone p& kunsten, f&r vi sé& to kroner verdi filbake? S& def har ogsé& med

byens liv & gjore, jeg setter ikke kunsfen alene for seg selv.

Q3: Men er del ikke akkural defte som er problemet, at effekten av

kunst neftopp ikke kan méles i tall og nummer?

Ja, kunst er jo humanisfisk, og nér det gjelder byplanlegning sé er def ingenigrer,
og ckonomer som bestemmer. S& del er dem kunsten er oppe mof. S& den
avveining har nok kunsten uffordringer pé&. Den méte den forklarer og italesefter seg
selv pd er ikke for & legge fil grunn de skonomiske rasjonaler bak. Og der kommer
kunsten og kunstens verden til kort. Den mangler sterke fortalere som ogsé kan se
el excel- ark, og hvike okonomiske argumenter som ligger bak nér vi vil ofre

millioner p& & oppforer en teater plass. Det er en uffordring.

Q4: Hva fror du kan gjores for & f& disse to yrkesgruppene fil § forstd

hverandre bedre og arbeide bedre sammen?

Forst og fremst mener jeg af man maé forsoke & dokumentere og analysere noen
cases inferasjonalf og nasjonall. Hva har de av beftydning? Ta for eksempel Lys
0Q Lyd prosjekter: i Lyon har man en lysfest hvor man kan se hvor mange furister
def fillrekker fil byen osv. Ogsé@ Wonderful Copenhagen kan fremlegge en masse
tall, og de bruker mye tid pd& hvorfor folk kommer til Kebenhavn osv. Det mangler
dokumentasjon, man mangler ogsé & samle de gode cases som eksisterer og &
dem markedsfort. Dette handler kanskie ogs& om at man har den reffe

kulturminister. Der har vi féit et skiff de siste @r, sé& jeg kan forestille meg def kom noe
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ut av def. Men pé& nasjonalt plan er def fortsaft viktig & la flere ministre snakke
sammen og underspke hvor def ligger en verdi med kunsten. Men ikke sé&nn at vi i
By og Havn har brukt det sé&nn. Vi har bare en overbevisning om ar der er fornuftig

0g en del av kunsten.

Q5: Du sier af del handler om & markedsfore og dokumentere gode
og synlige cases, hvorfor valgte dere & samarbeide med Mefropolis
som jo neftopp ikke arbeider p& den maéten, og kan kritiseres for §

vaere en "usynlig” festival uten de helt store opptog osv.?

Det er flere retninger med Melropolis. De prosjekter vi har valgr er de som i hoyere
grad har en evne fil & iscenesette byen, den moderne by, og bruke den som
kulisse. S& vi har ikke onskel den hemmelige performative kunstart, men har veer
draff mof ny-cirkus bevegelsen som KIT arbeider med. Den mener vi passer godt fil
f.eks & bygge en by pd dpen mark. S& jeg vil si af den delen av Metfropolis vi har
samarbeidet med har veert veldig sfringente og klart skéret prosjekter. De er ikke

spesielf finurlige, men snarere veldig Klare,
Q6: Hvordan vil du si samarbeidel med Metropolis har fungert?

Samarbeidef har fungert riktig, riklig finf. KIT arbeider veldig profesjonelf. De har en
fin forst@else av byplanlegning fordi Trevor er arkitekt og har forstéit & koble byens
rom med byens performance. S& samarbeidet har veert veldig lett. Det har veert left
og fé& fillatelser osv. Det har selvfelgelig veert en fordel at vi har kontakter og kan
kontakte sfore byfirmaer om & spenne liner mellom store bygninger osv. KIT har

0gs@ ansatt veldig profesjonelle mennesker.
Q7. Hvem tok konfakl med hvem ang&ende samarbeidet?

Det var en gjensidig kontakt. Def har veert et onske for oss & samarbeide med de
storre kulturelle krefter i Kabenhavn slik som Copenhagen Jazz Festival og KIT. Sé
def er like mye oss som har falt konfakt med dem og spurt om hva de synes var
mulig, og bedt dem komme med el bud p& prosjekter. Vi er jo en del av

kommunen, og Vil stetfe opp om lokale krefter. Jeg er selv kulturell iverkselter, sé
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min oppgave har veert & hive falt | det mennesker som iscenesefter Kebenhavn, for

& se p& Urestads mulighet.

Q8: Hvilken innvirkning vil du si af kunstprosjekifer som dem
presentert av Metropolis har pd& byutvikling? F.eks Cirko da

Madrugada forestillingen i Orestad?

Vi har ikke mélr p& del. Men del som skjedde var af vi hadde invitert hele byen fil
forestilling. Def var en gudommelig aften, lekker lyd og lys, og man sé& hvordan folk
fra ncer og fiern samles. S& for oss var det en opplevelse av samharighet. De som
var der opplevde kvalitef, noe spekfakulcert og af man kan noe sammen. Og det
har gjort af def har veert leftere & italselte kullur og foreningsdannelse i Crestad.
Fe ks har vi f&tt dannet foreningen Orestad Kuliur i dag, og def har blit leftere &
lokke foreningene til & melde seg inn i Jrestad Kultur forening og betale 100 kr pr
ansatt. | fornold il defte er det viklig & vise at prosjektene som presenteres er
spektakulcere, det skal veere en sfor by sé def skal veere noe voldsomt nér man
ser def. Og det er def som er uffordringen i Orestad: hvis bygningene er store sd
skal event'en ogsd veere stor, ellers er der sveert med impact. S& med Madrugada
sier vi "yes”, den har p& alle plan el refereanse punkt man kan snakke om. Man
kan bruke def fordi def var s& stort. Som konsert messig: hvis man vil lage en
konsert med danske musikere er def bedre & invitere Outlandish en et lite hip hop
band. Man skal ha en viss storrelse. Og det skal man veere oppmerksom pé.

Skala er vikiig. Def mé& veere en kuliurell begivenher efter byens storrelse.
Q9: Hva med Architects of Air prosjektet?

lgjen, der hadde vi masse mennesker igiennom, def var en fin opplevelse. Og det
Windsails prosjektet som handler om & bringe seil inn i byen for & gé i dialog med
vinden og koble lys fil. Og sé har vi hatt ef samarbeid dels med Lys og Lyd, og
ogsé llumenarts som lager utstilling i Crestad i Januar. Og det er store verker for vi
har store murer som skal fyulles, sé& vi kan bruke byen som scene. S& def forventer
vi 0ss mye av. Vi har drom om Urestad som lysefs by hvor moderne lys kunst

kommer uf. S& vi vil ha llummenarts fil & vokse. S& der gjor af hele ombygningen av
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KUA (Sondercampus), blir preget av lyskunst hvor man bruker de 1% av

byggepenger fil kunst.

Q10: Hvor kommer den regelen med 1% il kunst fra?

Def md& du snakke med kulturministeriet om. For Sondercampus er der lyskunst. Sé
giennom Metropolis har vi blitt forsterket i defte, og gjennom Lys og Lyd har vi f8it
forstéelse for at Urestad og lys er ef godt omdreiningspunkt for kunst. S& gjennom
disse fire &r har vi erkjent af lysef er def kunstneriske omdreiningspunkt. S& ndr vi
taler om kunst i Crestad er det fyrémet. S& er det Ny Cirkus og alle mulige andre

arrangementer oveni,

Q11:Né&r dere velger kulturprosjekter & samarbeide med, hva ser dere
p&?

Den store skala og brukerinvolvering. A & borgermne med | prosjekiene. Hvis ikke
borgeme er med s& blir det bare events. Del har veert naturlig for oss & lage
kalendere med alt som skjer: sykkelturer, Distorifon, piknik, DJs fil & spille i ny
arkitektur osv. Vi har hatt ca. 50-60 arrangmenter hvert &r. Men né er def s mye
utvikling i byen at deffe kan gjeres gjennom Uresfad Kultur, mens vi i By og Havn

tenker mer p& den mentale event. Def er der vi safser.
Q12: Har dere noen fremtidige samarbeidsplaner med Mefropolis?

Vivil gjerne koble Metfropolis fil vért lysprosjekr: City of Light, som handler om & ta
solcelle paneler og lage en solcellepanel park. S& omformer vi disse paneler il
kunst og fransformerer energi oppsamlingen ut fil kunsten. S& vi vil ha en lys
biennale to ganger i &ref. S& det handler om ingenior kunst, vi vil gjore det fil ef
opplevelses univers. En kobling mellom & produsere energi og omsette det il
lyspunkt i def offentlige rom. Og en annen del som heter Danish Outdoor Lighting
Lab i samarbeid med DTU og Dansk Center for Lys og Sender Campus som
handler om & ta Orestad og gjore den om fil en tesflab for lysprodusenter. Det vil bli

den starste test fasilitef for en bydel, hvor man kan gé& inn og fesfe sine produkter i

222



byrom, parkrom osv. Deffe har vi planer om skal bli ef sforre prosjekt hvor vi vil

ansoke klimaministeriel om sfoffe.
Q13: Hvor kommer Mefropolis inn i bildel her?

De kommer inn giennom Lys og Lyd prosjektel og samarbeidel med kunstneme
som er med fil & gjore opplevelsen av bydelen mer inferessant. Arkirekter er ogsé
finf, men del er liksom goyere med kunstere. Del er def spenningsfelfel som er

iNnferessant.

Q14. Det som f.eks er problemel med Melropolis er at de ikke har nok
stotte til & f& det til & g& rundl. Det finnes ikke gode nok
stottestrukiurer for festivaler som Melropolis her i Danmark. Hvordan

mener du Mefropolis kan arbeide for & overkomme dette problemef?

Man kan si af den ene utfordringer vi kienner fil er & bli oppfatter kun som event. Def
er Metfropolis gode til, men def de burde vcere gode til er & involvere seg i prosjekrer
p& den lange bane. Bruke 25% av ckonomien deres il lengrevarende prosjekfer -
def ville veere godt. Ogsé & fil flere strategiske samarbeider. Det viser Lys og Lyd
prosjekter, der fikk de virkelig generert noen midler, flere millioner fror jeg def var. Sé
det er en vei for Mefropolis: & inngé strategiske parmnerskap og (& inn sforre akforer,

og fé& skapt flere programmer som er interessante pé flere maéter.

Det er ogsé det med & f& mennesker fil deres arrangementer. Her boer de arbeide
pd& & bade finne folkelighet og der spesielle. Og koblingen av & f& def til & virke, det
er den eneste méte & f& tifort flere midler. For eksempel Kullurnatten er en sfor
folkelig begivenhet, hva med @& legge seg opp av den? Strategiske partnerskaper

ville veere sunt & arbeide pd.

Q15: Hva med & f& Kulturministeriet med p& notene? De forstar jo
dpenbart ikke hva festivaler er, og behandler dem p& samme mdte
som teater institusjoner, hvilket ikke holder m&l overhodet. (Forteller

om Wien hvor fesfivaler er en viklig del av kulfurpolitikken.)

Jeg har ingen viten om Kulturministerief. Vi har nok hatt mest sportsinteresserte

kullurministere. Hehe. Men det er kanskje ef sted & sefte inn krefter. | hvert fall ef
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studie verdt & se pd& hvordan man ser pd fesfivaler i henholdsvis Wien og
Kobenhavn. | forhold fil Kebenhavn mé det vaere noe i forhold til avant garde og
folkeligher som man kanskje er bedre fil & forstd i Wien. Hvis jeg fenker pé& Wien og
Mozart, s& ble jo han karakterisert som avant garde i sin fid. De har ikke det sterke
skillet mellom klassisk og avant garde, def gér mer i eff. Mens her er man enten
eller, def er ingen flytende overgang. Def er ikke den aksept som man kanskje
finner i Wien. Del er nok el sfed & sette inn krefter i . Vi er liit kunstnersnobber her |

Kabenhavn.

Problemer med ministerne her i Danmark er af de ikke samarbeider eller arbeider
tverrfaglig. Vi har én minister for kuliur, en for milio osv. De forstér ikke af de mé

jobbe tverrfaglig, af del er der fremfiden ligger!
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No | Sample Name Insfitufion Funcfion Date/ Location
: group fime
Cg9 | OBSERVER | Hans Kiib | Insfitute for Author of the book | 09.11.10 | Skype

Architecture and | Experiencecity.dk, | 16.30-

Des|gn‘ AO|borg \/\/h\Ch iﬂ\/eSHgOTeS "73@
University the conditions for

and
consequences of
hybrid cultural
projects like
Melropolis in
Danish cifies.

Q1: | boken deres "Experiencecity.dk spor dere bl.a om nye typer
kulturprosjekrer koblet med performative byrom kan vcere drivkraft i en
sosial, gkonomisk og kulturelt baeredyktig byutvikling. Kan du utdype
hvordan du mener kulturprosjekter som f.eks Melropolis kan bidra til
defte?

Melropolis er vanskelig i delte henseende!, fordi def er en feslival som nesfen er
skjul. Den legger seg bevisst ut pé& kanfen av diskusjonen av hva vér by er, hva
arkitektur er i var by, og er samiidig pé& kanten nér def gjelder de performances og
installasjonene de lager ved af de prover & sammenstille avantgarde kunst i den
smale ende, med gafe kunsf i den smale ende —Melropolis er ikke den sfore
festivalen som foregd@r pé& R&dhusplassen, den finner heller sted i borgjemte
bakgdrder, fransitom osv. S& man kan si at med Mefropolis 07 og 09 har de
liksom besfrebet seg for & lage performance i noen ukonvensjonelle rom, og Vil
fortelle af def er viklig af kunstnere far seg av hverdagsrommene o0gsé. Delfe kan
man se i forlengelse av Fools festivalene KIT lagde pé& 90-tallet, og som foregikk p&
gamle industri omr&der. Det er en arkitekiur arv her som vi skal forholde oss fil. Det
lukkes i 90 & sette dagsordener, f.eks sd ble Holmen fylt med kunsfurdannelser

som arkitekiskolen, stafens teaterskole, og insfitusjoner som Operaen osv.
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Q2: Du sa delfe lykkes p& 90-tallet, men hva med i dag? Mener du
Melropolis har Ilykkes i & skape utviklinger som gdr utover kun &

skape debaft?

Def er vanskelig fordi KIT velger & vcere avant gardister. Hvis du sammenlikner
med Arhus Festuge s& har de litt samme dagsorden: de vil skape en dpen by med
for eksempel opera i havnen, installasjoner i midfbyen osv. Her foregér alf i
midtbyen, def ikke lenger ute enn af man kan n& der pd kort fid. | 2007 hadde de
f.eks en rad rute hvor du kan né rundt til alt pé et par timer. Det er mer folkelig og lelt
fordoyelig. Mens Metropolis er for en mer snever gruppe -man skal lete for & finne

def. S& de prosjekter jeg har seft er vanskelige @ finne og forholde seg fil.

Men Kobenhavn er ogs@ spesiel. Den har en kjerne av meningsdannere,
akademikere og kunstnere. S& Metropolis henvender seg fil dem. P& den mére kan
de seffe en dagsorden innenfor def kreative element. Men def er i forste runde, de
har jo ogs@ bygger def opp med de fre elementer. Workshops, Laborafory og
Festival. Og de er jo veldig infroverte. | sommer var det et seminar (Mefropolis
laborafory) hvor vi alle var arkirekter, kunstmere eller akademikere. Hvor vi diskuterer
forskjellige konsepter efc. Og det har stor berydning internt. P& denne méten tar
Mefropolis avsatt i kunstneme, arkitekiene og vitenskapen, og sé arbeider de for &

linke disse fre profesjonene som lidligere har veert adskilt.

Q3: Men er def ikke neffopp denne klaffen mellom de tre profesjonene
som er ef problem neftopp for slike kulturprosjekter og som hindrer

dem i & realisere sine visjoner og sift pofensial?

Jo neffopp. Derfor er disse diskusjonene veldig viklige. Men man mé& huske at def
er mye folkelig i disse kulturprosjektene ogsd: folks glede ved & bruke byen osv.
Og oppbakning il & bruke penger pé& dette omrédet, sd der har vi bruk for en bred
folkelighet ogsé, altsd at det blir sett av mange, og av mange forskjelige
mennesker. Her g&r Mefropolis i en annen retning. Noen vil pdsté af det ikke er en
fesfival, men en rekke smd& performance installasjoner i deler av byen. S& jeg Vil si

at det er ef problem ar de ikke nér uf il nok mennesker.
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Trevor snakker om byen som scene og scenen som by. Del Mefropolis far avsett i
feorefisk og konsepfuelr er performance kunsfen . Jeg mener man her kan se en
linje fra Situationist Infernational og fil KIT. Der handler om & se fingene fra en annen
vinkel. Def er hele den kulturen de bruker i deres performance. Jeg synes def er floft
& ha sé lang fradisjon, men skal der ikke med mer iI? Det er sparsmdlef. Om ikke

man md bite i det sure eplet: hva skal fil for & nd rikiig mange mennesker?
Q4. Hva mener du sé& skal til?

Det vet jeg ikke. Men man blir nodt fil & koble de her installasjoner med en eller
annen form for mer folkelig kultur. Der synes jeg karnevalsopptoget er sé& opptoger -
du kjenner vel Baknfin? Latterens nodvendigher er vikiig. Ikke kun det alvorlige. Def

er en av de fing Metropolis ikke helf har falt i. Er def for alvorlig?

Q5: Du beskriver det som ef problem at Metropolis er s& usynlig, men
kanskje er det nodvendig af den er usynlig for & kunne skape den

debatten den vil (som Monna Dithmer skriver i Politiken)?

Def er selt ut ifra den veldig akademiske betrakining: vise de up&aktede sider av

byen. Da vet man ikke hvor mye publikum man fér for & ha ef sfort gjennomslag.
Q4: Hvordan vil du si Kebenhavn som by ser p& kunst i byutvikling?

Ikke s& dérlig dersom du mener Kobenhavns kommune. De gjor mange
spennende ling. Hvis jeg ser p& hva som foregér med byrom og kultur institusjoner
og hva de gjor for & koble strategier i kultur med bygnings strategier gjor de det reft
fornuffig. Men det Trevor faller over -det fremgér ogsé@ av infervjuer med ham i
boken- er nér han begynner & snakke om hvordan Kebenhavn vil se pé seg selv
som en mefropol pd lik linje med NY og Shanghai, og def synes han er noe pjatt,
alksé& ar Kebenhavn er en mefropol, og alt snakket om en melropolzone osv. For
ham er Kebenhavn en liten by med mange kvalitefer fordi den ikke er slorre, og
fordi mange mennesker kKienner hverandre, man kan orientere seq i den. Og def
synes han er en kvalitet man skal fokusere pd. Og i den sammenheng faller han
over hvorfor bygge metfropol rundt Tivoli og R&dhus plassen nér man har steder

utenfor senfrum som ogs@ har kvaliteter, og som ogs@ frenger storre
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oppmerksomhet. Han sier ogsé la vaer og bruke penger p& murstein, men ha mer
kulturelr innhold. Jeg fror han elsker Kabenhavn pga. den grunnpremissen ar def er
en fantastisk by. N& snakker jeg som arkitekt, men han tenker mye over det. Jeg
mener af han har valgr fitelen "Mefropolis” som ironisk —Kabenhavns kommune
skal ikke ha monopol pd det begrepet. De skubber kommunen fra seg ved & veere
p& kant og ikke ha de samme visjonene som kommunen har (mefropolsone). De

kan vinne p& & satse pd flere hester.
Q5: Men gdr de ikke s& p& kompromiss med de visjoner de har?

Jo, fordi Mefropolis er i mot & fenke Kebenhavn som en metropol. De har veert near
fil & seffe en ny hard dagsorden, velte begeistring for mange penger og lage
senfrum om osv. Seffe el annel fokus. Men de gjor del for life med humor, fror de

kunne vinne pd & bruke mer humor i sin tilgang.

Q6: P& Melropolis lab nevnte du at 85% av danske byer kun jobber
med cultural consumption, mener du defte ogs& gjelder for

Kebenhavn?

Det er vanskelig & si. Tallene ser helt annerledes ut i Kebenhavn, hvor def bor ef
flerrall av arkifekrer, kunstnere og akademiske fenkere | forhold fil andre byer i

Denmark. Og Mefropolis er helt klart ef kuliur produserende prosjekt.

Q7: Hvordan mener du Melropolis kan sees i forhold fil Kesbenhavns

utviklingsstrategiske sammenheng?
Hva mener du?

For eksempel i Experiencecity peker dere pd& to strategier som
kommunene arbeider med: en innadvendl og en utadvendt hvor det
innadfil handler om & skape sammenhengskraft, selv-identitet og
skape lokal forankring, s& handler det ufadtil om & "komme seg pd
landkartet”/oranding. Hvor mener du Kebenhavn og Mefropolis ligger
i forhold til detlte”?
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Ja, i smé buyer arbeider de dobbelt med dette: brande byen pd den ene side
utadtil(ousiness), og omvendr det annet prosjekt for & (& folk fil & vcere sammen om
noe innenfor kommunen (empowerment). Kobenhavn har helr sikkert disse
strategier og flere fil. Kebenhavn dekker hele e-felrel av modellen for cultural policies
(se Experiencecity.dk). De har mange sfrafegier. Trevor legger seg over | def
nordvestlige hjorner mellom enlighfment og empowerment. S& avseltet er veldig
kunstnerisk elifcert, men man vil gierne ogs@& empower byens befolkning. Men hvis
du far hele balletten | Kebenhavn, sé& har Kebenhavn del hele. Men man kan si at
de sfore byomdelsprosjekter ogsé har fradisjonelle kulturelle fyrt@m som f.eks
holmen som er for de rike, veluldannede og kunsfinteresserte. Og hele
havneomrédel med Skuespilhusel osv. Her snakker vi om den klassiske
opplysning. S& def rasjonaler har nok veert dominerende investeringsmessig de

siste @r.

Q8: Delte legger seg jo veldig opp av neo-liberalistiske sfremninger.
Hvordan vil du si Kebenhavn ligger i forhold fil Wien (mer sosial

demokratisk) og Manchester (veldig neo-liberal)?

Kobenhavn er ikke én fing. Hvis du tar de sfore akfarer fror jeg det er el broket bilde
av forskjellige rasjonaler. Def er By og Havn som bakser opp av store Mefropoler
og er el rasjonale som utspringer fra Bjerregérd om af Kebenhavn skal vokse, ha
vekst og veere sfor by I konkurranse med Hamburg. Der er ef rasjonale om
instrumentalisering av kulluren. S& er del, p& den andre siden, kampen om
Kobenhavn som sykkeloy, parker, lekeplasser osv. S& den peker mot
empowerment og velferd. Plass fil alle osv. S& det er ogsé ef prosjeki som har
lykkes. Byplanstrategi som prover & tilgodese de svake. Der er Kobenhavn glade

for Islands Brygge fordi def representerer den andre side.

Q9: Morsomt atb du nevnte By og havn, for Mefropolis har jo

samarbeidef med dem om visse prosjekler.

Ja, det er Inferessant. For & ta ef annel eksempel om def samme: Ta Roskilde
fesfivalen, de har ogsd@ ef samarbeide med Urestad selskapet i forbindelse med

avskjerminger i forhold fil bygning. Her har man hatt problemer med grafiffi over al.
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S& i 2000 sa man i stedef for & forby grafitti sé& legalisere vi del. Vi lager grafiti
verksteder. Og né& er alle kilometer hegn erstatet med mange kilometfer grafift
vegger. Del betyr af folk respekterer det som kunstverker og edelegger det ikke.
Den logikk har alle bygherrer ogsé bruk for. Da kan vi vende en kreativ kraft i noe
kreafivi som  grafitfi fil noe positivi. Spennende hvordan kunsfen blir inndraft i
strategier for & unngd heerverk og skape positiv omtale. Ambivalent situasjon, man
protesterer ikke kun mot at det er for dérlig, men er ogsé med fil & gi mer verdi fil def
positive produkt def er tale om. Jeg vil fro Roskilde vil si mefroen er en god fing. Sé

samarbeide er viktig, og def er KIT ogsé med der vil.

No. Sample Name Institufion Funcfion Date/ Location
group fime
C10 | OBSERVER | Dorte Cenire for In the board of KIT | 15.12.10 | IVA,
Skot- Cultural and the leader of 11.00- Birkefingef 6,
Hansen | Political Cenire for Cultural 12.00 Copenhage
Studies Political Studies in n
(Center for Copenhagen.
Kultur-polifiske
Studier)

Mitt hoved "research question” er hvordan man kan f& til el bedre

samarbeid mellom festivaler og by administrasjonen.

| Barcelona er def gjort mye for del der. Jeg var jo en del av Euro-cult 21 —prosjekiet
0g der ble def skrevel om Barcelona. De har en konsfruksjon hvor byens
kulturavdeling har blift fil en selvstendig organisasjon —Institufa Culiura -eller noe i
den sfil. Den er konstruert slik af den b&de f&r offentlige midler og sponsor midler.
Den har ogsd festivaler under seg og pé den méte er den mer teft pé festivalene.
P& den ene siden festivaler for & markedsfore byen, instrumentelf, men samtidig en
méte & statte festivaler pd. N& ver jeg ikke om de koloniserer, alfsé om bolfom-up
aspektel blir fatt ut. Men det der er inferessant er af det ikke er rent kommunalf, men
en organisasjon som stér utenfor. Jeg har inntrykk av af def har fungert godt, det
viser en mer overordnet sfrategi fra Barcelona, hvordan man markedsferer seg

gjennom disse festivaler.
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Q1: Hvordan vil du beskrive Kebenhavns bruk av kunst og festivaler

som en del av byutviklingen?

Kobenhavn har ingen overordnet poliisk sirategi for festivaler, kulturpolifisk seft. Det
kan vcere def er en, men den er ikke scerlig synlig. Men de satser jo pé festivaler,
def sé vi filbake fra kulturby 96. Men det som var problemer er at de ikke fulgte opp
pd def efterpd. De erfaringene og samarbeidspartnerne som kom i sving ble det
ikke fulgt opp pé&. S& det er ef problem af def ikke er en sammenhengende
kulturpolifikk i Kebenhavns kommune. Men man har sfoffer del. Def kan man for
eksempel se med hensyn fil Outgames fesfivalen. Outgames var i hey grad en del
av brandingen av Kebenhavn. Deffe kan sees i sammenheng med Floridas

crearive cifies.

Q2: | Metlropolis-boken snakker du om fre fyper kulturplanlegning:
creative cities, cultural planning and arts policy. Hvor vil du si

Kebenhavn legger seq i forhold til de fre?

Uten & ha gjort ef forskningsprosjekt ut av det, og uten & bo i kommunen selv, sé vil
Jjeg si ar Kebenhavn ligger i hoyere grad i creafive ciies-typen. De har ikke en egen
arts policy eller culiural planning i forhold il mapping av byen. Kebenhavn har mer
en ad hoc planlegning hvor man fra gang fil gang far sfilling fil om delte er noe vi

kan sfefte og noe som kan gjere byen mer synlig.

Q3: Hvor vil du si Metfropolis ligger i forhold til dette? Hvor integrert er

Melropolis byutviklingsstrategiene”

KIT har jo 25 &rs fradisjon for & f& steffe av Kabenhavns kommune. Og KIT har jo
en froverdighet og el kvalifetsstempel i den forbindelse. Kommunen ver af nér de gir
stofte fil KIT sé& fér de kvalitet. Og nér man stotter Mefropolis er det ogsé for & stofte
el infernasjonalr bilde av byen. Men detfte er ikke en del av en bevisst overordnef
strategi -def skal jo sekes fra prosjekt fil prosjekl. S& del er ikke en langsiklig

strafegi.
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Q4. Trevor snakket om at Metropolis har gitt opp & vcere en integrert
del av Kebenhavns byutviklingsstrategier, hva er dift syn p& defte?

Hvordan kan defte ha seg?

Forst fremst er nok defte grunnef at Kebenhavn ikke har en fradisjon for af
kulrurpoliikk og byplanlegning samarbeider. S& def er vanskelig & skape denne
broen. Def er en lang prosess som skal fil. Men man tar faff i ef lire hjerme av def, og
kan dermed skape noen idéer. Men def er ogsd ef problem at def ikke kommer
delrakere fra kuliurforvalmingen eller byplanlegningen fil de prosjektene som blir saff
I verk, slik som Mefropolis. Derfor, selv om Melropolis er sfoftel av Kebenhavns
kommune, sé& bruker kommunen det ikke for & f& nye kompetanser for hvordan de

kan utvikle by scenen.
Q5: Hvorfor gjer de ikke def?

Del er vel fordi de har nesen for mye ned i def daglige spor. Def gjor del vanskelig
& frigi energi. Men jeg vet ikke. Det med & prove og loffe seg opp over dagligdagen

0Q fenke I nye strategier er vel del som er problemet.
Q6: S& hva kan vi gjore for 8 komme utover dette, har du noen bud?

Alts@, Kobenhavns kommune har en komplisert struktur med de forskjellige
porgermester omréider, de ligger som sfore oyer hver iscer, magistratmodell kalles
def vel, og derfor er de isolert hver for seg og def er vanskelig & f& dem il og prafe
sammen. S& der ene er & f& def helf opp pd& borgermester nivé. S& pd& den mdten

skal der komme for oven politisk, angripe dem @verst i systemet.

Def andre er & f& synliggjort feltef som séidan. S& det KIT har forsekt er & lage et
senter for byen som scene. Senter for urban kunst kaller de, og arbeider for ef slikf
senter pé lengre siki. Def kan veere en mdéte & konsolidere det mer pd, for & ha en
mer langsiktig mélsening og bruke def som ef kompelanse senter og ef sfed hvor
def er kapasitet for & bruke krefter fil & samarbeide med kommunen. Men det er for

langt & forlange af en liten organisasjon som KIT ogsé skal vcere drivere i delte.

Q7: Vil du si af den kulturpolitikken som drives i Kebenhavn har

pd&virket Metropolis? Hvilke konsekvenser har den for Metropolis?
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Erjo KIT som er driveren. Def er KIT som har overblikker over hva som er interessant
pd& den internasjonale scenen for oyeblikket, og som filforer noe nytt. Def har skjedd
en del andre byroms akliviteter nd de sisfe drene, KIT var fidlig ufe i 2007. Men det
fungerer slik af def er KIT som kommer med noe il Kebenhavns kommune og ikke
omvendt. Def er ikke slik af Kebenhavns kommune ber KIT om & lage de og de

prosjekrer.
Q8: Men kan kulturpolitikken ha hatt noen negative konsekvenser?

Vel, KIT fér okonomisk stette, men def er et lite belop. Def er ikke slik at kommunen
har motarbeider dem, men de stiller heller ikke folk fil rédigher. Del kunne de jo gjort,
ufover okonomisk sfolte kunne de seffe prakfisk stotte fil r@dighel, slik som for
eksempel med hensyn fil PR og synlighet. Men def gjor de ikke, de gér ikke akfivt

inn.

Q9: Du nevnte del med synlighet, Mefropolis har jo neftopp Dlitt

kritisert for & vaere usynlig og elitcert. Hva er ditt syn p& dette?

Del morsomme er af KIT starfel jo hell mofsatt med folkelige arrangementer |
byrommet i forbindelse med Fools festivalene. Men def kan vi ikke bli ved med —vi
kan ikke ha 25 &r med Fools. S& hadde man blit gale av & ha en klovn pd hvert
gatehjorne osv. Nei, n& gér man inn i en ny fase og nye prosjekter, og de er
kanskje ikke spesielf folkelige. Det er kanskje en av uffordringene il Mefropolis, det
& bre det ur og skape mer folkelige events. Men det har ogsé veert aktiviteter som
har muligheter for & vcere mer for alle. Men bdde PR-messig og de sfeder det har

foreg@tt er mer avant garde.
Q10: Hvilke akfiviteter mener du var mer for alle?

Ja, det er el godt spersmél... Dels har jo KIT inkorporert kulturell akupunktur, for
eksempel i forbindelse med Cirko da Madrugada i Urestad og Architects of Air i

Rodovre. Men def er ikke del som har veert hovediemaet.

Q11: Du snakket om at kommunen var darlig til & folge opp om

festivalene efterfelgende, hvordan kan det ha seg?
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Del handler vel om af def ikke har veoert den overordnede sirategien for hva man vil
med kuliurelle akfiviteter. Det er ingen strategi for & skape kunst i det offentlige rom.
De har kanskje overlatt det fil andre krefter & fylle def rommmet ur. | def henseendetf
har man ogs@ organisasjonen Wonderful Copenhagen som gér ut p& &
markedsfore byen. De har andre dagsordener og vil markedsfore byen pd en
annen mdfe enn befolkningen. S& det er en konflikt mellom instrumentell branding

og hvordan skape liv i bolig omréder.

Def har s& veert noen lokale festivaler omkring lokale kulturhus, har veert arrangert
av kullurhusene. Disse har veert sfoffel av kommunen, men ikke kommunen som
s@dan, mer av de insfitusjonene som er i kommunen, som er lokalt forankret og

mer folkelige.

Q12: Danmark har jo blitt kritisert for & ha en kulturpolitikk hvor kunst
er noe som foregdr i insfitusjonene og festivaler blir behandlet pd
samme md@te som tfteatre, og at tverrkunstneriske festivaler som
Melropolis derfor har problemer med & klare seg. Hva er ditt syn pé
detfte?

Ja, def blir veldig insfilusjonsbundef. Outgames ble for eksempel fil en
organisasjon. De hadde sé sfore problemer med finansiering osv. Det var virkelig

en cliff hanger omkring organiseringen av den.

Jeg kan ikke riklig se noe sfed hvor def er sfaffe fil noe som kommer nedefra. Vet
ikke hvilkke muligheter som er, men def er i hvert fall ikke noen kjempestor
underskog av festivaler som kommer nedefra her i Kobenhavn, Har veert
Pinsekarnevalet som har sin egen organisering, men n& har det blitt mer il en
hygge festival. S& er det Jazz fesfivalen som ogsé er en organisasjon. Del er nok
en av de sforste, men den er forankref i musikk miljoet og ef profesjonelr musikk liv.
Men annef enn lokale fesfivaler kan jeg ikke se noe som kommer nedenfra, for
eksempel slik som def samarbeidef i Barcelona. | Kebenhavn er slike kulturtilfak

koblel med sporfs begivenhefer.
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Q13: Ja, nér jeg snakket med Pia Allerslev var det som om hun hele
fiden brukte metaforer angéende sport, og ikke fil kunst som jo var

egentlig def vi diskuterte...

Ja, her i Kebenhavn blir kultur og sport seff p& som frifids akfiviteter. Det skal voere
fun og flow og gang i den, alle kan vcere med, det er ufarlig og populcert. S& kan
man f& image av & veere en sunn by med frisk Iuff -det er enormt ufarlig pé alle
méter. Kunsfen, derimot, er vanskelig & styre, og er mer elifcer i sitt ufgangspunk.
Og def er vanskelig & forene med de litt mer synlige her og né& investeringene av

kunsf og kulrur.
Q14: Hva vil du si er Metropolis’ styrker i forhold til byutvikling?

Styrkene ligger i at man tar faff i eff helf nytt omréide hvor def skjer masse
intfernasjonalr i forhold fil byrom. Der har de fatt i spydspissene. S& de utvikler en
helf ny form for tverrkunstnerisk sjanger. Ogsé det ar den er infernasjonalt forankre,
de skaper internasjonale kontakter og bruker Kobenhavn som scene. P& den
ma&ten har der sfor berydning for & f& infernasjonale kunstnere fil & samarbeide med
danske og motsatt. Ogsd i forhold fil & gi danske kunstnere profilering i utlandet.
Jeg fror for den kunstneriske prosess er dette viktig. Og ogsé pdé lengre siki har det
innvirkning pé& hele den tankegangen om at man kan bruke byrom pé& en annen
mdare, og at det ikke bare er de fastforankrede insfitusjonene som har monopol pé
disse fingene. Mefropolis er en mer leftvekter i kunstlivel, og stoffer mer opp om

enfreprenorskap og del kunstneriske.

Q15: Mener du af delte er el potensiale de harutviklet/kan utvikle i

lopel av disse &rene?

Ja, det er jo seks ér igjen av biennalen. Men def vil kreve af man i hoyere grad
bruker kreffer  p& & & kontakt fil bd&de  kulurforvalningen  og
byplanlegningsavdelingen. De mé (& dem inndratt sé mye som mulig s& de ogsé

foler seg forplikter til & ta folgene av den videre utviklingen.

Q16: Vil du si at Metropolis har oppn&dd noen konkrete synlige

resultater allerede n&?
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KIT er jo ikke de eneste som beskKjefliger seg med byrom -def er jo el manira i disse
&r. Der er mange som interesserer seg for & lage nye former for "public domains”
og der er kunsten ef godr omdreiningspunkt for & skape et mgte mellom
mennesker. S& man ser at def skjer mye rundr byromsprosjekier. Men Kobenhavn
kan ikke sees p& som en forgangs kommune, for eksempel er de kommet mye
lengre p& defte omrader bade i Arus og Odense, s& derfor kan jeg ikke si at
Mefropolis som sé@dan har satt klare spor. Men de har form&dd & skape
opplevelser hvor de som ser def ikke glemmer def —som for eksempel med
forestillingen La Marea i Bl&gé&rdsgade hvor hele gaten var iscenesatt med smé
teaterstykker, og publikum gikk fra en liten forestilling fil den neste. Bl&gé&rdsgade
plir aldri del samme igjen etter ar de har opplevd defte. Vanligvis dreier diskursen
rundr Norrebro seg om vold, men delte skapte en ny diskurs for Nerrebro hvor
beboere og publikum fikk muligher fil & se omrédet p& en ny mére. S& sénn selt
kan Metropolis skape en annen diskurs i denne typen byomréder. Delte er noe
som skjer nér man bruker andre former enn def folk er vant til, f.eks nér Karoline H.
Larsen lager sine "Junglestrings” pé& Norrebro, s& skaper hun en helt annen
oppfaftelse av dialog mellom mennesker og hvordan vi kan samarbeide med

hverandre. Men def er jo selvfolgelig ikke noe vi kan méle og veie i tall og nummer.

Q17. Ja, defte er jo noe som ofte blir betegnef som el problem —at
byadministrasjonen og dem som gir sfolfe gjerne vil ha malt
resulfatene av del de gir ststte fil. Men, som du selv sier, er def
vanskelig & méle dette ndr def dreier seg om kunst. Hvordan kan

man komme ut over dette kravet om et mé&lbart resultat?

Def kan kun gjores ved @& f& poliikere og embedsmenn fil & engasjere seg. F& dem
ut il prosjektene og forestillingene for & se hva som foregér. Defte er ikke noe de
kan skal lese om i en rapport, de skal engasjere seg mer. Arhus har for eksempel
en mer interessant strategi p& det omrédef. Kobenhavn har aldri riklig forstétt det.
De har ikke rikfig en forstéelse for deffe omrédel. For dem dreier det seg ikke om
kunsf, men mer om kultur og idrelt. De har ikke forst&else for den mer esfeliske

kunstneriske linjen.

236



Ja, og detl er jo akkural denne estfetisk kunstneriske linjen Metropolis
og KIT fokuserer p8, de er ikke s& opptalt av den sosiale siden av
arbeidef med byen. Melissa Makni var for eksempel s& skuffef over
deffe. Hun mente at Metropolis nettopp brukie byen som en scene,

ufen noen dypere involvering i byen...

Ja, def er sant, def kunne man jo salt opp som en ramme. Men hvis det ikke finnes
noen inferessante kunstnere som arbeider pd denne maéten, sé er det ikke noe vits.
Man md ta utgangspunkt i noe man brenner for, et sted def er et engasjement. Det
er vanskelig & sefte en ide opp og sé& si at noen mé fylle den ut. Kanskje tiden ikke
nd er fil sosiale kunst prosjekter. Man mé& finne ut av hvor det er fingene er
interessante akkurat nd, og ta utgangpunkt i det. Da Fools ble lagef var def fordi def
var mye energi i disse ensemblene. S& slike fing oppstdr utifra hvor det er kredfivitet

og engasjement. Men jeg forstér hennes kritikk ...

Q18: | forhold til din modell av kulturrasjonaler, hvor vil du si af

Kebenhavn befinner seg?

Nede fil hoyre, mellom economic impact og image. Mefropolis ligger i midien, def
jeg har valgt & kalle experience som liksom dekker alle omré&dene, men er i hvert
fall ikke s& interessert i economic impact og image, de vil heller lage en helhetlig

opplevelse.

N&r du skriver spesialet ditt, s& sorg for & still opp noen klare modeller for de
forskjellige byene og fesfivalene deres. Dermed blir def leffere & sammenlikne og

vise dine pointer.
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No | Sample | Name Insfitufion Funcfion Date/ Location
- group fime
\/1 | FESTIVAL | Ula SOHO Direcfor and founder 18.06.10 | Brunnen-
Schneider of SOHO 10.00- gasse 69/9,
11.00 Vienna

Q1: Could you start by felling a bit about your aims with SOHQO?

The festival was my inifiative and | live and work in this area. 12 years ago the area
looked different, it was a forgoften area: The city didn't invest any money in i, the
markef wasn't flourishing, the housing conditions were quife bad and there was @
lof of vacant spaces. So | thought: Why nof use fthese spaces? So if was a

sponfaneous idea.

| starfed fo phone the owners of the houses o ask If we could use the space
femporarily. | invited galleries o parficipate. | wasn't planning on confinuing. From
my personal poinf of view | had a feeling that artists doesn't collaborate a lof, so |
fhought i would be a good thing fo have a space where artists could show their

work and collaborafe more.

The second year of the fesfival, the chamber of commerce wanted o collaborate
and support the basis of the festival. Of course their aim was fo change the image
of the area o attract investment. Bur we gof money from them, so in a sense we

would both gain from the collaboration.

Alfter three years we thought it wasn't enough fo only have exhibilions bur that we
should work more in the area as well. And work with themes relevant for sociefy. We
have had particular themes for the festival since then. We changed sfrafegy also.
We had more projects thar were more participarory regarding the residents, these

projects were a developing process.

So today, from my point of view, | see the fesfival as a platform. IF lasts fwo weeks
SO in this period we have a public that can parficipate in what is happening. This is

a good occasion fo redlise the different projects. Of course festivals, on the other
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hand, are a very limited way of doing things because it is only hwo weeks. And our
budgef is limifed so we rarely have the possibilily fo have projects thaf are more

long-ferm. Which would be more inferesting for us.

Q2: Why do you fhink if is thal you have to struggle so much for

money and support?

Because if is an arist inifiative. We are not an insfifuiion, bur a very small
association. And we don't have a great lobby business. You have o do more

lobbying fo get more money.

The argument from the city as fo why we don't gel so much money is that it is
pecause if is on the ourskirts of the city, and nof in the cenfre. They argue fhaf they
can't just support one area. And | think the fact thaf we are not an institution is quite
important in that we cant gef a sufficient support. Bur on the other hand we are the
only project that has worked confinuously, 12 years, so we do have a lof of
affenfion. And it is a part of the cultural landscape. So we do have the freedom 1o
experiment. And our project is builf upon collaboration. E.g. this year we had
collaboration with insfitutions in the first disirict, e.g. the Jewish museum. They
wanfed o reach a new audience of people thar didn't necessarily go o the firs

disfrict. They wanted fo reach people oufside the 1.st disfrict.
Q3: I've also heard that you collaborate with the Wiener Festwochen?

Yes, regarding the In fo the city programme. They've collaborated with us for fwo
years now. They were present af the opening and had concerfs, and they had @
greafer budgef so they could invile musicians from abroad. Also they had fthe
possibilily o work on different levels. E.g. regarding the Brunnenmarkt (market
place) who offers workshops for migranfs and with migranfs. And also this year
fhey had a project where the young people could use their falent and use public

space o develop a project.

Q4: Do you feel that you have been more accepted in the cultural

policies during the years?
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Yes. If is very important that we concenfrate on involving people with migrant
pbackground. And that our themes also concentrafe on fthis subject. Because it has
peen forgoften in policies. There is foo little offer from the cily fo really infegrafe
people with migrant background. Also regarding the guestworkers from the 60ies
who had never been offered to become a part of societly. And there is a lof of

discussion abour if.

Q5: How do you look upon the discussion aboul fthe social

responsibility of the arfs vs. the autonomy of the arts?

| think there is no real aufonomy of the arfs. OF course the politics here in Vienna is
all over. Politics can confrol the arfs because they finance it. So if you're foo radical
fhey just cuf the money. Buf the polificians like our projects because for them it is
also a plaiform they could use. We Iry to keep a distance, but if is not so easy
because they know that the projects we do doesn't cost so much so they ger a lot
of output. However, we ry o argue that the oufput is great, buf that what flows back
fo us is foo liffle. We work on fthis issue, so this year we wenf fo all the authorities who
gave us money and fried o argue abourf that. We gof 28.000 euro more than last

year. Buf the city ifself has frozen our budger since 2002,
Q6: Why do you think this is?
They say that we get a lof of money anyway compared [o other associafions.

Q7: How would you say SOHO contributes to the city of Vienna? (the

urban development of Vienna?)

I is an infegrated part of the fesfival landscape. For example when the tourist office
of Vienna invifed fo a round fable discussion fo reflect the future of Vienna I, as a
representative of Soho Oltakring, was invited along with prominent festivals like the
Wiener Festwochen, the Viennale and Impulstanz. For me It was bizarre because
fhe ofher fesfivals have gol so much money and we have gor so lifle. And the
others all know abouf Soho Offakring, so fhey react on us and fake us info

considerafion.

Q8: How come the tourist office arranged this kind of meeling”?
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They wanfed new sfrafegies to communicate on Vienna internationally -How fo sell

Vienna.
Q9: Is this an important aspect of SOHO?

The fourist office does not include Soho Oftakring in the program. It is difficult,
pecause o do thaf they need fo know the programme one year in advance, and

we don't have the means to plan that far ahead.

Q10: You say that it is hard to work in the framework of a festival, why

did you chose this framework then?

| also believe thaf the impact of a festival is enormous in a way because It is dense
and you are more in the public and the media with a fesfival. And a lof of people
come. Buf ir wasn't a deliberate choice that this became a festival, if just developed
fhis way. | wasn't analyzing the impact or whether it should be a fesfival or

something else. It just furned our this way.

Bur it is also because of the money. | didnt have the possibilily fo finance

something spread over the whole year. And in the beginning | was alone.

Of course some people criticise the fesfivalization of public space. You can argue

against or for.

In the past we were also in involved in projects with the European Union and they
had the possibilily fo have international exchange. That is one way fo finance other

instifurions.

Q11. Have you experienced any problems regarding geffing

permission fo do inferventions in public space?

I fakes a lof of fime fo gel permission. The authorifies here in Vienna are very sfrict.
We have these emply spaces, but without infrasfructure fo work with them. So we
just Iry to do everything they want us fo do. And once we've getting the permission

fhey don't confrol us afferwards,

Q12: What would you say is the greatest strength of SOHO in relation

fo urban development?
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The sfrength is that you have this public plafform. You pick up on themes that are
hardly discussed. That we can be crifical. We are nof dependent on these

structures. We have tis freedom. We also have a discussion plafform.

On the other hand: we collaborate closely with the urban renewal office. And they
concenfrafe on regenerafing the area (like the markef). Up unfil foday, they didn't
really use art as a vehicle. Ifis our thing, buf they profit from i foo. But if is nof their

fhing fo use art as a sfrafegu. I is a guestion of power.

We are nof a part of this municipal sfructure and this play a grear role. In
comparison fo ofher cifies where arf is a part of the sfraregy of urban development,

here if will fake a few years before they accept .

On the ofher hand: one year ago they made a study abour art and the city. That
was interesting. The city decided thar 16" disirict (where Soho Ottakring fakes
place) is developed, so lef's go fo the 15" and continue the project there. They
decided this without asking me. So we were kind of perplex. And then the Urban
Renewal Office decided to make this sfudy. The sfudy proved that you can't just
fake a project and move If fo somewhere else. You have fo change the concepf
according fo the area. In this study they clearly stafed thaf this is nof possible. So in
a way if was good, and I means fthat they see the potential of using arf in urban

development.

Q13: What would you say are the weaknesses of SOHO in relation o

urban development?

We only gef support for the projects, and nof the process, so we don't have any
money for the office sfructure. We have o fake this money from the different art
projects fo be able to keep on the day-to-day basis. And | think it is important fo all
fhe lime reflect on how we can change the festival and go deeper info the subjects.
So that we don't just have this small projects, buf also reflect on the issues
conceming the area. So actually our aim is fo always renew or reorganize the

festival. Especially affer 12 year we think it is an important sfrafegy also.
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And | think if is importanf -and that is where the municipalily have problems- that we
are a grass root project. Our projects are boltom up, while the municipality want fo
implement something fop down. And thaf doesn't have the same effect. And then

you lose the motivation foo.
Q14:. Would you say that SOHO has pul any visible marks on Vienna?

The area has changed alot, it has goffen a lof of attention. And many acliviies are
now located here. A lot of arfisfs and architects have moved fo the area. Of course
fhere is also the crificism that the area is being genfrified. In a part this is probably
frue, bur on the other hand the rent is being confrolled and the houses renovated
are regulated by the city so that the rent is freezed and cannof rise. In this way i is

very confrolled.

And also regarding the housing condifions, a lor of houses needed fo be restored.
Also this house -i was in a really bad shape. During the last five years there has
sprung up many cafés and restauranfts, and even luxurious restaurants. When
there is crificism they only focus upon this area. So up fill now if is not a kind of
exclusive genfrification. Bur there is a lof of talk about genfrification, so in the future
we have fo have discussions abour If in a broader scale. Every time we have o

festival they crificise It for gentfrification.

Q15: Whal would you say would be a sufficient support structure for

your festival?

We really need support on a daily basis. And in addition have good support for our
projects. We do have the opportunity fo have support from: “Art in public space”
(www.koer.or.af) Which gives support independent from the culiural department.
They offer to support interventions in public space. So we have to ask fo support us

on a more daily basis. So there exisfs ofher support structures.

Q16: I've heard that e.g. the Into the city programme gefs extra
sponsors because fhey use public space which makes it easier for
the sponsors fo be visible. Do you gel exfra sponsors because you

work with public space?
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We have a brewery that gives a certain amount each year (5000 Euros last year,
and 3000 Euros this year.) They also give us beer. Buf we need someone who
raises sponsors for us, we never really had someone fo do this job. Bur if you have
sponsors you have fo give them a plafform and if's not so easy. It is easier for the
Wiener Festwochen because they have a large sfructure, but for us it is not so easy
pbecause we are so small. However, the chamber of labour supports us, and we

ger money from the state foo.
I would be easier fo gel money If we worked on representative art.

What is also inferesling is that during this festival a building firm gor in fouch with me.
There is going fo be built a building project in Simmering. And they are supposed fo
have a concepl on intercultural living. So they gof in fouch with us and said: we
need a cullure and arfs concepf, which will support our architecture. So they
needed soffware for fheir hardware. Because in the past in Vienna there was a lor of
conflicts in this complexes among immigrants and Ausfrians. So they needed o
concepl for infercultural diologue. Iris a signal thaf they accept art to avoid conflicts.

Iis a vehicle also. Bur we don't know the outcome yet.
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No | Sample | Name Insfitufion Funcfion Date/ Location
: group fime
\/2 | FESTIVAL | Elisabeth | Wiener Dramaturg af the 22.06.10 | Léhargasse
Schack Festwochen Wiener Festwochen 11.00- 11, Vienna
12.00

Q1: What role would you say the city of Vienna plays in the

organisation of the Wiener Festwochen?

The impact of the city is big. They can arfistically choose what they want, We were
a part of the city, bur separafed 15 years ago. So we separated, buf the city sfil has
a big influence. And of course the biggest polifical party of Vienna chose the

direcfor.
Q2: What criteria’s do they have for choosing the director?

That's impossible to know. The socialist party has gof the absolute power, so they
can do whatever they want. They have different responsibiliies and one is the
cullure, and the most important is the kultursfadtrar. And the leader of the

kulturstadirat, Andreas Maliath-Pokorny, is always in confact with the direcfor.

There will be a new election in October and it could be that the socialist party will
loose. And the first thing that will go away fthen is the culiural parf. So what is
inferesting is if he will announce a new director before the elections, or if he won't do
I because it is difficult. IF would have a big impact on the culural life. Because
Bondy was supposed fo be the director uniil 2013, but he already announced last
year fhat he won't go on. So we are curious if the organisational sfrucfure of the
festival will remain when he is gone, or if they will create a new structure with only
one director. There has been a lof of discussion regarding these three directors
pbecause I is very expensive and so on. Buf you don't know how the Viennese

public will react if the sfructure changes.
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So the city made a panel debate abour theafre in the future, called something like:
“Thoughts abouf the future”. And there mr. Maliath-Pokorny falked abouf theatre. But
he only selected a few people, and this was a subjective election of people. There
was also an official panel, buf these were also from the culiural elife so if is obvious

fhaf he falks fo them. Buf this was all directed fowards the election.

So it is excifing to see if they dear fo chose a new director. If they change the

structure the people will ask what is happening.

Now our mayor is a long fime the mayor. He is a socialist mayor, and Bondy has
gofr a good friendship with him. All though Bondy say that he is not interested in
polifics tis sense, but as a director you always have o have a good relationship
with the polificians. So this is where the impact sfarts. It is really a fesfival of the city,

and it is absolute socialist. So it is really poliical what is going.

In the operas and museums fthey offen chose people from the oufside fo be the
leaders, or Ausfrians thaf went abroad and came back. You always have o go
away. Bur it doesn't matter who is the party, the socialist or the conservatives, both
will change fthe sfructure. I is also a question of the economy. If is polifical how
much money fhey want o spend on culiure. If there will be a new director instead of

Bondy maybe nothing will change right now, buf maybe in 5 years.
Q3: Would you say that it would be a sfrength with only one leader?

Yes, | think so personally. Buf if really depends on who is coming. II's really a

structural thing.

Q4: Would this also have an impact on fhe vision of the festival? The

way it is now with the three leaders is thal the vision is very broad.

Yes, the vision is fo do everything for the Viennese public. So if is a wide and broad
vision. In Brussels, the Kunsifesfival, it is more abouf the art public, in Vienna if is
abouf everybody. We have fo make sure we have fwo or three big German
speaking performances, and also performances for the kids and the old, so
everybody can go there. I was always for everyoody. The aim was giving the

Viennese some infernational culfure. They want fo satisfy everybody. We aim o go
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info areas that we weren't before. Now we go fo schools. IFis wide open. And I is

really depending on the directors, the handwrifing of the directors.

Q5: How is this organized? Is it confrolled from above, or is it your

own initiatives?

We have a supervising board that is confrolling us. This board consisfs of important
men with the inferest for the arfs in common, buf they work in different areas. This is
a confrol board. The president of our board was the former culfural minister, Rudolf
Scholfen, so tis says anything. So every two or three years they meel and they
discuss. So, for instance, if there are no German speaking performances, they fell

us thaf we have fo have this. Ifis an influence.

Bur they won't go against Carp if she wanfs somerthing and she fights for it So it

depends. Somefimes they don't say anything aboufr anything.
Can you send the thesis to us before?

I's aboul sensifiviry. | wanf fo know what you are wriing thart | said so that it won't
come ouf all of if. Because these are personal opinions, buf also very objective.

And | am nof faking sides.
Q6: | also heard thal you cooperate with the Soho Oftakring?
Yes, falk with Wolfgang Schlag about that.

Q7: Whal would you say is the most important confribution of the

festival to urban development?

The fesfival gor famous because If found new places fo play in and developed
fhese places. In former fime they had exhibiions, they sfarfed very famous
exhibitions and made places like the Kunsthalle info an institution. Or the MQ: in
former fimes it was called Messehalle, and there were a lof of old venues, and the
festival was always in there, and then the city decided fo redevelop if, and make if

new.

And the Gaswerk Leopoldau: some of us in dramafurgy found this place and Brelt

Bailey made his thealre there. The Viennese people didn't know fthis, and now more
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companies wants fo do something there. So in the next years other groups will be
doing something there. Also with the Kabelwerk, it was an old venue and fthe
Festwoehcen established if, so other smaller and free theafre groups went in. And

fhen the city made if cultural space there.

And also urban development is important regarding the opening in the Rathaus
square. Nowadays there is a party there all the fime, Christmas market, Easfer
market, film, so this also starfed with the Festwochen. The most important thing was

fhe opening, it was something fypical for Vienna.

Q8: Whal abouf the opening this year, with the Eurovision contest for
young falented musicians, | didn't gel the impression that it had so

much to do with the festival?

Ask Wais abouf that. Every two years they make fthis competition and they wanted
a sfage, and because the opening is always directly broadcasted. I has a big
impact. There is this coniract with the Auslrian felevision. They have o do something
fhere thal has fo be broadcasted. If will be shown in the main sending fime so i has
fo be easy digestible. So it is always important fo find something like this. Maybe if
Is also a poliical question. If it didn't have to be broadcasted you could do
something else. Always the thing that we have fo do if and reserve the money for it

And we can't even decide on the day.

Q9: So fthe festival is also directed towards people from oufside

Vienna?

No, if is more for the Viennese people. If is important for the people fo feel that it is
the Wiener Festwochen. Even though fthey don't necessarily go there. In 100%
Vienna we had a man who had lived in Vienna all of his life, buf he had never
parficipated af the Wiener Festwochen. Buf he had always recognised the fram
having the Wiener Festwochen flags in earlier fimes, and this way been made

aware that something was happening.

Q10: Do you fthink you could attract a broader audience by having

more public performances in public space?
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Yes, and Carp really wants to do this. Buf it depends on the year. So this is
important for them. I depends on arfists. You have fo see what you see or what you

feel. II's all a process.

For instance: We won't say thar only because there are coming new counfries info
fhe European union we have o incorporafe performances from this countries info
our festival. Carp says we always have fo wait. There are things we have fo do, so

fhere are many circumstances.

Q11 Would you say fthat the content of the program is changing over

fhe years?

Yes, It is really changing. With Maria Zimmerman if really changes a lot. Every year
we make an evaluafion. If you have a look af it the last year the number of
performances change a lof. More music one year, and more theafre another year.

And also the content.

Q12: What would you say are the weaknesses of the festival when it

comes fo urban development?

This is difficulf fo say because every year is different and the cily is so much
changing. New places are coming and going. We are always looking for free
space and free buildings. | wouldn' say I has any weaknesses, if depends on
what we find. Somelimes iI's not necessary fo go ouf of the insitufions that much.
The Turkish project ar Karlzplafz: this was because the arfist came and had all this
ideas, and so you gef in It. I was in the Karlzplatz so I was great bur it wasn't the

plan for the Karlzplatz from the beginning, i developed as a part of a process.
Q13: | heard that this project almost wasn’t covered by the press?

Really? I was very special and fragile. Maybe it was oo less fo atfract sufficient
affenfion. Somefhing you can't presenft on your own, you need somefhing around
so Irisn't alone for the public and the press. That there are relations o other things
we show. That it is more like a chain coming fogether and in the middle a fragile

work.
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Q14. Would you say fthal the cultural policies of Vienna has any

influence on the festival?

No, the fesfival is really making i's own way. If is more thaf the contenft on the
festival is abour what is going on in the world. This is important for the city and nof
fhe cultural policies. That we invite people and make a work from the part of the
world thaf is not common here. And the city wouldn'f fell us that we have fo focus on

fhis couniry and this kind of art, if is only discussing.

So we're not connected with the cultural policies. | think we are influencing each
other, buf if is nof thaf someone is really dependent. We have this arfisfic freedom,
we really have this. And there is this opening from the city. There's a dualism: one
fhe one hand the cily wanfs fo see new sfrange forms and allernative and
confroversial things, buf on the other hand they wanf that their money is in good
hands. Buf if is the money of our soul, I is the money of the Viennese people they

all pay for .

I you look af Salzburg, there nothing will change. They made a comprise, just a
lifle bif, bur nof a real change. Just o say that they had done something. Nobody
dear fo do anything, and | tink this is because the polificians in Salzburg. Buf

maybe Vienna is very much different there.
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No | Sample | Name Insfitufion Funcfion Date/ Location
: group fime
\/3 | FESTIVAL | Stefan Wiener Leader of the 22.06.10 | Léhargasse
Wollman | Festwochen markefing 16.00- 11, Vienna
department, Wiener 16.45
Festwochen

Q1: Could you start by telling me a bif abouf how the markefting of the

Wiener Festwochen is organized?

There is four different functions/tasks:

1.

3.
4.

Advertising: this has fo do with billboards, city lights, websites, direct mails
and newsleffers for our cosfumers efc.

Sales promofion: meaning all insfruments needed o promole ficker sales for
cerfain - producfions, cooperafion  with  special  medias and  ofher
organisations like the public library.

All thaf has fo do with sponsoring.

And lastly the markel reseach —this could as well be at the beginning. This
has fo do with asking our cosfumers how fthey were informed abour the
festival, where they gef their information, why they chose fo visit the fesfival

and so on.

Q2: Do you cooperate with the marketing department of the city of

Vienna?

No, not af all. The markeling department of the city of Vienna is divided info different

seclions like for instance the fourism markeling where Vienna are promofed as d

cily that should be visited by fourists. And also they have their own markefing

organisations like the film fesfival, the ice skaling ring in January, the new years

path through the city efc. So these are events thaf affract millions of people.

Of course we know each ofher.

For instance do we both organize evenfs af the

Rathaus square, so this is one point of confact. Buf our activiiies are nol connected.

251



Q3: How is your markelting budgel?

II's sufficient, buf of course it could be more. But in order fo full fill the goals that we

have | think if's sufficient.

We have a large advertising campaign each ear that is visible all over the city, and
also in the suburbs so if reaches the whole population which is important because
fhe Viennese people finance the festival, so they should have a posifive opinion
about the festival. And in general it is imporfant fo communicate fo large parts of the
population. We have a considerable amount of production that are free of charge.
That's important for our fesfival in ferms of reaching an audience that has nof

considered coming other wise.

Q4: | heard that sponsors are particularly interested in these kinds of
events that are free of charge and in public space like the In fo the

City programme”?

Yes, they are very interested in tis because if is free of charge and the targef group
IS young people like for insfance students, and that is the targer group our main

sponsors (ke e.g. A1) is mostly inferested in.

Q5: The last years the private sponsorship has become increasingly

important for the arts, have you experienced fhis?

Yes, sponsorship becomes more and more important in fimes of sfagnating
budgefs and subsidies from the cifies. So if you want a larger budget you have fo
gef sponsors. This year was very successful regarding sponsors. Buf during the
last years it has become more difficul because of more competition from a lor of
festivals looking for sponsors af the same fime. And markeling expenses are under
scrufing when it comes fo saving money, the organisations fend to cur of markeling

expenses first once the economic sifuation gets more difficult,

Q6: You said that you wanted fto reach as broad an audience as
possible, so is the broad Viennese population in general your main

farget group?
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No, we have fo segment a lof regarding our fargef groups. We ook for special
audiences for each fype of performance. We focus on communicating fo different
groups like music lovers, opera goers, people inferested in infermational
performances, exhibifions efc. All the various arf forms we offer we fry fo find which
audience would fir. We ask our costumers about what they are inferested in, so we
can communicate with our own cosfumer base. And we look af which audiences
went fo similar events in the past and where we can reach them now. For insfance
what kind of media they use and what newspaper do they read, and then we fry fo

be present there.

And for instance if a cerfain musician participate in the fesfival, we look for medias
who specialize on that kind of music and look for venues that play his music. And

then we fry fo cooperate with them fo bring information fo  their/our audience.

This task is easy for fesfivals because we are nof in compefifion with these
insfifutions as we are not open all year around. So in this case It is a force having
fhe festival formal. And also we are present in radio and TV. However it is harder
and harder to get into the TV because the air fime of art and culfure on TV has been

dramatically decreased the laslt years, so Ifis harder fo gef sending fime.
Q7: What aboutf tourists, is it important for the festival to attract them?

Of course we wanf fo bring tourisfs fo the fesfival. 10 -15% of our audience each
year is coming from abroad fo visit the festival. Bur these costumers have fo plan
ahead, they have fo buy ftheir fickef in advance, because If they arrive in June and
sponfaneously decides fo affend some performances II's a high chance that the

performance is sold ouf. They should buy ficket online well before arriving here.

II's difficul working with Wien Tourismus because they want everything in advance.
They want the program for 2011 — 2013 already now. And we don't wanf haf,
pbecause then people want fo start ordering fickets online already. Bur this is not
possible, and we want fo launch the program just before each season. However,
fhey always advertise our festival and our opening. But acfually there is no need for

fhe fourist office fo advertise events going on in Vienna in may and June because
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fhis is already the fime when the hotfels are fullyoooked. Vienna has got 9-10 mill

overnights sfays each year (look up this number), and 4 mill. of them is in May.

Q8: How would you say the selling of the city is connected with the

selling of the festival?

Well, in every tourist brochure the Wiener Festwochen is present, and this of course

helps in our communication fo an infernational audience.

Our fesfival is for sure one of the factors for the image of the city of Vienna. But if you
look af the whole picture you have also have the Staatsoper, The Wiener
Philharmonics, Wiener Sangerknaben, the Lippizaner horses efc. efc. You cannot
finish the abundance of cultural offers. So it is unfair fo present our festival in @

different way than the ofhers.

Q9: So the city doesn't interfere with your markefing campaigns fo

make you affract more fourists or markef the city in another way efc.”?

No, they don't, and thank god for that. So don't you go and fell them that they
should even though i might be beneficial for them! IFis very important that we keep
our freedom when it comes to the markefing of the festival. Our artistic director wanf
fo have his own saying in how fhe poster looks efc. If is important for us that our
markefing campaigns are sophisficated. You see so many culiural offers our there
with disturbing marketing, and it is important for us as a fesfival o have a more

sophisticated expression in regards fo what we want fo present.

Q10 Is this also a problem for the festival, the high competition from

other cultural offers?
Yes, Itis hard because the competifion is very high.
Q11: Has this competition increased during the lasf years?

Yes, especially for our fickefs for the different theafre productions because the
fhealre productions gef belter and betfter in Vienna each year, so if has become

harder fo be on the lips of the city.

Q12. Are some productions easier fo markel than others?
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Yes, opera is definitely the easiest fo markef. This is because if is so unique and
special, in Vienna we have unique venues for operas, we have the venues with the
pest acousfics, we have the best musicians and we have the best singers coming
from abroad. So it is easy to markel. One might argue that this is so easy fo markef
pecause I is so closely linked with the idenfity of the city, e.g. II's image as “World

capital of music” or the “Cultural capital of the world™ efc.
Q13: What productions are the hardest to markel?

Something that has no special inferest to if. Like for instance a dance production
because many fthink thar a good dance performance can be seen all over the

world. If is not specifically linked fo the idenlity of the city.

Q14: What would you say are the strengths of the festival format when

it comes fo markefting?

The festival has some clear strengths. First of all our annual advertising campaign
waited for by the public each year. The posfers we puf up are each year an object
for debate, for discussions and comment. So there is also the challenge to bring
fhis visual image of the festival each year. This dislinguishes the Wiener
Festwochen from ofher culfural insfitutions in Vienna. Second is thaf the amount of
productions we offer is very high, so you have the impression that there is so much
fo see. I is an offer thaf you can almost not deal with so the varietly of which fo

chose is unigue. And the qualiry of each production is the tird factor of success.

Q15: Do you think it can be a problem having so many different

factors instead of one coherent vision of the festival?

II's right that when you have a general theme it makes it easier fo markel. Bur on the
other hand, if the public doesn't like the idea they don't go. So more visions makes
I more open, when if's nof cenfred on one idea you reach a broader audience. Of
course i makes it more complicated fo explain what is going on, buf af the same

fime you inferest more people.

Q16:. What would you say are the weaknesses of the festival when it

comes fo the markefing?
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That we are blocking the communication channels by our own messages. We
have foo much programme in foo less fime. Like if we communicate our opening
ceremony all the newspaper talk about if. Buf af the same day we have other
events happening and we don't gel he room anymore in fthe media fo
communicate ofher things as well. The media focuses on the big events, and the
small evenfs are put on the sideline. So we are limited as far as the room we ger in
most of the media. And also fthe altention from the audience. So fthere is @
challenge for the festival nof to offer ftoo much. If there is too much people to chose
from, people can't chose af all, if there are fewer choices if is easier fo chose. We

use that effect in our markefing.
Q17:. How important is it for you fo be covered by the media?

I's very important. Of course we can't influence our reviews, buf it is better fo be in
fhe media with a bad review than nof being in the media arf all. II's crucial fo be in

fhe focus of e city.

Q18: | heard that the In to the city programme hasn’t been fthat well

covered by the press?

Yes, that's frue. Buf this is again because of the blocking of the communication
channels. Buf the work that is puf behind the In fo the city is just the same, if nof

maore.
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No | Sample | Name Insfitufion Funcfion Date/ Location
: group fime
\V4 CITY Karin Rick Vienna City Representative for the 31.05.11 | Friederich
(culrure) Council Cultural Department Schmidr-
(culture 10.30- | Plaiz 5,
department) 12.00 Vienna

Q1: Whatl role does fthe cultural department of Vienna have in the

organisation of the Wiener Festwochen?

Norhing, we don't have a role af all. We just give the money and don'l interfere,
They give us a summary of their budger and spendings (same as for all
companies), but we don't lay our any guidelines they have to follow. Of course they
have fo tell how much audience is coming, buf we know and respect thar with
experimental things few audiences are coming. Bur experimental performances are
still important. In Vienna we don't even have a legislation of what Vienna want fo do
for culture. We have no guidelines. Some ofher provinces have gof that: like they
wanf fo promote the identiry of the province. We always refused that because we
don't want fo be concentrated on and restricted by those guidelines. We want fo be
free of those guidelines, and therefore we don't inferfer with the content of the Wiener
Festwochen either. For example: There was a very poliically performance in front of
the opera (Schlingensief) and our counsellor said he didn't want fo inferfere. We
have fo excepl the good things as well as the bad things. He didn't say that they
had fo sfop the performance even though people asked him too. Of course the
performances shouldn' be against the law -this is obvious. We have a law against
performances promoting nafional-socialist ideas and other things associafed with
the nazi fimes. Some small inifiatives by the right-wing party fry to overcome this. Buf

i any of these ideas are present they will be forbidden by the cultural department.

Q2: What aboul performance in public space? Do you have a

regulafion about this?
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The Wiener Festwochen have gof It in the program. For instance do they cooperate
with the Soho Oftakring fesfival that works a lof with public space in relafion fo the In
fo the cily programme. The idea is fo go more in public space and reach more
young people. There are no problems with the permission fo do this because It is
the Wiener Festwochen and are so well established. However, if there are foo many
people performing in the cenlre ar the same fime it is restricted. And the head of the
disfrict can of course forbid something as well. Of course there is a problem in the
inner disfrict because everybody wanfs fo puf art there, but for the Festwochen it is

usually nof the case because i is so official.
Q3: What aboul Soho in Ottakring? They use the public space a lol.

The Soho Oftakring is also financed by the city, butf it is a private iniiative. The idea
was fo puf the Soho name on the area. This is a part of the European urban
program fhaf has as its goal fo improve infrasfructure in European districts that had
been abandoned in the last decades. These dislricts are a bit problematic
because the houses/flats were not in a high standard. And the sanifary sifuation
had o be remade and we had fo infegrafe aparfments info the flafs. The URBAN
program gave some money for this development. Furthermore the area behind
*Soho”, the Brinnenmark!, was sfill undiscovered by the big public. Buf as the city
government was well aware of if because we had a section there belonging fo our
cily development plan. You have to know that in every district we have an office
from the cifly planning apartment, where people advise in how fo improve their
houses and have a better life. So that inifiafes also building projects. This is a form

of low level first confact fo e city.

There is a synergy between Soho Offakring and the Wiener Festwochen. The idea
of Soho Otfakring came for instance in relation to all of the empty shops in the area.
So the idea was to put artistic work in the emply shops for some days and fo have
open air events by arfists. And they gof more and more money from fthe city. Buf

they work fogether. One part of into the city worked with the Soho Oftakring.

Q4: You say fthat there now is no conneclion belween the

organisation of the Wiener Festwochen and the city, but whal about in

258



fhe 50ies when the mayor of the city was actually also the leader of

fhe festival?

Yes, the festival was the idea of the mayor and we had a slrong representation o
the advisory part. Bur we decided to withdraw from this approximately 15 years ago
because of the autonomy of the arts. I was the conservative culfural councillor who
startfed his working period by making them independent because they have to give
us their budgel balance every year so it doesn't look correct having us sitting there
in their board. Buf we nominate the artistic director, the administrative director and

the director of theafre and music. So maybe this is our influence.
Q5: How do you choose them?

I'm nof quite sure. | think they are chosen by a hearing, and some of them like

Bondy and Wais have sfayed for a very long fime.

Q6: Whal would you say is the relationship between the cultural
policies of Vienna and the Wiener Festwochen? Do the cultural

policies in some way influence the festival?

Yes, we (the social democrarfs) have a majorily in the government. And the main
ideq is fo fight against the right wing and fascism. And of course our work is based
on the socialist idea with more equalify and more disfribution of cultural goods for
everybody, and fo bring people from the sireef to culiure. That is why the Wiener
Festwochen goes into the sireet, and the opening is free for everyone fo promote
fhe democrafic process. Of course the programme is very elitarian, but not only.
The quality is of course the main objeclive, fo bring qualily fo people. Buf in Vienna

we also have ofher festivals like the disfrict fesfivals.

Q7: Do you think the Wiener Festwochen would go more in fhe

direction of more free performances in time?

No, I don'f think so. We have the into the sireef (In fo the city program). Buf what

makes the quality of the festival is the high standard of ifs representations.
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Q8: Whal would you say is the most important confribution of the

Wiener Festwochen to the city of Vienna?

I they play in a place like the Brunnenmarkt, the Gartel or Nachsmarkt they
somehow valorise the place. With the Gurtel it was fypical: there was nothing and
just cars driving through. Nofthing could change there because the Offo Wagner
consfruction is protected. So there's nof so much to do fo change this cily
moforway. Buf you can make events there. So they sfarfed with one night of music
over there. This is there first, and then the Festwochen corporate with them the next
year and finance one performance there. So I'm not sure if they really influence the
public space. They go there where the space is already a little bir developed. Bur of
course some groups use some places thar are unusual like for instance old factory

puildings efc.

Q9: What abouf the Museumsquarfier? I've heard a theory that the
Wiener Festwochen inifiated the development of this cultural cluster

by starting to use the Halle E and Halle G for their performances.

| think fhaf's a tforally wrong theory. Maybe fthe Festwochen had some
performances fhere, buf there were small dance companies fthere first. And other
finy cultural associations had their offices there and wanted fo perform and fry
fhings. Then if starfed fo gel so important that the city had fo have an idea. Buf if
was more lively before the Museumsqguartier was built. So if the Wiener Festwochen
has inifiated I, if must have been very indirectly. Maybe the Festwochen was there
first, buf it had nothing fo do with making a big cluster there. Many crilics are saying
fhat the culiure of these small inifiafives were more interesting for people. Now
people say fthat It is foo solidified and that the real interventions fake place

somewhere else.

Q10: What aboul the creative industries? Would you say that the
Wiener Festwochen is a part of or may confribute to the development

of these industries?

The Wiener Festwochen is complefely different from these industries. The Clis more

an industry. Festwochen goes more from the idea of the best of theatre plays and
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operas on the fop of what is happening in performing and music. And nof so much

as fo establish Vienna as a focus for cultural indusiry.

Q11: Would you say that the Wiener Festwochen is more related o

city marketing, then?

Well, yes, the Viennese tourist board uses the Festwochen for fourist promotion. But
fhe government has discovered that we don't have so much attraction for the new
audiovisual and film companies, and all this fechnological innovafions of the
media. Bur I don't think that the Festwochen has a big part of this, Festwochen is
more dance, music and ftheatre performances. And fhis is more for audivisual

performance like felevision.

Q12: Whal would you say are the weaknesses of the Wiener

Festwochen in relation fo urban development?

| think the concept is very old. What they bring are cerfainly very good and well

discussed productions.

And you have the big square in front of the Rathaus. The mayor wanfs things fo be
happening there all over the year. Festwochen was the first, maybe in the 60ies, fo
have the opening there. Also Tilk wanfed fo always run this way. And this is this low-
level cullure when everything is for free. So maybe the Festwochen was the first fo
do this. For me as the child this opening was very important, because all other year
the place was dead. And then suddenly if was illuminated and provided us with
peautiful music. And then, when the opening was over, I was dead again, and
nothing happened anymore. So in this regard the Wiener Festwochen provided us

with the first open air event in Vienna.

And of course, as | edif how women is represenfed, so | say fthat in classical
operas and performances women is nof enough represented. And my other
criique is also that for small cultural inifiatives in tis fime, there is no advertising
budgefs or sponsors, and no newspaper criique because everyhing is
concenfrafed on fthe Wiener Festwochen. |t drains the money from fthe big

companies that invest in the festival and so there are no money left for the small

261



companies. Even the journalists are bought by the Wiener Festwochen. And we
have a bad quality of the print press covering arts and performances in Austria. We
have maybe one or two, and they are complefely occupied with the Wiener
Festwochen. So i is shill a very representative culture, and if needs to go more into

fhe sireer.

Q13: Do you think there is a possibility for change within the Wiener

Festwochen to do this?

| think Vienna needs such a sfructure. Our fouristic image of Vienna is a very high
priority and Vienna is known for cultural performances of exiremely high quality.
And It is difficulf fo change fthis aspect. They don't want fo loose if. However, the
festival is certainly closer fo new frends than the opera. So the festival is cerfainly
more in fime than fthe classical things. Bur shill Burghteater efc. also start fo be

innovative and invite performances from abroad.

Q14. So would you say fthal the festivals are in some sorf of an
identity crisis as if faces more and more compelifion from ofher

cultural initiatives?

Yes, | have thought of why nobody have faking this up yel. When 40 years ago
fhese performances were very important. And we always wanted fo go in. Buf now
I is nof my priority anymore, because during the year there is suddenly a big
performance coming so fthe fesfival is slill not so different. Maybe we don't need

fhem so much anymore.

The logo of the Wiener Festwochen was really important fo see in the 60ies and
7@ies, buriris not so important anymore. IF gof lost somewhere along the way. Now
we have so many festivals. The film festivals and the Viennale (buf the viennale is

second hand because we bring in old films already been fo the festival.)

Something that has been more important in my view is the WUK (wittenschaff und
kultur) situated in the 9" district. It was an old factory for engines, and in the 70ies it
was sguatted by feachers who wanted fo make a cultural center our of I insfead of

a garage. Tilk (the mayor af the fime?) was a media manager so he had ofther
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ideas. He said give them 140 euros for their advertisement and don't destroy it and
lef it go (these were fimes when Ausfrian poliicans was afraid of the Baader-
Meinhof fendency). Bur if the squatters wanfed fo keep if, they had fo do things with
iIr. Bur sfill i's nof renovared affer 30 years. There's af least a thousand people going
in and our every day, and hundreds of small culture inifiafives are situated there
and they get a fairly big amount of money from the city. | consider this a big city
project that influences the whole district around. II's a real confrast fo the Volksopera
situated in front of if. And they have a very good art gallery from experimental art.
People hoped that the Museum Quarter would be like that, because the city and the
state sat on if. | don't agree on having tings like this Museum Quartier in the city,
having if this concenfrated. They chose the easiest way. Also when they decided fo
build this culiural cluster the culiural class hype was over in ofher cifies, bur Vienna
is so late. And | also think that if is no courage in if, because real courage would be

fo pur part of the culiural consumers by the Danube.
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No | Sample Name Institufion Funcfion Date/ Location
: group fime
\/5 | CITY Philipp Instirute for Researcher and part | 24.06.10 | Pefer-Jordan
(planning) Rode Landscape | of the project feam af Strasse 82,
Architecture’® | fhe project “Art 16.00- | Vienna
. Deparment | credling ciry?!” 17.00
for Space, (*Kunst macht

Stadf?!") by Vienna

Landscape housing research.

and Infra-
sfructure

Q1: Could you start by telling me a bit aboul your project “Art

creafing a cify"?

When the project was inifiated | was working as a researcher for the urban renewal
office in Ottakring, where the festival Soho Offakring fakes place. The project was a

cooperation between three different departments:

- The urban planning department (Stadtenwicklung und Stadfplanung)
- Vienna housing research (Wohnbauforschnung) who is responsible for the
funding of housing

- Department number 7 who is responsible for artisf projects.

However, last deparment didn’t fund the project with money, buf just wih
knowledge on the field and coordination. So this was the only department that was
polifically involved. So the fechnical sfaff wasn't involved, but the polificians were.
This is the office of the responsible council, under the lead of Maliath-Pokorny. His

office ook part.

In a way one of the main persons inifiafing the project was Birgif Brodner. She had
all this falks with both the urban planning offices and the research and pur if
fogether so that it could be a comprehensive design. She was well aware of the

inferaction befween art and urban design so she puf It on the agenda. So she

15 Institut fiir Landschafts-architektur

264




made all these talks before we got the confract for this research because she knew
me from the urban renewal office, and she knew that | know these interrelafionships
and local actors present in the Brunnenviertel. And my partner arf that fime, Beffina
Wanschura, had made a project called: “Cash for cullure” (a project that helps
young adults from 13 — 23 years that have a cultural idea to redlize this idea). So

Brodner knew that we were familiar with the inferaction befween the two.

Q2: Ula Schneider told me that the city had this idea of moving fthe
concepl of Soho Ottakring to the 15™ district buf that your research
argued fthat this is impossible. Could you ftell me a bil more aobut
fhat?

Yes, in the beginning of the project there was this idea from the Housing research
department. They had in mind that there were certain areas in Vienna thar could be
compared fo each ofher because of their social-economic sfructure. They had a
cerfain amount of immigrants, a low education level and so on. Bur we argued that
despite that these areas are comparable in certain criteria, the social dynamic isn't
the same. So e idea was fo question which circumsfances or framework could be
responsible for fhe fact that in one area a festival and creative cluster could develop
and in another area it couldn't? So there was this talk abour if it would work — this
was more a kind of experimental thinking- if Soho Ottakring would be puf into the
15" disfrict (near Westbahnhof). But this was a discussion in the beginning of the
project, and we argued fhat these kinds of projects are so dependent upon fthe
inifiafors and their personal relafionship with the place. If is so personal, the inifiafor
has buill up his own nefwork of acfors and relationships with the different
stakeholders in the area. So it is so locally based thart it wouldn’t work fo suddenly

move all this fo another place.

Q3: So what would you say is the most important factor for a festival

fo work in a certain place?

That the project inifiafor fakes the responsibility for his surroundings. We looked info
four different projects and in all of these I was the same: the inifiafor actively gof info

action. The autonomy differed, bur in the end it was always the same: The inifiafor
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found that something should be done because their disfrict wasn't satisfying. If was
the same with Ula: She found that there was so much vacancy efc. in the area, so
she developed the idea of what if we put art into if. The ofher project was Cultural
Sidewalk in Gumpendorfer sfrasse. The inifiators had a similar idea: they had
experienced fthat urban open space were reduced fo fraffic space, and fthat the
economic development wasn't very satisfying. So they thought: Why nof employ
artists for regeneration? The third project was the Augarten Aklionsradius. They
starfed  from the urban renewal office, which is an insfifuiional  funcfion
(Gebiefsbefreuung). They experienced that the insfitution has come o its limifs, so
fhey fried o create some space oufside the institution. And the forth one, which was
a bir different, Wolke 7. This project came from a call of the disfrict administrafion.
They were seeking ideas for the regeneration of their very part of the disirict
(Kaisersfrasse near Gurtel). There were some reactions fo their call, and one of
fhese was made by a group which were then employed and funded by the city of
Vienna, the district administration and EU. Buf all in all | think this factor that they
were persons thar were living in the neighbourhood and a parf of it and responsible
for if. They were inifictors and also had the molivation to build up some sfructure
and inifiatives which were nof only relying on funding. And that is the crifical point. All
fhese projects suffered from a massive lack of funding and were relying upon the

inifiafors spending their own money and private resources on the projecrs.

Q4: Yes, thal's often the problem with these kinds of projects; how fo

create a sufficient support structure?

Yes, that is the crifical point. Ula's project is of course a festival, and of course she
has a problem fthat it periodically comes up again, and she has the problem that
she gels funding for these two weeks the fesfivals run, bur not the fiffy weeks in
between. The ofher projects like the Sidewalk Gumpendorfer decided that it was just
a fesfival once, just a femporarily thing focusing on a one-fime happening and that
was if. So they called it a *flap of a wing" which could inifiafe something, buf they

never planned for i fo happen again.

The Augarten Akrionsradius, on the ofher hand, had a quife sufficient funding one

fhe one side, and they had the support structure of the urban renewal office. Of

266



course the two were formally divided: the urban renewal office and Akfionsradius
Auguarten. Bur on a personal level they had very good support because the
inifiators of the project was also employed at the urban renewal office. So if all has
fo do with personal relationships and networking. | think Ula got support by the
urban renewal office when | sfarted there in 2000. And there was a growing inferest
fo support tis strucfure because they were inferested in the upgrading of the area,
and saw the fesfival as a puzzle piece, which is very valuable for the whole. And of

course they had this inferest and if was arficulated like that.

Bur that is a strength of Soho Ottakring, that Ula and her pariners are going info the
discussion of genfrification quite crifically. In the beginning she wasn't aware that
fhere could be some crificism, buf fhen it was forwarded in discussions and she
infegrated if info the concept by asking questions like: What does upgrading mean?
What is the responsibility of the arfist in this project? But on the other side the crifics
say she benefits from this process because she works well fogether with these
investors and landlords, and gefs quite cheap space for her exhibitions. But

personally I don't ink this is the case.

Q5: Could you say that the fact that a project is a grass root inifiative

makes if successful?

Yes, and with Soho Offakring it is quife well documented that there were some
conflicts of interest: Ula was strongly supported by the chamber of commerce in the
beginning, and they pur pressure on her thar she should make sure that the festival
produces as much rented ground floor space as possible. So they puf some
pressure on her and fried fo communicate this success story and faking over her
infenlion and puf if info their aims. And then she decided o break with them. And
another issue was the inferest of the urban renewal office on upgrading: they fried fo
fake over fthe fesfival. So she had a lot of sfruggles fo fight and arficulate against
other inferests, to keep her vision clear: her project is her project. With the success
many acfors like the chamber of commerce, the urban renewal office and the

poliicians come and say fhaf this is our fesfival. Once i's successful they come.
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Q6: In the conclusion of your report you state that well-defined
concepls and openness about the project's outcome and the artist's
work are important factors for the project to become successful.

Could you elaborate a bit more on this?

This is not so much a result of our report, but more an outcome of discussion. |If
would make I easier for pofential funders and funding parties fo found a project if
fhe vision and concept is clear. | would say tis is a weak point in arfs. Thar many
arfists are hiding behind their artistic freedom and behaviour, and many of them
come o an insfifution and say | have this idea and if is good, give us some money
and it will work well. So this is a demand for sfrucfured concepts and visions, and @
structuring of the arfistic process so that there are different sfeps in the process: first
fhere is an inifialing phase which is very open and with a loose sfructure. Buf then
fhere should be a milesfone with a clarificafion of aims and measures, and so it is
funding by different sfages. This could be a model that could work. Because It is
clear especially for the inifiol phase that there should be some openness and
space fo experiment with sfructures and visions and this phase is critical. In all
projects we were researching the inifial phase was crifical in terms of funding, they
were relying on own personal resources (puffing hours of volunteer fime and
personal resources in if). So it would help if in this phase fthere is a shorf ferm
funding, and then good if this is limifed fo a certain point of fime. And if it goes further

fhere would be need for clarification.

Q7: But isn't that the problem that fthere is no concrefe result, so the

funders wouldn’t know what fo give money to?

| think public donafors are nof so much info countable results. A private and
economic donator like an investor would like fo have very specific and besf
monetary research. Buf | think if this inifiafing phase is limited, so fthe risk for the
donators or funding insfitution is lower because it's not thhat much money (you invesf
5000 euro and in some months you gel some ideas, a layour and draff from
network efc.) So the idea with this inifiafing phase funding is to limit the precarious
siftuation of the inifiator. Bur | think if one decides to make up a fesfival or project like

fhis, he or she should be aware of the fact that he would need some professional
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support like a project manager or finance people. Because even in the project of
Wolke 7 with EU funding, there were some archifects there and also arfists, and my
impression of them was that they were working quife professionally, so fhere is
some basic understanding, buf the demands puf on fthem from fthe project
regarding financial stuff were beyond their abiliies, so they underestimated these
fhings. So in the end if wasn't good for the project. And | can suppose how these

fhings like tis works in Ula's case...

Q8: How would you say fhe city of Vienna regard the use of arfs in

urban development?

They are aware that ars fesfivals produce some supplements fo urban
development. They are aware that it is valuable, and that if is good o work fogether
with arfists, that there should be an inferaction from urban planning with artists. But |
don't think they are aware of what this might mean for urban planning, especially
on the local level. The slructure of Vienna is that the central municipalily is
responsible for the whole urban area. And the dislricts and this level differ very
much. I is crucial for the development and success for the arfs festivals that as long
as they don't support a good support structure or one person on the local level that
can cope with arfistic ideas or have and idea of what art can be, this might be @
problem. What is important is the inferaction of the urban and the local level and the
supporting sfructure, ar least the fransparency of the urban administration. The
urban administration is really a jungle, so you must be an expert aboufr which
department is responsible for what and which funding funcfions for which idea. You
must be an expert and there exists no structure for this kind for of information. This is

fhe structural side.

And the other thing is that Soho Offakring is a success story in Vienna: it has led fo
a positive development and refurbishment and restructuring of the urban fabric. And
also a slight positive change of the socio-economic sfructure of the inhabitants, for
insfance you have more young people moving fo these areas. So Soho Ottakring
made if belter. Buf nowadays because if is so well evaluated many ideas are

growing like mushrooms. So for any problematic situation in the city, the first idea is
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fo make artistic inferventions there or establish creative clusters there. So in a way if

has become oo successful and it is nof enough crifically discussed.

Q9: Whal would you say are the main strengths of the arts festival in

ferms of urban development?

The image ting: I creafes an idenfity, which is recognized inwards for a specific
quarter and for crealing an image or emotional branding for the look from fthe

oufside. And social networking.

Q10: Whal would you say are the weaknesses of the arts festival in

ferms of urban development?

This is probably a personal answer iI's not so objectified. Buf | think one weakness
Is thar arfists fend fo be unsfructured and fend fo hide in a discussion so they don't
fake their responsibilily. And in doing that they weaken their posiion in the
discussion. If's not equal anymore. If you have cerfain arguments and one part
says ‘I don't need any arguments” if is useless to discuss. I makes if hard o find
fhe common point. Arfists fend to look for their differences, but nof for their common

unification point. They are so individual,

This point also comes fogether with the crifics that some arts fesfivals are unaware

of the negative effects of upgrading and genirification produced by them.

270



No | Sample Name Institution | Function Date/ | Location
. group Hme
\/g | CITY Udo Manchesfer | Engineer working on | 24.06.10 | Vienna City
(planning) | Haberlin Ciry Council | urban planning and Admini-
(departmentf analysis of urban 14.30- rrqﬂon,
or urban space 15.30 Vienna
planning)

Q1: How would you say fthe city of Vienna (and your department)

regard the use of arts in urban development?

They were not so much aware of if before. We have a boarder befween the
adminisfrations because there are two persons for the poliics in charge, and they
want fo have their own responsibilifies. So there’s a small boarder between the city
adminisfration who is under the person who have arts in his inferest field, and my
polifical chief he has urban development and fraffic has his field. So there are two
people over the city administration and there is a liffle boarder befween. They do
cooperate, buf they have their own poliical standing. So whar we do in this
department is on the practlical level. There is some inferests, maybe from fthe
fourism who do some things on the Rathaus square and there's also a group who
looks for evenfs/management around fthe first district (o sub-group of this
department). The first disfrict is important for these projects because I is the
historical cenire. What we look af is the identity of the city. This is very linked fo the
urban and public space. So we care abour the area around peoples flaf because
this is an important space for creafing an idenfity for them. So we work with

symbolics, and landmarks, and new archifecture fo improve this identiry.

Right now we work on this new district on the other side of the Danube. And we plan
a new city around fthe area of the airport. And these areas have no space and
characters and no identity, so we wanf fo find new infervenfions fo create this
identity. So we have a project called "the sense of place” and we ask the people

what they think about living there, if they think they live in the city of Vienna or in the
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lower area of Austria. The people mostly say that they live in Vienna, but that there is

a difference between them and the urban life.
Q2: Would you use art to create this kind of identity?
We will nof only use art, it is also possible with symbols or special architecture.

Q3: You mentioned that the city administration wasn't that aware of
art inferventions for the sake of urban development earlier, why did

you start fo incorporate more art interventions?

Because some years ago we changed the view. We only looked in the middle of
fhe cenfre of Vienna. My colleagues before thought that all people have an
idenfification with the city cenltre. But there is a big difference belween the two sides
of the Danube. Today the geographic cenfre isn't in the cenlre of the first district, buf
I has moved o the other side of the Danube —by the Donau cily. And so we
changed the knowledge abour the heads and the association and the identity. So if
Is more importanf for us fo consfruct new things for idenfity. And in this arf is
important, bur if is not so important what kind of arf if is, bur more that i connects with
the people living there. So if is difficult if you think of big evenrs, that's also good,
bur for this aspect I is also necessary o have their own festival or their own party

only in fhe streef —it is enough.

In this part of Europe we have many organisations from the people themselves,
also cultural organisations. Not high-level, butr an hisforical form of organisation of
inferest. So iI's possible to have many themes in these organisations, and fthey also
have gardening areas. And fhese kinds of organisations are also important for the
people. Bur less and less. In hisfory | think it was more important for the people and
fhe idenfily. Now I has changed, the family is nof so important, we have many
patch work families. So It needs ofher consfructions and forms of idenfity. And the
idenfity of the room is very important and the idenlity with ofhers. Networking is
important, on the Infermef buf also in neighbournood. And this is inferesting for the

cily department for the development of new urban cilies.
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For insfance you have the Seastadr Aspermn: There are new groups fo build one
house fogefher and have community living —cohousing. In Austria there was a liffle
frend for fhese ideas in the 6B0ies and 70ies. And then if was more individualist and
singular. And now things change and if is not possible for the government fo
regulate. For insfance regarding the old people: we don't have so much money
that the government can regulafe this. So more important with inifiatives for these
communities. And they organize own fesfivals. And these forms are very basically

fo build a community or neighbourhood.
Q4: Could you go in and support these festivals economically?

No, because we have no power for this and no money. Buf we have some
projects, like for instance the SALTO project. The focus of this project is o do
research abour elderly people and what we can do with elderly people in these
cifies. Thee are parfs of the cily where the siructures are very homogenious. Old
people are concenfrated in certain areas and there are no mobilily and fluctuation
because people are happy fo live there. So we have more and more older people
there. So in this project we look at what we can do with these areas. And one of the
solufions was fo look for the neighbourhoods and fo build communifies or o creafe
nefworks. So we created one nefwork we called the phone network: People phoned
with each ofther. They gol a list with fen people and every person had fo call the
nexi person every day. And when the last is phoned he calls the first one, and the
rng is closed. So the old people know the other one is ok. SO one new idea is fo
create networks fo help each ofher. So we experiment with how we can creafe these

nefworks in the city.

Bur we also created a festival with sports for old and young. And we connect older
and younger people. And we said that they could do many things fogether. Try fo
bring people fogether where the average has fo be 50 years, and they come

fogether and play football against each other.

I was only a fesfival for this region and neighbourhood and if was a good

peginning for these kind of thinking and coming fogether.

Q5: Does artists help you to come up with these ideas?
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Yes, we have a special office called PlanSinn —planung and kommunikation-, who
moderate groups and so on. There are no artists in there, bul many people who

made fhese kinds of socializing inifiafives.

Q6: You falked about the creation of identity, this is also often
mentioned by the Wiener Festwochen as one of their aims. Would you
say that the Wiener Fsstwochen is important for urban development in

this regard?

II's nof so important for development, there are more and more festivals looking for
other regions. Bur on the ofher hand, the Wiener Festwochen always looks for
special places in special areas: a run down factory efc. So it is very important for
identity, but i can also be important for femporarily use and for creafing new places
and new images or names for old bad-image places. So if you have an old
factory, like for instance Kabelwerk, which was an old factory, and they made a big
tfemporary fesfival there so then people came o this place. So people came there
and wanted fo participate in the planning. So the festival can make a very important
start up for a new urban cenfre and area. So this is also important, so the Wiener
Festwochen and Soho Ottakring and ofher femporary fesfivals can help o create @
new image and new picture in the minds  of the residents. Mosl parfs of the cify
have different codes, we musf build more images before they build new cifies.
Maybe we have the pioneers and if they say that this is our cify, you build the city

for us, and we want fo falk fo you because it is our city in the fufure,
Q7: Is it hard for you fo cooperate with festivals like this?

II's difficull because we have so many other things fo do, and these things are also
imporfant. So we have no time to go into the culiural aspect. Our first work is fo
creafe flars and fo do something for new sfructures that function in the practice. And
we cannof work with culiure when there are ofher things thaf have o be done (for
insfance a cable car that is broken). So once we have done this we can come
fogether.  Buf we are very open for it and we have some inferventions againsf
genfrification for example. If we have a part of the cily who is old, like Ottakring thaf

needs renewal. So for these things we cooperate more with the culfure.
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Q8: What would you say are the most important initiatives in Vienna

when it comes o using arfs as a ftool for urban development?

I you take the new urban place in Seasfadt Aspern. IF is very important fo make
new sfeps in urban planning. II's a new model for urban areas and financing some
public things/happenings. And | have an idea o build a liffle fower as a symbol for
a big water can (know if from an arfists called Klas Oldenburg). In my city in
Germany there is a big garden “vannslange” and | had the idea fo create this can
fower and you can walk on this fower and look around fthere, and this symbol can
e one point for identity for this new urban place. And the symbol has something fo
do with the city name and the middle centre of the city. And my idea is fo have a
second can in another part of the city and in the mind they connect. You stay on
one can and then people see ancther can in this city. So it's two symbols for two
levels. One is for the main residents for the whole city, and one for a part of the city.
S0 we creafe two levels of identity and then they connect. | spoke with some people

fo finance these symbols.

I is better fo have a local identity. The south suburb has nothing fo do with the north

suburb. So local identities are more important.

R9: How to make urban administration and cultural/arts interventions

fo work fogether?

| think the cooperation is between the persons of the different apariments. For us the
persons are most important. We have sfructures, bur these are not very flexible for
fhese new slructures. I is an old sysfem we have and if is good, buf I is nof very
flexible for new ideas and aspects. Philipp Rode can fell you abour connecting part
of the planning profession and the culiural profession. He is an expert for another
level. | am in the city adminisfration so my focus is the whole cily. Somefimes we
make some research in local areas, bur we think abour what kind of local areas if
must be for our research. And what kind of area can give us new impact for
knowledge for the whole city. And Philipp works in one part and concenirates if in
one parf, so he can more say abour the ofher level who is cooperaling and

nefworking in smaller parts of the city. Bur we find if is more and more interesfing,
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and our sfructures must make more and more these kinds of local networking, local
inferesfs and local synergies possible. Because in history it was the other way
around, you have the king who goes from fop fo down, and the strucfure in Austrio

is constructed from fop fo down. So we need sfructures who looks from down fo up.

We have this ofher project called “Social changes in urban space”, which in reality
Is a fine name for segregation. We have no segregation in Vienna, the only we
have is age segregation. SO we have this text. Here you can read about our
fhinking that we have a moniforing from fop down and we look for problem areas,
bur otherwise we have fo give the chance and possibility in administration work that
fhe local heroes can do their own way, thaf they can find their own nefwork, their
own besl place and their own inferests. And then we have a different coloured city
pbecause every part of the cily has a different society and the ofher pofentials gives
fheir own possibilifies for own ways and special ideas. For different perspectives,
actors and ideas. And these ideas can go in the direction for culture, a special
festival, or inferventions fo have a special markel or special culiural house or cenfre
or something else. And | think that is important, and normal in infernafional cities
from today. Barcelona, Paris or Berlin they give the idea of how different and how

coloured the city can be and what with the diversity from the sociefy.
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No | Sample Name Institufion Funcfion Date/ Location
: group fime
\/7 | CITY Rudolf Austrian Former cultural 09.06.10 | Ausfrian
(culrure) Scholren Centralbank | minister of Auslria Cenfralbank,
13.00- Vienna
14.00

Q1: What role would you say the city of Vienna plays in the

organisation of the Wiener Festwochen?

Legally it is easily described. The Wiener Festwochen is a privale company owned
by the city. I is subsidised by if, and the city owns the company. So they nominate
fhe supervisory board and decide on the management. The city does nof engage
in the day-fo-day life role of the festival, bur is rather involved in the basic discussion
of the long-ferm goal of the festival. And the city thinks It is important fo know what
fhe idea of the fesfival is, as they are the main source of financing. Buf they do nof
fake influence in the day-fo-day planning e.g. regarding the program-planning.

This is not relevant for the city.

Q2: | heard from the city government that the city withdrew from the

advisory part 15 years ago because of the autonomy of the arts?

Yes, earlier there was a closer relafionship. Today the city don't influence the festival
on a day-fo-day basis, bur in the general long-ferm goal of the festival they take a

sfrong interest.
Q3: So what is this long-term goal?

Thal's the discussion we are having right now. The agreement with Bondy is

expirng in 2013, so we have o find our who we want fo appoint then.

Bur there is one goal which is not doubted by anybody: thaf Vienna is the only city
in Europe where you can have a prelty defailed impression in the development of
European theatre over the years. If you follow the program of the festival over the
long ferm, there is no development of theafre you did not see, because everything
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of imporfance was always a part of the festival. So you got a perfect overview over

fhe development of the theafre world.

The ofher thing is what is the influence on the general understanding of the identity
of the city. | think the role of fesfivals is much underestimated in what feeling of the
city the festival may create for their own residents of the city. The problem is faking
fhe lickel sales as a measurement. In this case the Wiener Festwochen is a very
inferesting example. When you fake the theafre performances we sell 1500 fickefs of
a populafion of 1,8 mill, i is 2% of the fotal populafion, so it is a very small
percentfage. Buf when you ask the Viennese in general abour which Viennese
insfitutions they consider the most important the Wiener Festwochen is always in the
fop 10. So every resident claim the Wiener Festwochen along with Schonbrunn,
Lipizzaner efc. This means that a great part of the residents consider the Wiener
Festwochen important even thought they do nof necessarily go there and wafch the
performances. When considering your own perception there are many criteria’s that
are important for you, bur that doesn't play an important part of your personal life.
The people are very sensifive regarding their understanding of the qualities of their
cifies, even when they do nof use each segment of these qualiies for their privare
life. A greatl part of their understanding is regulated by the potential the city has for
Ils population, for instance one thing is the infernational recognition. If Vienna/Austria
parficipate in a Football world cup If is important for you that Austria win even if you

don't look ar football.

And more important: the cultural infrastructure is decisive for an unwritten law of the
rules of life in a cily. So I'm convinced that in an environment like this the Wiener
Festwochen plays an important role. There is more understanding for being
exposed fo new developments. We have 1o realise that arf is a crucial element of
Vienna. Art is an important facfor in Vienna compared fo ofher clifies. These people
don't affend fo if, buf i's important anyhow. So the facfual number of fickel sales is
nof important, the important is that it is important for defining a an identity for the city

for ifs residents.
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Q4: You say thal measuring the success of a festival on the ficket
sales is problematic, could you suggest another measurement that

could be more sufficient?

| always use the example of health. When it comes o pollufion everybody would
sign the senfence that it is betfter fo live in a clean city than in a dirty city. Nobody
would prefer an unhealthy environment. However, the claim for a clean cily is an
absfract claim, and nobody would dear fo make if concrete by saying that the only
reason for this claim is that this would make the cost of medicine lower. You would
never puf this abstract claim fogether with an economic jusfification. This would be
considered as bad faste. So why is it not possible to say in the arfs; we do nof
have fo jusfify if. Like in health, you don't have fo justify why it is better fo be healthy
than fo be ill. So why justify it? II's a decisive element of human being. The worst is
fo justify culture via tourism. As if the Opera only may exist because of the
Japanese fourism, and that it would have fo close if there was suddenly a crisis in
Japanese fourism. Bur the reason for having all these insfifutions is nof the fourists,
bur the fact thar we want it. Bur af the same fime: II's easier fo make fourists come fo

a healthy than a dirty city.

Q5: Bul whal abouf the recent years commodification of culture, and
culture used as a markeling tool for cities in the increase

compelition? Isn’t this an important part of it?

I's a consequence and nof the reasoning. There is an argument fo say fthat
headquarters comes easier fo a cily with good culfural offers because the
managers of these ingsfifutions likes fo make use of cultural offers. I would be wrong
fo be cynical abour that. Buf It is important that this is nof the reason for our
engagement or our being involved. I is a conseqguence. | am sure that the
managers want fo come fo a cily with good hospifals, buf you wouldn't build
hospifals for the reason o get managers fo come here. It is important fo differentiate
pelween justifying somefthing and be a consequence of something. That the culiure

in Vienna helps fo affract businesses here is a nice consequence.
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Q6: Still, one might say that the Wiener Festwochen was established
as a political initiative to pul Austria back on fthe cultural map in 1952,

can't this be said as a markeling strategy?

A lof of things have changed since fthen. The sfrucfure is so different. The
expectation is different and the environment of Europe is different. I was fimes where
fhe festival was more like a facade for the resf of Europe, but this is not the case
foday. Today it is an easy sfructure, and nof fouristic af all.  The audience of the
Wiener Festwochen is local residenfs and the majority of the evenfs is German

speaking theatre,
Q7: You say that a lof of things have changed, how has it changed?
I has changed in the way that the Wiener Festwochen has won autfonomy.

Q8: What abouf the competfition from other festivals? They are

increasingly present also in Vienna.

Wiener Festwochen is an organisation and nof a religion. If some fesfival does what
we do in a beffer way, they should do i instead of us. There is no competifion in the
sense thatl we want o keep our fesfival audience fo ourselves and nobody can
"steal” them from us. There's not a competifion in the sense that we don't want ofher

people fo do the same.

Today people get more and more confused by a lack of fransparency of what is
going on (the infernef and the information flows) so people are more and more
looking for guidelines in ferms of making things more fransparent. For instance in
TV: the specialised channels (like Eurosport and Discovery) have an increase in
people waltching, so people are more and more looking for an overview. So if
you're interested in Spanish movies, then you watch the channel that shows fhis.
You're happy with all kinds of overviews. When you are a loyal visitor fo Wiener
Festwochen you have a perfect overview over the development in theafre in Europe.
People like fo know that if they go fo the Wiener Festwochen they experience the

development of European theafre. People love to have and overview.
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Q9: What about theatfre in public space, do you think this is a good

way fo reach oul fo a broader audience?

The Wiener Festwochen has got the In fo the city programmes which makes
exclusively things connected o a group of our population that fradifionally wouldn't
go fo theatre buildings. Everything they do is oufside the fradifional buildings. This is
important fo show people that we fake them seriously. And there is a more
folkloristic way: my daughter participated in a thealre outside coffee houses and the
audience was the coffee house. This is nice, bur this is more folkloristic, and an
aesthelic question of how you deal with rooms. Buf it is important fo go ouf of inner

cily parts of Vienna, and reach people you normally don't reach.

Q10: What would you say is the most important contribution of the

Wiener Festwochen to urban development?
To be an important factor in order fo create a feeling of being infernational.

Q11: Would you say that the Wiener Festwochen have pul any visible

marks on Vienna?

Our goals are invisible marks (laughs). In terms of a general feeling of people, it is
more abour self-understanding, idenfity and how people feel about the cify. This is

something you can't argue with visible poinfts. And we are specialised in this.

Q12: But what about any venues the Wiener Festwochen sfarted fto

use and fthal wasn’'t used earlier?

Well, you have for instance the Arena. This is important in ferms of anecdofes, but
nof in ferms of how important the Wiener Festwochen is for the cily. The invisible
signs is much more important. The places the Wiener Festwochen defected could
be delected by others too. Buf create a self-understanding is something which
nobody else could have created in that dimension. So in those terms the Wiener

Festwohcen is indispensible. So the marks are invisible.
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Q13: You say fthat creating a cultural identity for the residents of
Vienna is an important factor of the festival, would you say that this is
a result of the Viennese cultural policy with its focus upon for instance

cultural heritage?

Yes, certainly. Buf I depends on what you mean with heriftage. If you say thar it is

backward looking, | would say that the Wiener Festwochen is more looking forward.

Q14: You were in a board fogefther with Thomas Weber regarding the
discussion of what the long-ferm culfural policy of Vienna should be.
He said that he had fried to avoid the Wiener Festwochen before that,
because he found it so elitist, buf thal you learned him that it also

concerned itself with subculfure, how is this?

You mean that the festival goes ouf of the inner circle” The crucial factor of the arts
Is thar much faster than other developments, things that is provocative, exifing and
new foday is well-esfablished and old the day after. The risk is that you participate
only in the new things in the arfs, buf in the next furn-over you are already on the
wrong side because what you defend is so old. So you become inflexible very fast,
You gel the feeling that theatre directors (especially the German ones) that were
very provocafive and new years ago, are now defending their posifions against the
new ones. Inthe arts you are either gefling quickly very old, or you become fashion
addicted. Every new change is completely changing your picture of the world. You
change your mind following every new fashion. So you have fo find a mixture of
fhe two, buf nol necessarily a compromise. You have fo define your degree of

curiosity in order o follow developments and be open o new fhings.

| think the Wiener Festwochen in parficular has the risk that the judgement of people
are defined by their own experience. You see two or three performances and then
have a picture of what it is abouf. And if is hard fo change this picture. So if you saw
fhree performances you didn't like and this happens ftwo years in a row, you would
say that they don't like the fesfival anymore. And your final judgement is that you
don't go there anymore. So it is more difficult fo keep a festival up to date, than with

an insfifutional theatre where you can correct the impression during the year. This is
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impossible with a festival since if is only there for a limifed amount of fime. Many
young people have the impression of the Wiener Festwochen being the cliché of
fradifional thealre, so you have fo push them in the direction fo realize what is going
on beyond this. And if they realize this they are friends again. You have fo change

fhe perception that the Wiener Festwochen is fradiional thealtre,

Q15: I've heard from different cultural acfors that the Wiener
Festwochen is offen considered a dinosaur in the festival world, and
that it is hard to change fthe festival as it is “safe” in the hands of the

cify (e.qg. regarding financial report). What is your opinion aboutf this?
| think you have gof the wrong person fo discuss fhis.

Iis clear that the Wiener Festwochen has a befter posifion in being a part of the city.
I is important enough so it is hard for anyone fo harm the Wiener Festwochen. So
we are more profected than other organisations. Buf | would deny the argument that
fhey do not think abour their own fufure and are less flexible. Because fhis is next
fopic: what is the role of the city fesfival in the next 10 -15 years. The question is
what is important for the city and what is the weak poinf of the city. The main
funcftion of the Wiener Festwochen is fo be an arfisfic hint on weak points within the
sociefy. So i's hard o define these questions. So our infernal discussion is nof the
next performance, buf the next vision. Compared to 10 years ago, it has changed @

lof. A city festival has fo be very flexible. Buf yes, i is better profected.

Q16:. What would you say are the biggest changes since 10 years

ago?

There are two fthings. First of all the music program declines. The Wiener
Festwochen succeeded in making i clear that Vienna needs an opera house
playing opera on a non-repertoire basis. This is what the Wiener Festwochen did
over the years. They infroduced two or three of these productions over the year.
And everybody said thaf it was perfect because the Staatsoper couldn't play fhis.
Now Teater an der Wien is doing exactly that, so the Wiener Festwochen have

succeeded and in the same fime lost their role. So the role of the Wiener
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Festwochen in the opera will diminish, and the role of the Wiener Festwochen in

programs like Into the city will be increased.

The question is what is the offer fo the generalised population. We have a program
for the theafre audience of the city, and the In fo the city program for a special
segment of the population, buf the question is do we need special performances
for the general public? The danger of these types of performances is thar if
becomes oo popular, meaning that we risk the aim being how many people that
comes fo the performances instead of the quality of them. I'm afraid the program
will loose quality if it becomes very broad. Buf af the same fime we have o look ouf
for fargeling only the elife. A compromise is not the way. You have o have a clear
picture. So the Wiener Festwochen has shiffed form opera to a self-understanding

fhat we have fo have special offers for special segments.

Q17. Do you fthink having more free performances could make it

easier for the festival fo reach a broader audience?

The definifion of a free performances is nof so clear anymore. If you call a free
performance a performance oufside the routine theafre the answer is yes. Bur one
have o be aware that some of the free performances are sfill in a very self-
understanding of fradifional theatre. So it is not so progressive. In previous lime you
would say that fradifional thealre had a conservative understanding of theafre, and
fhen you had free organisafion that were more revolutionary and new. This has
changed. There is no guarantee from one for the ofher. Buf yes, if will lead fo more

openness I is certain,

Q18 I've heard that the In to the city is almost complefely ignored by

fhe press, how do you look upon this’?

| think this would change curing the years. And who said that it is necessary fo be
covered by the press? We had a project of the Wiener Sangerknaben going fo a
place with a lof of Arab immigranfs parficularly from Egypt. And they were singing
fradiional Viennese songs fogefther with Arab women. This was great for everybody
involved. This all happened in a catholic church (because of rain.) So af the end

Muslim Arab women singing with the Viennese boys in a catholic church. This was
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nol covered with any line in any newspaper , bur for the people it was a great
experience. | think the art has fo be careful o believe that everything that is nof
reporfed in the press did not happen. If 500 people had an experience it is still a big
fhing. I'm nol denying the necessitly fo make everything known by the public. Buf

even though i was nol covered by the press, if sfill happened for 500 people.
Q19: | liked the comparison you made between health and the arts.

Yes. It is important fo say that arts are one of the few areas where you can
differentiate immediately. You can't fell the difference of Vienna and Copenhagen
by counfing cars, Internef connections efc. Bur with culiure you can differentiare
immediately, and see the difference of what the different cities offer. I'm not against
globalisation, bur I am against unification and | believe culture may counteract tis

fendency.

I is also funny thaf people organizing art events (nof necessarily the arfisfts) are so
afraid of receiving public subsidies. There is anofher big group in Ausiria also
receiving public subisidies: the farmers. And they have never fell bad about
receiving public subsidies. Buf the arfists are aofraid of gelting public support

pecause they ink they have fo justify it in numbers somehow then.
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No | Sample Name Institufion Funcfion Date/ Location
: group fime
\/§ | OBSERVER | Karin Cemny | Freelance Culiural journalist 20.05.10 | Cafe

19.30

Q1: Elias Berner mentioned thal some of the underdog performances
and fthe events of In to the city is compleftely ignored by fthe press.

What is your perception of this?

U|

n fo the cily™ is running almost the whole year now. So | wrote about “In fo the city”
for some months ago. Furthermore | think “Info the city” is covered by other medias,
like magozines for young people and second generafions immigrants. So the

audience and targef group of “Info the cify” is not reading these news papers.

Q2: How would you describe the relationship between the city of

Vienna and the Wiener Festwochen?

I you compare Wiener Festwochen with the Salzburg fesfival, the Wiener
Festwochen is more local orienfed. The majority of the audience for the Salzburg
festival are coming from abroad, if's a tourisfic fesfival, while 80% of the audience of
the Wiener Festwochen is coming from Vienna. That is quite special. And if also
last for quite a long period. Bur it is problematic because you don't have this fypical
festival feeling like a lof of different workshops, and you can meef artistfs who are
here all the fime. With the Wiener Fesfwochen there is no fesfival cenfre. They are
very present with marketing, buf not when It comes fo crealing an environment
around fthe festival. They are frying, but if is nof really connected. For instance: The
arfists performing first week are leaving the last week. However, It is quife

esfablished.

Q3: In what ways would you say the Wiener Festwochen confributes

fo the urban development of Vienna”?
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The cultural scene/program of Vienna has changed a lof: in the 80ies Vienna was
quire sleepy and lagging behind regarding infernational theatre frends, and there
was nof so much co-production. So there has become more. In the 80ies the
Wiener Festwochen had monopoly on this infernational theafre, buf now a lof of
infernational companies are playing on the different scenes in Vienna like e.g. Meg

Stuart's dance company. So if changes a lof.

Q4: Do you fthink Wiener Festwochen has confributed fo fhis

development?

In a way they have conlributed a lof. In the 80ies there were no exhibition hall, so all
fhe big exhibiions passed Vienna. Buf the head of the Festwochen created an
exhibifion hall, which afferwards became a real museum. They saw what was

missing in Vienna, they made i and it confinued.

In fo the city is interesfing because they are reorganising the smaller theatres. And
we redlized that Vienna is a muliicultural city and there are nof many groups or
places where you can see interculiural theafre (the conceplion of inferculfural
theafre was that of a Shakespeare play playing in English). So this was missing,
and Wiener Festwochen wanfed fo do something abour this by crealing new
places. So | believe the most important input from the Wiener Festwochen is thar it

shows what is missing and wanf fo do something abour this.

Bur there's always a problem: should they only show infernational productions, or
work with Austrian directors as well? If they work with Austrian directors the result
pbecomes quite boring. They could work all year in Vienna, so why particularly ar
the Wiener Festwochen? In the 80ies the Ausfrian scene was quite isolated, so
smaller companies and thealres hoped fo be in the frame of the Festwochen o be
recongnized from abroad. Bur this has changed due fo the new culiural insfitutions

like e.g. the Tanzquarter.

Q5: Would you say that the Wiener Festwochen has pul any visible

foofprints on the city of Vienna®?
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Somelimes the Wiener Festwochen har used some special places that became
fhealreplaces afferwards: like the container for the Kunsthalle, they established the
Orion theatre, and sfarfed fo have performances in Kabelwerk. So in thaf way it has

leff visible foorprints.

Q6: What would you consider being the most important confribution of

fhe Wiener Festwochen?

In the 50ies, in the beginning of the festival, they were just doing polifics with arts.
Vienna was very isolated and they wanted o show the world that they were here.,
Bur in the 80ies the fesfival reflected a lof of infernational frends like Jean Fabre, so
in fhis sense the festival funclioned like a window fo the world. Think it sfill is, even
fhough the world is gelting smaller. Burghteater began showing more modern plays
in fhe 80ies. You could see all the most important directors of the world in the Wiener

Festwochen.

Q7: This city markefing function of the 50ies, would you say that it

has changed?

Festwochen is a sfrange hybrid. IF's nof quite clear what it is. It presents all different
genres now, and i had a very broad program in the beginning as well. The
socialist party always wanted to make a fesfival for everybody, and | think this
funcftion of the festival is sfill visible e.g. if you look af the opening af the Rathaus
plafs. I'm sure that the majority of the audience for this event doesn't go o the

fheatre normailly.

Q8: | offen hear from inhabitants of Vienna that they consider Wiener

Festwochen as being an elite festival. Why do you fthink fthis is?

Because it has a lof of money, and you only read about the big productions in the
newspapers. Mosf of the work is very established, and fthere are nof so many
young arfists. IFis also related fo the person being on fop of the festival. Luc Bondy
is quite conservafive in taste, while Carp would invite more unknown names. SO

whal comes ouf is a compromise.
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Q9: Would you say that the festival has got any influence over the

use of public space?

When we talk abour what places the Festwochen has created, | must say that the
most important place is the Museums Quarter. It was a very desolafed place until
fhe Festwochen started using Halle e and Halle g which af that ime were old
places nobody used anymore. So Wiener Festwochen created the name Halle e
and Halle g and it is sfill a frademark. This creation had a huge impact on this

cultural cenlre, it was fofally different before the Festwochen worked there.

They are fesfing our In to the cify now because they wanf some new audience. II's
hard fo find the perfect theafre for your production. so somelimes they have o find

some new places, and you can't use the old.

Q10. How do you think the Wiener Festwochen works within the

framework of cultural/arts policies in Vienna?

The Wiener Festwochen has gotr such a long fradiion and works within the
framework of the polifical impact of a culiural nafion. Wiener Festwochen is the
prestige project of the city. They give a lof of money for if, and you don't know what
people in the organisation earn. Bondy is, for instance, one of the best paid of all
people working In the cultural field. There's never a discussion If they do something
wrong or right, if's never a doubf that they are important, so if's never a discussion

point.

Q11 Bul what about the Shclingensief episode, it created a lol of

discussion, right?

Al that fime there was a sfrange newspaper landscape in Ausfria. The  Kronen-
Zeilung is a fabloid newspaper that 80% of the Austrians read. And they think they
wanf fo make polifics, and they do. They want fo make poliics and wrofe a lof

about the Shclingensiefl production, and Haider used it fo make polifics.

Q12: Buf Schlingesief was not invited fo the festival again?
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He was invited again, so in that way the fesfival is quite aufonomous. This was a
very polifical fime when many were demonsfraling abour the government. Buf the

Festwochen was quite cool abour all this.

Q13: You use the expression “Making politics with art”, what do you

mean by this?

Auslria has always been defining irself by big artists. When the Festwochen sfarted
arfs was always used fo say that we are not bad nazis, we are just greaf
musicians, we are a neutral counfry, we don't like poliics so we are just an art
nation. Austria used this cultural self-image to gef rid of their dark pasf. We were

always the comedians.
Q14: Is this it still relevant today?

No, I has changed a lof. I is sfill important, bur in the former years that was all that
mattered here, people came o see the old buildings. Buf in the 80ies I changed @
lof, everything was closed in the summer. Now fhere are so many festivals, young

groups efc. Bur if you see the tourist leaflefs they come for the beaufiful,

Q15: Would you say that the Wiener Festwochen has got a lof of

competition from other festivals?

Yes, the Wiener Festwochen needs fo learn that they need fo compefe. Arfists
formerly performing af the Festwochen becomes a part of the daily Viennese
cultural life. I becomes more difficult for every fesfival fo bring something special. A
lof of young people are now working in Brut and Tanzquarter, before the

Festwochen had that monopoly.

Q16: What influence would you say that the Wiener Festwochen has

over the daily life of the Viennese inhabitants?

For example you have the cliché that there is a sfrong connection with the people of
Vienna and the Burghteater. They think if is their theatre, and if's the same with the
Festwochen, It is their Festwochen. Most of the Viennese inhabifanfs know abouf the

Festwochen even though they don't go there. So if is parf of their daily life, they
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know about it even if they haven't been there. Somefimes | think the audience going
fo the Festwochen is quite different from the audience going fo the Burghteater. Iis
cool going fo the festival. If Meg Stuart is in the Tanzquarter there is 50 persons, and

if she's af the Wiener Festwochen there are 300 —it is a coolness bonus.

Q17:. So whatl kind of audience do you fthink the Wiener Festwochen

has gol?

| would say that the audience is quite bourgeoisie because the fickefs are nof that

cheap. Buf there's also a lof of young audience | guess, so It is guite mixed.

I is difficulf fo write about if, because In fo the city is a small fesfival itself, it has so
many small programs. You don't have that big event, you could go o some
workshops, buf fhere's so much different sfuff going on, thaf you don’t know what fo

focus on.

Q16: The Mefropolis festival experienced that the critiques sent outf fo
cover the different performances criticised it on the wrong premises,

has this also happened for the Wiener Festwochen?

The Festwochen has got a lof of resources and journalists wriling for them. They
even send journalists abroad so thaf they can see the performances in advance. If
functions like this: | mef the head of the pr of Festwochen and fold her what | want fo
wrife abouf, so we made plons where they would wanf fo send me fo see

performances.

Q17. The fact thal the journalists then are indirectly paid by the

Festwochen, doesn’t this bias the critiques?

Yes, you could say thaf i is corrupt, and have an influence on what some
journalists write. Buf you also have fo look arf it in the light of the change in the
newspaper landscape: the newspapers before had much more money o send
people abroad, burf there is not money for thar anymore. So i is necessary for the
festival fo send the journalists abroad. You meef them and say you wanf fo do that
and go fthat, so they make plans so that everything is covered. So each of the

pigger performances are covered.
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Sample Name Institufion Funcfion Date/ Location
group fime
OBSERVER | Thomas | The Gap — Direcfor and music | 21.05.10 | Poslgasse 7,
Weber & | magazine for | direcfor Vienna
Stefan pop-culfure 10.00-
Nieder- and music 11.00
wieser

Q1: What is your relationship with the Wiener Festwochen?

Thomas: Basically the magazine started our as a music magazine, and ftwo years
ago we opened I op and infegrafed design and film. We changed the claim from
pop culfure fo glamour and discourse. And we fried fo gef the creative industries of
Vienna in fo if. Some people say that we don't know what we want cause we cover
so much. Regarding our relationship with Wiener Festwochen, we don't have a very
deep relationship with them. Bur they are one of the main culfural events in the

spring, so you can't gel around them.

Stefan:You always hear about the big opening, and the festival really has some
inferesting projecfs which came out of this classic high culture. Furthermore they fry

fo infegrafe new things fo the festival apart from only high culture.
Q2: What do you mean with new things?
Stefan: With the new things | mean for insfance the Info the cify as a new program.

Q3: I've heard thal the press basically ignores the “In to fthe city”

program?

Thomas: The classical media focus on the classical program. Buf two years ago
fhey contacted us and asked whether their program would be inferesfing for us.
Before that | had fried fo get around them a lof because | am nof that info the classic
fhealre world, and then if is easy fo gef around them. Buf | am part of this polifical
fhink fank of the sfare and here | leamed a historical lesson of the Wiener

Festwochen. The minister of culiural affairs of Austria is also part of this think fank
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and falked abour the Wiener Festwochen and how it had, in the pas, fried fo have
a connection with Viennese subculture. | didn't know that before. | gof fo know that
fhey had infensive relafions fo subculfural insfirutions lik e.q. the Arena incident, and
fhat’s hard fo imagine nowadays, because now i is very much a sophisticated arts
festival. And It is probably much foo high culiure and far away from the people in
the subcultural communities fo have the same level of communication. So i is

completely different today, buf I learned that it used fo be different,
Q4: Why do you think this change has taken place?

Thomas: Because it is much more an insfifution nowadays. And the different

scenes and culfural networks exist independently of each other.

Stefan: | think the people gel used o the fact thar the people listening o classic
music gels so much older, so thaf's why they have o gef a younger audience. In
the B0ies/70ies it was a different approach fo music. Vienna has gof a quite big
world music culfure, and fthe bourgeoisie culiural life in Vienna is quire big. Buf
younger people today are used fo listening fo subculiure, and even thought the
high culture media fry fto make them interested in classical music, they don't want fo

listen fo if.

Q5: So fthat's why fthey called you two years ago, to ask what they

could do to change this?

Yes, buf they were nof asking: whaf can we do?, it was more: look here! And |
hadn't looked atf Wiener Festwochen before. Before it was harder to ger around
Wiener Festwochen because it was occupying so much space in the culural
scene, bur now the cultural life is more dense. Buf | consider the Wiener
Festwochen positive, if brings fo the city performances that wouldn't be here
otherwise. IFis a big event for the culfural esfablishment, buf now there is so many
productlions that you can live withour if. OF course It is short sighted o see everything
as a markef, bur if you regard it as a markef there is so much you can culfural
consume, only foday I gof seven invitations for things fo see, and | don't have the

fime o see any of them.
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Q6: So that is also why you don’t have the fime to cover so much of

fhe Wiener Festwochen?

Thomas: We basically cover In fo the cily and *100% Vienna™ and “Lipsynch”. Bur

nol Wiener Festwochen as such, just special projects.

Stefan: For a magazine of this perspective, we hardly have any connecfion fo
confemporary music productions. What is specific for the music scene is that it is
gefting older. The Viennese thealre scene is said fo be very conservative: and that
Is posifive with the Wiener Festwochen: they bring in new productions and a has

gof a global approach fo theatre.
Thomas: | think the cross over projects are the most inferesting.

Stefan: Info the city had a project with bike frails: a workshops between theafre and
music. And the whole small fown they builr af Gumpendorfer sfrasse, however this
was a bif of rubbish compared fo the one af the Donau city fesfival. and more like a

sfreel party.

Q7: Do you think the reason why fthere is so litlle sub-cultural

program in the fesfival is because it is owned by the city?

Thomas: No, not af all. II's ke with the sfate opera house: whatever they wanf fo
do, they could never bring info the city subcultural sfuff. The Wiener Festwochen is
mainly a very big insfitution, it is really huge. II's a big brand. Considering people
fhat comes from subculfural backgrounds  taking part in the fesfival, it is probably
for them just a cooperation with the industry. The Wiener Festwochen gefs in confact
with people working with different projects, and this people look as the fesfival a s
an enabler for bigger projects for them. The festival is a big bracketr and platform,

compared fo what people are used fo.

Stefan: For a fesfival that big, they fry guite hard to renew themselves. How their role

within the next 15 years could be.

Thomas: Ifis kind of a posifive relict of far cultural past. And they fry fo sfand in

confact with confemporary culiure.,
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Stefan: The program fthey have is quife good. They could have brought in pop
cultural music and mix i with ethnological music, and bring them in. Bur this year
fhey focus on hip hop cullure and even managed fo gef hold of people

authentically representing hip hop culiure, so this way these projects really work.
Thomas: They fry and offen if does work.

Q8: But compared to Metropolis in Copenhagen, where it is made as
an alternative to the cultural policies, to point to need for
development, how does the fact that the Wiener Festwochen s
acfually owned by fhe city of Vienna and is a part of the cultural

policies have an impact of the festival?

Thomas: What is special for Vienna is this approach of cultural polifics. Like with the
Arena, I was a swofr and now if is part of the city poliics as an alfernative scene
financed by the city. The Wiener Festwochen is a relict of the past. Nowadays one
wouldn’t fake this amount of money and establish a big festival like this. So it is
really a big luxury. I's background is very social-democrat elifist. IF is very

independent.

Q9: Would you say that the audience of the festival is mainly from

Vienna or from abroad?

Thomas: | think the audience is mostly from Vienna. What is really interesting for me
and that | learmed from the tink fank, is thaf there doesn't exists any surveys abour
how the audience of the different festivals of Vienna inferfere, e.g. what audiences
visit what fesfivals and what festivals share the same audiences. So it is really hard
fo know where the audience comes from. Buf what is really surprising is that a huge
number of the audience af Wiener Festwochen (30-40%), doesn't visit thealres like
fhe Burgteater normally. And the opening of the Festwochen is one of the main

evenfs in Vienna.

And one last thing: What | appreciate is thaf they have got a big sfaff and the
ressources fo go abroad and look whats happening fthere. This is complelely

different to ofther cultural insfitutions in Austria. What is also important is that if is one
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of the few culiural events thaf are recognized abroad like for instance the Lipsynch

performance. Festwochen is a bright rademark outside Austria.
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No. Sample Name Institufion Funcfion Date/ Location
group fime
\/10) | OBSERVER | Elias The Infer- Researcherforthe | 05.05.10 | Schoffenfeld-
Bemer disciplinary Euro-Feslival gasse 69,
Centre for project: “Arts 10.00- | Vienna
Comparative festivals and the 11.00
Research in Europe,gn public
the Social cullure.
Sciences,
ICCR

Q1: Also | read that Euro-Festival investigate how festivals are a site

of democratic debatle, could you elaborate a bit on this?

| have a problem with fthis quesfion regarding a democrafic debate. Wiener
Festwochen doesn't have a very straighfforward approach/vision. The festival has
gof three different directors with their own different aims. Luc Bondy is, for instance,
an artist himself and a famous theatre and opera director. He is very famous in
Europe since twenty or thirty years, and comes from a specific generation of arfisfs
who then were undersfood as progressive. Bur he has a very classical
understanding of theafre. He is dedicated fo a thealre that is very canon oriented
and does nof wanf fo make experimental theatre. In an inferview he criticised the
new sfyle of theatre that has got this documentary character. It is nof thafr he does
nol allow fhis, buf he is not info tis kind of theafre. However, one should nol forget
that he brought Stephanie Carp fo the fesfival, she is very inferested in experimental
theafre, bringing extern people fo the theafre and to open it fo new audiences. On
fhe ofher hand she has a kind of eliist approach on theatre in thaf she is does nof
like pure enferrainment theatre. In her opinion she wanfs fo use fesfivals fo create
new art/theafre forms and bringing different forms of arf fogether. She wanfs fo make
fransmedial, frans arfificial and inferdisciplinary art. In my opinion this creafes more
polifical debate. Classic theafre is available all year long in Vienna, but WF wanfs fo

bring in big sfars that have nof been in Vienna before. Buf Carp also wants to create
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a festival cenfre as a meefing poinf belween audiences and arfists, because she
wanfs fo insfitutionalise this space for polifical debate. The different festival talks are
for insfance her work.,

u|

Then you have somefthing complefely different which is the “In to the ciy”
programme. Wollgang Schlag, who is responsible for this programme, is very
inferested in working with insfifutions and arfisfs in the city. He is not so inferested in
arfists from oufside. Mainly he is focused on working with Viennese people, buf also
community groups like the Russian or Asian communify. And he also intends that
he is creafing nefwork between different insfituions working in Vienna like
community centres and arts universities who are working all the year for them

selves.

The music director, Stephan Lissner, is in befween. He brought Schlag fo the
festival fto compensate for his very elifist view. And he is very interested in bringing
opera fo Vienna that wasn't seen here before. Like Avanf garde opera, the 20th
century opera. And he does very much this high-class opera which brings in a lof
of money so that he only has o puf up one or wo. He is being very crilicised for
fhat.

Q2: What about the press, how does if cover the WF? (I experienced
fthat regarding the Metropolis the press offen didn't undersfand the
performances or sent oul the wrong critic fo cover the different

performances.)

In fo the city is completely ignored by the press. IF is just menfioned briefly in less
than one paragraph in articles covering the festival. OF course the press is very
much focused on Bondy. A lof of them crificise if also, burf that is mainly in the
commentaries. They are very focused on the sfars, for instance when star actors
like Klaus Maria Brandauer plays the main part in a performance they have a lof of

pictures of him.
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If the performance is kind of famous they do not ignore if, but it depends. Last year
the Forum Festwochen had a focus on Turkey, bur the press did not falk abour this
very much, because all of these were smaller productions. And last year a very
inferesfing production called “the missing employee” by an arfist from Lebanon
was complefely ignored by the press although it was a big and polifical production.
I referred fo the sifuation in Lebanon, people being missed elc. and how the media

form a public opinion.

Q3: How does Carp take this? | mean, it must be in her interest that
all of the performances are well covered in the press so that the

wholeness of the fesfival (the red thread is visible.)

Well, Carp's main productions are covered very well. After the WF there is always @
conclusion, and in it her performances does very well. So if is more the underdog

productions that are ignored.

They have the means, buf fhey do not care if all performances are covered.

Q4: Do you fhink this has to do with the festival being owned by the

cify?

Here we have fo fake a look af the hisfory of the festival. The first leader was also

polifician.,

Now fhe economic director is the one that has the closest connection fo the cify,
because he has fo defend the fesfival economically. If is requested by the polifics
that the festival have a certain amount of fickel sales. So Wolfgang Wais is
inferesfed that there are nof foo many small underdog productions. The sponsors
are inferesfed in using public space. The big sponsors, especially A1 is very
inferesfed in the Into the City program. They do not officially give all their money fo
fhem, bur if this program didn't exisf they probably wouldn't give so much money.

The reason why they are so interested in public space is that it gives them bigger
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opportunities for advertising. In the theatre itself they cannot hang up posters, buf
fhey can in public space. Furthermore, the Into the cily program appeals o young

people which is also A1's fargef group.

Q5: This is interesting, because Melropolis experienced thal fhe

government was afraid of having performances in public space.

Yes, that is also the case for Vienna: the govemnment don't want fo have
performances in public space. Last year, for instance, there was a sfreet walk and
fhe direcfor fold me fthat there were problems with the city: In the last two days
before the performance the city councll forbid them to take the planned route
fhrough certain sireefs, and they had fo use the main sfreef insfead. For the direcfor
I was imporfanft fo go through a narrow sfreel, bur the city didn’t allowed this
because it would be oo loud/foo much noise or something. Buf this was exactly the
concept of the performance. And of course the poaliicions were not very happy with
fhis.

There was also the sfory of the Schlingensief container: This was back in 2000
when Auslfria had a coalifion between the right wing and the conservative party
ruling. Schlingensief put a container in the model of the TV-show Big Brother in front
of the opera and pur asylum seekers inside with posters saying “I love Ausliria”. Af
fhis fime Auslria had even golten sanclions from the EU against ifs right wing
government. The yellow press was very shocked by Shclingensiefs performance
and people went there o profest. I was a scandal. | don't think the city of Vienna
was very pleased abouf thaf. A journalist of the Standarsd said that this was the lasf
fime Schlingensief was invired o the WF. And Bondy gof a slap in the face for this
incident, Bur Christoph Sclingensief fold that he asked the city councillor for culfure
fo embrace him, he wanted fo present the close confact between polificians and
arfists. Buf I would not go that far as o say that they didn't invire him anymore.
Because the Kroningzeitun with the mosf readers they really outraged because of
fhis.
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Q6: Whal would you consider as being the greatest strength of WF in

ferms of how il might have an impact on urban development?

| think Schlags idea fo build up networks between insfitutions thar work fine but not
SO good fogether is one important thing. The ofher thing is creating this festival
cenfre, which is a very good idea because af least once in the year you would
have a place for arfists and audiences fo meef. This is nof so much an
infrastructure, buf i would be a highlight in the year of the city. If would be special. |
don't think there are many festivals thaf have the same amounf of money as the
WF. Ir'is a festival that has a long duration (one whole month) and has got a lor of
money. Also if they would build a festival cenlire, a lof of good things could happen

fhere after the fesftival was over.

Q7: Whal would you consider as being the greatest weaknesses of

WF in terms of how it might have an impact on urban development?

One of the major weaknesses or dangers is that all of the cultural insfifutions in
Vienna know that when the WF fakes place it is nof room for somefhing thar is not
WF in the culural life of Viennese people. So they all fry fo get info the WF without
having any inferest to network with ofther insfitufions. They just want fo pur the
program into it and have the label of WF in their program/on their posters. That's
whaf happens with the concert program. The music secfion can falk a bir fo if, buf
mainly ey do their program and puf their label on if. This questions the meaning of
the festival. However, Stephanie Carp said thaf she does not want this fo happen.
She is a director so it would be very lazy fo collect whar happens in the cily and puf
fhe label of WF on it. Buf one can undersfand fhese institutions: you're ouf of

everything when you are not in the WF.
RQ8: As we falked aboutf, the Wiener Festwochen has existed since the

1950ies, would you say fhat its vision have changed during the

years?
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As | menfioned earlier, for the moment there is nof coherent or sfraight forward
vision. There are different visions, although Carp is quite sfrong inside this.

The vision of the festival in the beginning was fo re-establish Vienna as the culiural
cily, signal thar Ausiria had nothing fo do with nafional socialism, and bringing
cullure back fo the people normally excluded from culture. Therefore, in the 50ies,
fhe fesfival was a collaboration between all the district councillors.

The 70ies was a very progressive era the director, Ulrich Baumgarier (1965-1977),
infended very much fo bring new forms of art/theafre fo the festival and organised
his own anfi-festival, which was the Arena -a place where young people met. It
confained off-theatre performances and rock concerts. After the festival, the city of
Vienna wanted to destroy the place, but it was occupied by young people and for
quire a long fime the spirt of the fesfival held on in this place. This was very
important for the scene of Vienna then. Buf then the young people leff It and the
plaoce was destroyed. However, Arena is sfill a place for alternative rock concerts,

but sfill not a part of the WF.

In the 80ies Helmur Zilk (mayor of the city from 1984-1994) was very much info
having something for everyone and much info crealing new infrasfructure for Vienna
pbecause he was a poliician. He really woke up Vienna (the Viennese culfural
scene was very sleepy and conservative and he wanfed fo change this.)

Then Ursula Pasterk became a director and was very passionate abour changing
the culiural environment, and also brought fine arfs to the festival. She brought huge
infernational exhibifions to Vienna and the fine arts scene was recreated. She
wanted fo gef our of “the holy palace of high culture” as she called if, and went for
instance fo the MuseumsQuartier and brought theatre there. This was a new idea
af the fime, and this was fthe inifiation for making the -Museum Quarter and creating
an urban living room. However, this is my personal inferprefation. In my opinion tis
was the sfarf of using this space like this. So in this regard you might say that Wk

cerfainly has sat its footprints on Vienna.

Q9: Festivals are important for the cultural policy in Austria, would

you say thal Wiener Festwochen is a resull of this?
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Yes, festivals are important for the cultural policies of Austria. WF and Salzburg are
important fesfivals. Bur | think that culfural policies are very much focused on high
culture. Again they spend lofs of money on the opera houses, theafres and more
representative arf forms. WFE has lots of high culture things also faking place in the
Burghtheater. And Steirischingerherbst festival is more orienfed to confemporary. So
of course WF is a product of the culfural policies of fesfivals. In comparison o
Scandinavian culfural policy that is very much into popular culture and has greaf
popular culture (rock and pop scene) and is very supported. In Austria for years

fhey have frying fo gef bmill euro in support, but this is sfill nof realised.

Q10: But it is funny, because in Danish cultural policies barely knows
what a fesfival is and is freafting it on the same fterms as theatre
insftitutions. And that is exactly why Mefropolis goes against the
already existing cultural frames, to break them and point to fields in

need of development.
Bur in that case you can't really say tat the two festivals are that different. And |

don't know if they understand what fesfivals are here either. As Carp said: don't

wanf fo make money on fesfivals, buf have fo fake info account the fickel sales.
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Sample Name Institufion Funcfion Date/ Location
group fime
\/11 | OBSERVER | Monika European Researcher and 31.05.10 | Posigasse 7,
Mokre Institure of cultural Vienna
Progressive | commentaror 15.00-
Cultural 16.00
Policies
(EIPCP)

| find the EIPCP a really interesting organisation...

Yes, EIPCP is very inferesfing, but if is rather advanced in theory. If regards cultural
policies in a more narrow sense, and if is more concenirated upon the European

level.

As you may have understood from my articles it is fypical for Austria that the

Festwochen is owned by the city. The cultural policies here are so state advanced.

Q1: You have informed me that festivals are not your field, and if you
freal them in your articles it is rather by doubfing the susfainability of

their effects. Could you explain more defailed what you mean by this?

Well, lef's put It in another way: | doubr that festivals may conlfribute fo the cultural
and economic life of a city. Seen in a historical perspective, the fesfivals were
mostly developed during the 70ies o get as many people as possible as
audiences. In the 70ies there existed this social-culiural paradigm with culiure for
everybody: everybody should go o the high arts because it was important. The
federal support was brought fo the provinces fo provide cheaper fickets. Buf this
was nof very beneficial, it is more important with education regarding the arfs. This
approach changed in the 80ies: when in the 70ies It was all abour bringing the arts
fo the audience, now if was more abouf bringing audience fo the arts. And | think
fhese evenfs over a short fime span don't do a lof for the whole development of the
cily. Bur we have fo think abouf what we want of the arts. | think the more interesting

arfs are those dealing with public conflicts, for insfance in public space and nof so
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much representative arfs. | could imagine that Wiener Festwochen is less flexible
fhan Melropolis because arf here is perceived as a representative thing, rather than
dealing with conflicts and problems. II's a fradiional way of thinking in Auslria, and

fhis way of thinking even applies fo the fesfival.

Q2: Don't you think the culfural policies then push the festivals in this

direction of being more representative and less innovative?

Pracfically thinking | don't think this is the case as fthe cily never will withdraw the
founding for the Wiener Festwochen. When somefhing is thaf old and well-known
the usual scenario is that the money is coming in anyways. So | think the artistic
decisions are nof of a very high degree influenced by the city. This is more relevant

when i comes fo audience and adverfisemen.
Q3: What aboul the Soho in Ottakring festival?

This is more inferesling. I's a completely different approach. If sfarfed up with
recognising a problem within the city. Of course the area is now getting genirified -
wrofe abour this area in 1999 and anlicipated genirification, however as everything
Is developing really slow here in Vienna, it took them more than fen years before the

iris

genfrification appeared. So tis is inferesting and completely different,
concenirated on the audience from fhe area. If fries fo make a difference for thaf
part of the city. Buf the Soho-festival is really all the fime sfruggling with money.
They gef money from the city and the chamber of commerce, buf because of the
goals of the fesfivals (e.g. defeafing racism efc.) a different inferest has fo be
considered. For instance: this time the right wing wanted the subsidies o be

withdrawn, so they have fo be much more precarious.

Q4: You say that the Soho Oftakring is a political project, the same is
also the case for the Wiener Festwochen as it was established as a
polifical project in 1951, But in your arficles you state that culture is

no a good starting point for a political project. Why do you think this?

The question is what art can confribufe with. In a way | think that what it can do is

rather pointing fo and showing conflicts than solving them. So you gel close fo
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becoming a social worker or a commercial worker. Creafivily is a sort of shortf circuif
befween arts and economy. So arfs can do something for a climate. This is frivial,
bur | think that there is more inferesfing ways of doing that than if you present @

cultural herifage.

Q5: You also state that there is a specific relationship befween

politics and the arfs, what do you mean by this?

Yes, this relafionship can be fraced down fo the end of the monarchy and before
the World war one when Ausltria had fo define itself. And this redefinition was very
well based on the cultural past. So many famous artisfs in tis counfry are always
relafed fo the sfate, they look fowards the poliics and are always dealing with the
poliical system. Everywhere, polificians go as audiences fo performances and
openings fo show ftheir culiural approach. This is a special feafure of Ausfria and
maybe best compared fo France where the sfate is also very actively engaged with
fhe culiural life. Also regarding the way of organising the culfure: the arm lengths
principle is almost complefely un-known for Auslria. Also there is a difference if you
go oufside Vienna, fo the provinces. | was in a board deciding upon cultural
expenditure. One province suggested fo the board a Mozart fesfival -which | thought
was completely uninteresting. We were told we had two opportunifies regarding the
festival: Even we would give money or the mayor would do I if we refused as he

really like the idea.

Q6: You describe Austrian cultural politics as cenfralised top-down
projects with no acknowledgement for popular culture, could you

elaborate a bit more on this?

Austrian culture focus on culiural herifage and high arfs, buf the whole furm fowards
popular culture (like with the cultural sfudies) more or less didn't come o Austria.
Only in terms of academia, so tis is a huge difference in the discourse. In Austria
you have the commercialized popular culture and the high arts: the affitude is that if
I is not subsidized, if cannof be good arts. On the ofher hand there is surprisingly
lifle discourse on the arts as such. In Germany you have huge *foliefong” of

performances and groups, you don't find this in Austria. This also leads o things
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peing scandalized in Austria, which isn't ofther places. For insfance you had the
scandal with the swinger club in the secession: First of all there had already been @
scandal there according fo the Beethoven frieze that was criticised for nof being the
right way of dealing with culfural herifage. A Swiss arfist wanted fo deal with this
question by putting a swinger club in this room. OFf course there was a huge debafe

whether this was art. Normally this is a kind of debate thaf no one goes info.

This is a strange thing: art is a good thing and should be subsidized by the state,
and in this way it is faken ouf of the public discourse, if is rather perceived like
religion. IF can't mingle with the everyday discourse. And what is also inferesting:
The city put a lof of money fo the arts, buf the other cilies of the provinces don't. So
fhe sfate is the main financer in spife that it is supposed fo be dealt with in the
provinces. If you look af the money I is not even slate centered, If is also
centralised. This also leads fo that sponsoring is nof big here. The sponsors are of
fhe opinion that cultural things should be financed by the state. Buf | think the
fradiional view on how fthe arts should be financed by the sfate poses some
qguestions. When the debate abouf sponsoring starfed in the 80ies, nobody knew
how fo deal with I, so the sponsors gof huge possibilifies fo show themselves for @

lifle amount of money. In this regard Austria was very naive.

Q7: Would you say fthat the trend of commodification and

commercialisation of culture is relevant in Ausfria?

| think this comodification starfed with the fesfivalization, with geffing this huge
audiences. There is the old discourse thaf arf is good and that is why we have i,
and fthere is a new discourse: thaf it has fo be a commercial success. As for
instance with the Cafs anecdote, which is an example of the commercialisafion

going a sfrange way.

Burin the 90ies, like everywhere else, the debate abour the creafive industries came
oufr with the right wing and conservative party in the government. And the Creafive
industries developed. In the Museums Quartier there is these small enferprises thaf
is defined like the creative indusltries. The idea was that nof only exhibitions of arts,

bur also production of art should be there. And it didn’t work at all. I cannot work in
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fhis space first of all because of the expensive rents. Also the shops are iImpossible
fo find for fourisfs efc., buf you cannof open the building up so that the shops might
become more visible because the preservation of the building is the most important
fhing as it is a historical one.  So ii's not possible for synergies to appear there
pbecause those who are there are the ones that can afford if, so there's no mix of
different creative industries. Rather the creative indusltries developed in parts of the
Gumpendorfer Sfrasse. And here there are some projects creafing workspace:
huge office space for people fo be and work. This is much more successful than

fhe Museum Quarfier.

SO credfive industries developed since the 2000. Buf the poliical discourse
emphasizes that the promolion of creative industries is complefely different from
subsidising the arfs. And this is frue. Buf on the other hand | think it is related o the
fact that smaller cultural inifiafives fight harder and harder for money. There are
small culiural inifiafives (like for insfance inifiafives where theafre and music are
combined with independent kindergartens) that have o close down because of
lack of money. This is a problem because of the lack of discourse. And you have
fhe flagship insfitufions that you cannot fouch, bur the small inifiatives have fo close
down. So the money goes fo cultural industries and nof small cultural inifiatives —this

Is a sign of commodificafion.

I you want creative industries, the best way of doing if is not like here in Vienna. You

have the Departure (www.deparfure.al) who supports projects. If you want o

develop a cultural inifiafive it is not sufficient fo focus only on projects, you have fo

have the infrasfructure.

Q8: In the vision of the Wiener Festwochen they focus upon creativity
and making Vienna creative, would you say that this goes together

with the strong focus upon the creative industries?

Culural fourists are imporfant here. Buf | don't necessarily think that the cultural
fourism has o do with fesfivals, because people would come anyways. | cannof
imagine how you could fest if. If you look around what tourists do, we have all the

museums efc. So if it is only abouf fourism | would say we do not need the fesfival,
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Q9: Would you say fthal the fact that Wiener Festwochen is 100%

owned by the city influence the festival?

If i was nof owned by the cily and organized as an associafion getting money from
fhe city, | don't believe it would make any difference. | agree that it is a strange
constellafion that it is owned by the city, buf the point is rather where the money
comes from than who is the owner. If the money came from the federal republic if
doesn't make i more different, apart from that they would have fo fill in different
application forms efc. So in this way | don't think it is sfupid for the festival o be
financed by the city as it makes the administrative procedure easier. Buf it might
influence fthe private engagement. There are no incenfives for insfitulions fo look for
sponsoring. A thealre leader fold me thar with sponsor money you don't know

whether you gef if or not, while you are more “safe” regarding state support.

So from an economic point of view it would be interesting fo ask if they could
increase the economy by higher prices or more audiences. And then if the cify

could influence in terms of financing and not in ferms of arfistic confent.

A general problem nowadays is that insfifutions are evaluated. Which is nol a bad
fhing in ifself, because they use a lof of money from the sfate, and you need fo see
where this money is going. Buf the evaluation criteria are the problem: The mosf
sufficient criteria for evaluating are numbers (financial and audience numbers) so
you have fo look af numbers to evaluate. And if this is whar they ask for, you
concenfrafe on fthat, and for instance nof, like in the case of museums, on
academic research or exhibiions. This leads fo the fact thar all museums show the
same exhibifions. For insfance the Albertina who have the mosf important collection

of graphic work, now what they show is Van Gogh.

Q10: If you should point oul one factor of the festival that could

contribute to urban development, what would that be?

One thing | think is public space, and how fo deal with it. Then you have to make it
concrefe with what is a public space. II's nof abouf working with an already
established public space, like in the Museum Quartier, it is more abour defining a

new public space. The queslions are what are the aims of such a fesfival. If you
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consider a complefely different sef-up than the Wiener Festwochen with e.g. young
arfists from Vienna this could be more inferesting. You could also think of combining
fhis with audiences coming from the more high-culfural performances of the Wiener

Festwochen.

There was also a debate abour the Tanzquartier, where local dancers wanted fo
ger a job there, bur the director wanfed infernational development. IF was important
fo show the Austrian audience whal happens infernationally, bur if is also abouf the
dancers o show themselves. Buf | think of public space, and in a more absfract
ferm public spheres. Bur | am a bif doubfful abour that. I've worked with cultural
capitals, which is also an ephemeral phenomenon. | don't think the cultural capitals
have anything fo do with European infegration. And the art and culfural scene did

nof benefit from i anyway -even the local scene suffered.
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