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HOW TO WORK WITH THIS MANUAL

CENTURY OF THE ARTIST
9) Can you sustain yourself or yourself and members of your family with your artistic
work/knowledge? If yes, is it independent from support related to inherited social capital or
material resources of your family?
1 0) How do you relate to concrete political and systemic changes, has in your opinion the
transition in Central and East European countries from the previous to the actual political and
economic system been generally positive or negative? Has it proven positive or negative for
your colleague artists, cultural workers or other social group you belong to and work with?
How has it affected your family and class it belongs to? What in your opinion were the general
effects on society as a whole?
Can you otherwise express some of your standpoints on this matter in a few sentences?
1 1 ) Do you have time for concrete political work next to your artistic practice? Are you satisfied
with the political impact of your artistic work?

)

Century of the Artist offers a manual how to work, alone or as a group, on the issue of
class and classism. We suggest to jointly create space to exchange about and to reflect on
how class has manifested in our life and work as artists, in our educational and professional
choices, and in our current class position from a subjective, autobiographical and narrative
perspective.
Century of the Artist consists of an enquiry, a workshop and a poster.
In order to open up a subjective perspective on classism in art, we developed a
questionnaire and asked approximately twenty colleagues to share subjective memories and
reflections with us at the outset of this work. We developed preliminary exercises on the topic.
On October 8th, 201 7, we held a workshop for cultural workers in Berlin in which we tried
out the exercises you find documented here. This poster is meant to bring together resources,
inputs and exercises, which can be used to reflect on issues of class in the art context and
which functions as a manual how to hold a workshop yourself.
We have been working with several sources to create methods and exercises.
First, in order to underline the choice to approach class from a subjective point of view
and making class tangible as a daily, lived experience, we point at interventions into classism
during second wave feminism, which Julia Roßhart describes in her book 'anti-classist
interventions in the women’s and lesbian movement in the 80ies and 90ies in West-Germany'.
Secondly we use excerpts from Didier Eribon’s book Returning to Reims, an autobiographical renarration and yet sociological analyses of the forced process of exiling from
his working class background in the course of becoming an academic. We work with these
excerpts to become more aware of the subtle working of classist divides, for instance in our
educational choices.
The third source we work with are the responses we received from cultural workers
who answered to our questionnaire. Edited excerpts of these responses are printed inside of
this poster. All responses can be downloaded as a textbook at www.centuryoftheartist.org
8) Looking at our social position more generally: Most artists have privileged middle-class
backgrounds. Most artists could choose for this profession because of financial safety provided
by family background, partners or society. Many artists have been introduced to the places and
rites of high art already through their family background at a young age. What role did that
pre-selection play in your life and professional choices? How would you describe your social
surrounding in view of privilege and class today?

)

COLOPHON
Century of the Artist is developed by Sönke Hallmann and Inga Zimprich. It takes place
in the frame of The Glitter(y) and the Misery of the European Middle Classes, a project
curated by Nebojša Milikić, Livia Pancu and Florin Bobu at tranzit.ro/ Iaşi, 201 7.
We would like to thank all cultural workers who have responded to our questionnaire
for their effort and commitment, amongst whom Janine Eisenächer, Katharina Koch, Zofia
Nierodzinska, Livia Pancu, Vahida Ramujkić, Margarita Tsomou and those colleagues who
remain anonymous.
The Century of the Artist Workshop took place on October 8th, 201 7 in Berlin. We
would like to thank the participants for their openness to engage with the topic and for their
critical feedback: Ania Corcilius, Jana Doudova, Janine Eisenächer, Zuzana Jakalová, Hana
Janeckova, Alice Münch, Zofia Nierodzinska.
We would like to thank the German Cultural Center in Iasi for supporting this work.
The title of the project refers to the BBC documentary The Century of the Self (2002),
by Adam Curtis.
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In the book ’anti-classist interventions in the women’s and lesbian’s movement of the
80ies and 90ies in West-Germany’ Julia Roßhart describes the different attempts at making
class an issue amongst feminists. Class, just as racism and anti-semitism, was often not thoughtout, made visible or discussed within the West-German women's movement, often neglected
due to personal defense mechanisms and/or covered up under the principles of equality and
sisterhood, which omitted differences. Yet „denial of class difference leads to feminist policies
which exclusively serves the interest of white, bourgeois women“ writes Ilona Bubeck in
Distant Relations, one of the rare publications which addressed racism, anti-Semitism and
classism in the (West-)German women*’s movement, largely inspired by activists of color like
Audre Lorde and May Ayim, who conceptualized intersecting discriminations. The
interventions Julia Roßhart describes may help us to acknowledge the difficulty to recognize
class if we are ourselves privileged and may offer us valuable hints where to look and what
to sense if we would like to become more aware how class relations manifest in our lives.
Anna Knupp-Rabe writes in Distant Relations about the founding of a Berlin Prolo
Dyke group, a base of self-empowerment of working class lesbians. The group establishes a
Redistribution account to which wealthy women* pay in and others in need can withdraw –
both anonymously.
Julia Roßhart reports that at the traditional annual feminist resistance camps in
Hunsrück members of a Prolo Dyke group established an ALDI-kitchen, a collective kitchen,
which served food cheaper than in the kitchens run by other collectives.
Birgit Cramon-Daiber, Monika Jaeckel and Barbara Köster published a conversation
about class difference in the publication Sister Quarrel (Schwesternstreit) in 1 983. In their
conversation they unravel memories of their respective homes: Which newspapers were read,
what role money played in the family, whether they went on vacation, earned money
themselves etc. This engagement with biographies, upbringing, experiences of classism,
educational choices and internalized values and judgements helps to define moments and
effects in which class is tangible.
Some tangible/lived indicators of classism may be:
– speaking about money/not speaking about money (‚money is not an issue‘ in the
middle class, counting, calculating is considered working class)
– being too loud (laughing, joking, talking too loud is considered working class in
comparison to silence and decency as middle class behavior)
– good taste concerning clothes, food, music, lifestyle are means of distinguishing and
devaluating the working class by the middle and upper class
This workshop intends to trace moments of classism as they manifest in our lives, both
consciously and unconsciously. You might ask yourself or discuss in the group: When
reading these examples of feminist anti-classist interventions, do you recognize
parallels to your own position? What are recurring patterns in conversations and
groups that you are part of in which classism manifests itself? Has class been an issue
with friends and colleagues before? If yes, how has it been brought forward?
FEMINIST ANTI-CLASSIST INTERVENTIONS
1 ) In this question we are interested in the time when you first decided to become an artist: Do
you remember a particular moment in your life when your political desires and your wish to
actively create something in society came close to the image you have had of an artist? Please
try to recall what image of an artist you had when you chose to become an artist. What seemed
possible and desirable about being an artist? What kind of political influence or social
relevance seemed attached to that role? What were your primary
political/personal/subjective/coming of age struggles and concerns at that time?
2) This question inquires about the time of art education. In becoming artists we learn the
unspoken canon of contemporary art gradually and subtly. This concerns our implicit
knowledge about relations and power, behavior and values as much as the knowledge of
artistic forms, proceedings and gestures. (Western) Art schools such as modernism, formalism,
conceptualism, minimalism and abstraction are learned and internalized in the course of artistic
education. They are no neutral formal language but reproduce values, power structures and
regimes of literacy. Can you recall a situation of implicit learning in becoming an artist and
describe it here? What did you learn? Did you have to unlearn something in return? Was that
what was learned and that what was unlearned expressed and described? Did you realize then
what you were learning?
3) Again this question takes a look where and how you were introduced to contemporary art in
a professional way. How were values and proceedings of contemporary art thought in your
professional education? Have there been major institutions or protagonists who thought,
mediated, embodied contemporary art? Has contemporary art been mainly mediated outside of
the traditional institutions for instance? Or did you for example attend one of the academies
which at the start aim to break the self-confidence of their students in order to build it up anew
from scratch? Can you describe the implicit canon of values of the institutions and methods that
were significant in your education?
4) We are interested in your more refined choices for specific artistic practices in the course of
your professional development. Has there been a political form or practice of contemporary art
which seemed most suited to you to express political content? Do you recall how you learned
about and got in touch with protagonists of these practices in your work? Did you have idols,
people to learn from, look up to? What have you learned from them? What is your perspective
on them today (e.g. as political artists)? Do you currently favor an artistic format as politically
activating?
5) This question concerns the formats we have come to naturally accept as forms of
contemporary art. Which forms, thought patterns and logics of producing contemporary art
have become natural to you? Are there specific formats you often employ or have you become
used to plan your work in a particular manner? How do these proceedings affect and shape the
way political desire and content takes form in your work? How would you describe your
relation to political content in your work today?
6) This question concerns the present. If your artistic practice has political aspects and topics,
which are they? How do these topics relate to your actual working conditions as an artist? How
would you describe your relation towards your colleagues from a political point of view?
7) Our encounters in the art context are often mediated through funding apparatuses and
selection processes which largely function along categories such as nationality/country of
origin/residence, race and gender. The art field is characterized by racist and sexist exclusions.
Despite individual political intentions, these categories partake in our interactions, we are often
involved in reproducing them. In how far do these mechanism shape and determine your
encounters in the art context? How do they determine the way you relate to colleagues? What
concrete engagement, interaction, strategic interruptions are you lacking?

If you would like to use this poster for a workshop, it could look like this.
Have a short discussion or input to clarify the approach of the workshop:
– the workshop intends to create space to approach class from a subjective
perspective
– dealing with personal experiences and our biographies requires trust and generosity
towards each other
– experiences shared in the group are confidential
– experiences of discrimination are not put into question
– sharing thoughts and experiences is always voluntary
– if you don't feel like doing an exercise, drop out and join in later again
– the workshop requires no previous knowledge about class
(1 5 minutes
Have an introduction round in which everyone introduces themselves and gets to speak
about her*his*their interest in the topic.
(1 5 - 30 minutes)
Read the input on feminist anti-classist interventions as additional input followed by a short
discussion.
(1 5 - 20 minutes
Exercise #1
Each participants is asked to individually and silently reflect upon or answer the first two
questions of the questionnaire. Take ten minutes per question. After twenty minutes form pairs (for
instance by counting, so that all one’s, two’s, three’s … up to the required amount to split the
group in pairs … go together) and take another 1 0 to 1 5 minutes to exchange. It is important
that both get to speak.
(45 minutes)
Exercise #2
Jointly read the quotations by Didier Eribon. Take enough time that everyone can read all
excerpts. Form small groups of three (for instance by counting) and select a text fragment your
group wants to start with. Allow twenty or thirty minutes time, in which the small groups can work
on one or several fragments as they like. Come together in a big round and share your
experiences and insights.
(one hour)
Exercise #3
Download the textbook which summarizes the answers from our enquiry at
www.centuryoftheartist.org. The quotes on the backside of this poster stem from these answers.
Each participant selects one subjective account and takes time to study the person’s answers. Try
to look for moments of recognition and resonance. Renarrate this person’s choices and ideas to
the entire group. Try to focus on the strategies this person developed – maybe dealing with
privilege and precarity, with political hopes and personal exhaustion. Finally discuss the
strategies you recognized in the group and relate them to your personal choices.
(30 - 45 minutes)
Make time for a check-out round in which every participant gets a chance to speak
without being interrupted in order to reflect on the workshop and share how they feel.
(1 5 minutes)

For further reading:
Hügel, Lange, Ayim, Bubeck, Aktas, Schultz (Hg.): Distant Relations, Orlanda Frauenverlag, Berlin, 1 993.
Tanja Abou: Prololesben und Arbeiter*innentöchter, Migrazine, http://www.migrazine.at/artikel/prololesbenund-arbeiterinnent-chter
Julia Roßhart: Klassenunterschiede im feministischen Bewegungsalltag. Anti-klassistische Interventionen in der
Frauen- und Lesbenbewegung der 80er und 90er Jahre in der BRD, w_orten und meer, Berlin, 201 6
Ilona Bubeck: Eine neue bürgerliche Frauenbewegung? In: Hügel, Lange et al: (Hg.): Distant Relations, Orlanda
Frauenverlag, Berlin, 1 993.
Anna Knupp-Rabe: Für manche sind es Brüche, für uns Aufbrüche. Die Geschichte einer Berliner
Prololesbengruppe. In: Hügel, Lange et al: (Hg.): Distant Relations, Orlanda Frauenverlag, Berlin, 1 993.
Cramon-Daiber, Jaeckel, Köster, Menge, Wolf-Graaf: Schwesternstreit. Von den heimlichen und unheimlichen
Auseinandersetzungen zwischen Frauen. Rowohlt, 1 983.

QUESTIONNAIRE

QUOTES DIDIER ERIBON

RETURNING TO REIMS

'When I went to enroll in the humanities and social sciences division at the university, I was torn between
choosing English and Philosophy as my subject. I chose Philosophy, which seemed to me a better match
with the image I had of myself, and which would henceforth be central to my life and to the shape of the
person I would become. In any case, I took a lot of satisfaction from the choice I made. It gave me a kind
of naive happiness to now be someone who was “studying philosophy.” I had no knowledge of the
existence of the prestigious Grandes Écoles in Pairs, with their competitive entrance exams, nor of the
preparatory courses for them, called hypokhâgnes and khâgnes. In my final year in high school, I didn't
even know such things existed. It is not just access to these institutions that was, and still is (perhaps to an
ever greater extent) reserved for student from the privileged classes. The simple knowledge that such
possibilities exist its even unavailable to many, with the result that I never even considered them as a
possibility. When, already enrolled at the university, I did finally hear people talking about these kinds of
possibilities, it seemed to me–how naive I was!–that I was in a better position than anyone who would
have chosen to continue studying within the confines of a high school–what a strange idea it
seemed–after they had already passed the Baccalaureate exam, instead of immediately “going to
university.” That seemed to me the most obvious aspiration for any serious student. Here again we can
observe how a simple lack of knowledge regarding the hierarchical structure of educational institutions
and a lack of understanding of how processes of selection operate might lead someone to make
counterproductive choices, to choose paths that lead nowhere, nonetheless imagining they are lucky to
have gotten to a place in which people who know what they are doing would be sure never to end up.
This is how people from less advantaged classes end up believing that they are gaining access to what
has previously been denied to them, whereas in reality, once they have that access, it turns out to mean
very little, because the system has evolved and the important and valuable place to be has now shifted
somewhere else. The process of being pushed out or excluded may here be happening more slowly, or
happening at a later date, but the division between those in dominant positions and this in dominated
ones remains intact. It reproduces itself by changing location. This is what Bourdieu calls the
“displacement [translation] of the structure.” What has been labeled a “democratization” is really a
displacement in which, despite all appearances, the structure perpetuates itself, maintains itself with
almost the same rigidity as in the past. (page 1 78f.
Exercise/Question
Try to outline which course of education has been accessible to you, which ones you chose, which
remained hidden or unaccessible to you or which have been hidden or unaccessible for other.
Which informal knowledge about social hierarchies existed in your family and how have they
influenced your educational and professional choices?

'Back when I was young, to be honest, I wasn't so concerned about the implacable harshness of the
conditions of factory work–or I was concerned only in an abstract kind of way. I was too fascinated by
all I was discovering about culture, about literature, about philosophy to spend time thinking about what
was going into making my access to these things possible. Indeed, it was quite the opposite: I resented
my parents for being who they were, for not being the interlocutors of my dreams, or the kinds of
interlocutors some of my fellow students had in their parents page 87
Exercise/Question: Which material resources did your study/education require? Where did these
resources come from/ who provided them?

'

)

.'

(

)

'So as the child of a worker you experience in your very flesh the sense of belonging to the working
class. When I was writing my book about the conservative revolution in France, I checked several books
by Raymond Aron out of the library. The ideologues who, during the 1 980s and 1 990s, had it in mind to
impose the hegemony of right wing forms of thought on French intellectual life at that time quite
reasonable claimed to be his followers. As I skimmed over a few samples of the shallow, lifeless prose of
the pompous and tedious pressor, I came across the following sentence: “If I make an effort to remember
my ‘class consciousness’ from before I began studying sociology, it is barely possible for me to do so
without the gap of the intervening years seeming to me to render the object indistinct; to put this another
way, it does not seem to me to have been established that every member of a modern society has the
sense of belonging to a clearly defined group, one called a class, that exists within the larger social
whole. The objective reality of society's stratification into groups is undeniable, but that of classes
conscious of themselves is not.”
What strikes me as particularly undeniable is that the absence of the feeling of belonging to a class is
characteristic of children of the bourgeoisie. People in a dominant class position do not notice that they
are positioned, situated, within a specific world (just as someone who is white isn't necessarily aware of
being so, or someone heterosexual). Read in this light, Aron's remark can be seen for what it is, the naive
confession offered by a person of privilege who imagines he is writing sociology when all he is doing is
describing his own social status. (…)
I can't help imaging that there was a cleaning lady in the home Raymond Aron grew up in, and that
when he saw her it never occurred to him that she was “conscious of belonging to a social group” that
wasn't the one he belonged to (…).
Richard Hoggart is right to insist on the obviousness of the circumstances in which you live for anyone
who belongs to the working class. The difficulties of daily life recall them to you at every turn, as does the
evident contrast with the living conditions of other people.' (page 99f.
Exercise/Question: Recall experiences which resonate with this narrations, like moments of
becoming aware of own privileges or experiencing discrimination.
)

'Learning to be studious, to be scholarly, with all that involves, was a slow and chaotic process for me:
the discipline required–both of body and of mind–is not something one is born with. It takes time to
acquire it if you are not fortunate enough for that acquisition to have been encouraged in you since
childhood without you even being aware of it. For me it was a true process of ascesis: a self-education, or
more exactly, a reeducation that involved unlearning everything I already was. What was a matter of
course for others was something I had to struggle with day after day, month after month, working anew
each day to find ways of organizing my time, of using language, of relating to others, that would
transform my very person, my habitus. The process would place me in an increasingly awkward position
within my family, to which I returned each evening. To put it simply, the relation to oneself that is imposed
by scholarly culture turned out to be incompatible with the way people behaved in my world; the
educational process succeeded in creating within me, as one of its very conditions of possibility, a
break–even a kind of exile–that grew ever more pronounced, and separated me little by little from the
world that I came from, the world in which I still lived. Like every situation of exile, my own contained a
certain kind of violence. Perhaps I wasn't aware of it, given that I consented to having it inflicted upon
me. In order not to shut myself out of the educational system–or to be expelled from it–I had to shut out
my own family, the universe from which I came.' (page 1 66)
Exercise/Question Do you recall physical transitions into your life as cultural worker, artist,
activist, intellectual? What is the bodily/physical/corporal reality of your current work? What
time spans does it cover? For instance academic writing, long or short term projects or
employments, work with deadlines etc? Do you recognize observations which Didier Eribon made
concerning the process of adopting scholarly discipline, time and bodily regime?
:

'I may have been Marxist, but I have to say that my Marxism, like my engagement on the left, was
perhaps little more than a way of idealizing the working class, of transforming it into a mythical entity
compared to which the actual life of my parents seemed utterly reprehensible. They were eager to get
their hands on all the products consumer society was making available and all I could see in the sorry
state of their daily life and in their aspirations for forms of comfort that had long been denied them was a
sign of their social “alienation“ and of their misplace aspirations to join the middle class. (…)
My youthful Marxism was thus a vector for a kind of social misidentification: I glorified the “working
class“ in order to put more distance between myself and actual workers. While reading Marx and
Trotzki, I imagined myself at the avant-garde of people. But really I was finding my way into a world of
people of privilege, into their kind of temporality, their modes of subjectivation: the world of people who
had the leisure time available for reading Marx and Trotzki.' (page 90
Exercise/Question: Which contradictions between for instance critical theory, political claims
towards your own practice, your own artistic practice and your immediate social surrounding or
society in general do you recognize from own experience? Did you experience knowledge and
social position you acquired as a means to distinguish yourself?
)

(Didier Eribon: Returning to Reims, Semiotext(e), 201 3)

author, dramaturge, 40
Yes, one of the most striking learning experiences of mine concerning
the art field was the first semester in the course ‘introduction into
contemporary art’. Already in the first sessions we were taught Bourdieu’s
Field Theory and the Habitus Concept. Although Bourdieu’s theory was
supposed to be a useful tool to dismantle power- and class-structures in
different disciplinary fields, we were taught the theory in order to position
ourselves the best way possible for the competition in the art field. We learned
that in order to compete we have to know the ‘currency’ of the art field, we
need to know with whom we want to be associated with in order to succeed
and for that we need to strategically act out a certain habitus, (…) who to
quote and who not to quote, (…) what kind of terminology and the wording
itself, or even what clothes we should wear or how our hair should look like. I
experienced these lessons as violence and to use Bourdieu to be strategic in the
competition of the job market made me angry… But still they marked my
whole approach to the art field till today… That is functionalist and also a bit

cultural worker, 37
This unspoken canon of the contemporary art was NOT learned by me
in the art university but, in the context of Iași having the first biennial of
contemporary art in Romania, by the several international networks of
professionals intersecting each other in Iași. In many instances I have been
taught that there are standards in international contemporary art producing and
productions that are not clearly expressed, but that cannot be realized in Iași:
exhibition making related issues, equipment, printing conditions, packing, art
transportation, etc. In the contemporary art history in Iași there are only few
among many international artists that credited Periferic Biennial as the
producer of one’s work in the later international art circuit of the art work.

artist, 40
At the art academy I was not cool enough for the feminists. Did not
take enough space, should grab things first and not be so polite and ask etc.
The topic played a more important role than before, to contextualize my work.
What I learned from the working class had gradually vanished into the
acceptance of the bourgeoisie culture and middle class privilege. (…)
Then, I was in Hackney, London, for a summer, assisting a professor
with a relational aesthetic project, which was also an art form that was popular
then. One day, while walking home, I was dragged into a scenario in the park I
was passing by each day. A group of maintenance workers in the park spoke to
me and welcomed me to hang out and watch them work in the afternoons,
strangely enough. I listened to stories of exploitation, wages and how stressed
they were of winning various competitions in gardening. I was invited there
with their consent and support actually.
Here, I can see today, was the first time I reconnected to my own
social background during 4 years of study and I did that on my own. The sum
of this is, that no teacher actually discussed class the way one could have
expected or thought. I did it on my own. They did not pay attention, of course,
having their own agendas. Site specific art or conceptualism did not help me.
People often applied the middle class perspective when entering the studio.
The things that I did on my own brought me to where I am today. Always
moving - because I do not feel comfortable, which is also why I am burned
out. The class travel I have made has played a large part in a negative health
spiral.

This question inquires about the time ofart education. In becoming
artists we learn the unspoken canon ofcontemporary art gradually and subtly.
This concerns our implicit knowledge about relations and power, behavior
and values as much as the knowledge ofartistic forms, proceedings and
gestures. (Western) Art schools such as modernism, formalism, conceptualism,
minimalism and abstraction are learned and internalized in the course of
artistic education. They are no neutral formal language but reproduce values,
power structures and regimes ofliteracy. Can you recall a situation ofimplicit
learning in becoming an artist and describe it here? What did you learn? Did
you have to unlearn something in return? Was that what was learned and that
what was unlearned expressed and described? Did you realize then what you
were learning?

cultural worker, gallery director, 32
I suppose that in my young age (primary school) I connected being an
artist with a strong subjectivity, with somebody who exists a bit ‘outside’ of
the whole ‘normal’ society. Artists, designers, musicians appeared to be more
free and independent than the rest of hard-working people I saw on the streets
of my hometown. At that time I ‘discovered’ Coco Chanel through my
mother’s women’s magazines, like the English edition of Vogue and German
Burda. I was in love with her, with ‘Western’ fashion, which she represented. I
didn’t think about artists as somebody engaged with politics, rather somebody
who can allow herself or himself to be autonomous.
My first art teacher was a woman, a wonderful person and also my
aunt, who painted herself, made collages and sewed beautiful clothes out of
very ordinary materials. They both looked different than the rest of women I
had contact with at that time in a provincial town in the East of Poland where I
grew up. I suppose that I started to paint, to wear ‘arty' clothes and listen to
grunge music on MTV, because I wanted to be a part of this virtual (almost
not existing in my hometown) international society of artists, special creatures,
who looked a bit like my aunt, sang like Alanis Morissette and dressed like
these airy, androgynous figures from Vogue.
Projecting the role of an artist onto myself gave me the feeling that my
hometown is just a station, not a destination and when I will be grown up I
will live in Berlin, London, Paris or New York, will smoke joints and have
affairs with anybody I like to, I will be happy.
Politics was totally indifferent to me at that time, something which old
males with mustaches were doing, something absolutely unsexy and boring
which had nothing to do with my beloved art society, to which belonged
except me my twin sister, sometimes my aunt and other people from posters,
books and MTV channel.
cultural worker, 37
I started to study in art school at the age of 15 and by that time all
political thoughts were diminished by the social environment. I am part of a
generation that watched live, as a very young kid, a bourgeois revolution, a
fake military trial for ‘genocide’, an execution of the presidential couple at the
TV, streamed by the Romanian Television. During the last week of December
’89 I have also been taught that 24h TV means ‘normality’. Therefore liberal
democracy entered very violently in my life but then, from that point on,
everything that followed seemed natural and linear.
cultural worker (1 )
The first moment was when I was running the tenants committee. I
had to work on articulation and rearticulating of what I would define now as
the imaginative capacity of the community (of tenants in the building where I
lived). I needed so much creativity, wisdom and vision to (re)organize the
collaboration and cooperation in the building that I realized that this is
something very close to artistic creativity and imaginary… The wellbeing and
the progress of the given (or any other) collective in times of disintegration of
so many societal networks and formations, seemed to me very healing and
protective in the context of wars for Yugoslavian heritage and related
collective and individual traumas.
artist, 44
I grew up in an artist setting passing lots of time in my father’s studio
who was a painter. Even when my parents divorced at an early age I spent lots
of time on the attic of my grandparent’s house making things. I was drawing
and making things since I can remember. And I was just following this inertia,
going to drawing classes, secondary art school and Faculty of Arts. All the
process of formal education occurred very fast as I jumped some years as a
talented scholar. I started to do exhibitions that were successful etc but still
done in conventional formats - objects and paintings. But only when I took
some distance from the formal educational and institutional setting and started
to work on the street with people, a big break came where I became the artist I
could say I am now. This was also the period when I had to unlearn all the
previous knowledge about art and found my own basis. But all this new
learning and unlearning work was shared, and I did it together with other
people, some of them involved in various social struggles.

In this question we are interested in the time when you first decided to
become an artist: Do you remember a particular moment in your life when
your political desires and your wish to actively create something in society
came close to the image you have had ofan artist? Please try to recall what
image ofan artist you had when you chose to become an artist. What seemed
possible and desirable about being an artist? What kind ofpolitical influence
or social relevance seemed attached to that role? What were your primary
political/personal/subjective/coming ofage struggles and concerns at that
time?

author, dramaturge, 40
What I appreciate about these [artistic/interventionist] contexts still
today is that they are part of political movements themselves and intervene in
them and in society with cultural means, which disturbs the image of what
political work should or could be. So they are not stuck in the art field at all and
don’t think that an exhibition will change the world, but fight themselves not
besides but as part of political movements. (…)

artist, 40
Working in the documentary field, writing, social practice, collaborative
practices etc. The artists I looked up to were often working collectively. For
example a group of artists, who has been working for decades together interested
in gentrification issues. They are, I think, Marxist. Since having children I cannot
invest as much in collective work as them, or in direct political work around
housing problems.
I almost always feel guilty when doing other stuff than political engaged
works, or having had this constant feeling of being a class traitor. For every work
I have done, which they would consider soft, or without the ‘right agency’, I
have done another complex work – with hope of having an impact… Today I
find the same artists un-nuanced. Life and choices are not black and white. I have
learned that if I do things for someone else or the greater purpose, I will in the
end become drained out. Since suffering from burn-out for many years I don’t
think its worth being ill over it anymore. My own health is equally important –
so I draw a limit to what I can do. Maybe after 50 I can wear myself down again.

cultural worker, 37
The Iași artistic scene is very mature by now if we talk about the form of
institutions, projects and activities (biennials, hybrid institutions, commercial
galleries, university galleries, publications, exhibitions, new productions,
residencies, workshops, etc.), but we are – I think – a bit undereducated in terms
of political thinking.
‘Anticommunism’ in Romania – and its socialist past - and the dangers
of this discourse as it is constructed nowadays have to be addressed very
carefully and creatively. Nevertheless this has to be done in a direct manner,
because we – the middle/creative class may unconsciously be the medium and
the propagators of such discourse, thus directly responsible for what is about to
come. I guess that for a very long time I was caught in a mimetic, safe
ideological positioning that would not harm my privileged position in any way.
The description of the precariousness of the art worker pushed me even further
away from the working class as I understand it.

We are interested in your more refined choices for specific artistic
practices in the course ofyour professional development. Has there been a
political form or practice ofcontemporary art which seemed most suited to you
to express political content? Do you recall how you learned about and got in
touch with protagonists ofthese practices in your work? Did you have idols,
people to learn from, look up to? What have you learned from them? What is
your perspective on them today (e.g. as political artists)? Do you currently favor
an artistic format as politically activating?

cultural worker (2)
The emphasis was very much on the development of ‘own, continuous,
new methods of learning’ that would help to develop an ‘artistic practice’. The
school used to work with the distinction between ‘autonomous’ disciplines (such
as painting sculpture, media art, mixed media) and ‘applied’ ones (such as
photography, design, etc). Implicitly we were expected to develop an own
‘artistic language’ that was developed through following our own interests,
through own research and by conversation with our tutors. We had no classes, no
courses, nothing was compulsory except to show involvement in developing this
‘personal language’.

artist, 40
After graduating I was selected for a high profile scholarship. Four
graduated students each year. But I did not know what I was introduced to. It was
another shock, adapting to another awareness level in the art world. I felt a big
failure, why and how should and could I fit. Was blaming myself actually.
Nobody made the transfer easier or explained how the art world functioned, why
would they? My friends from art academy moved to other places and were not
there for me, I had no support structure around. The values the institution taught
young artists is to be egocentric, visual, social in such a way that you would
climb the hierarchies. It broke me down.

cultural worker, 37
Yes, contemporary art has been mediated exclusively outside the
traditional and state institutions and seen and understood as the alternative to
'social realism' or other styles experimented during socialism in Romania. It was
perceived as the way to talk about and be in the ‘present’.

Again this question takes a look where and how you were introduced to
contemporary art in a professional way. How were values and proceedings of
contemporary art taught in your professional education? Have there been major
institutions or protagonists who taught, mediated, embodied contemporary art?
Has contemporary art been mainly mediated outside ofthe traditional
institutions for instance? Or did you for example attend one ofthe academies,
which at the start aim to break the self-confidence oftheir students in order to
build it up anew from scratch? Can you describe the implicit canon ofvalues of
the institutions and methods that were significant in your education?

cultural worker, gallery director, 32
Studying art at the art academy in Poland was one of the most
disillusioning and depressing experiences in my life. They, the professors at
academy — mostly male! — had their own world, which they proclaimed as
universal, and to which they accepted me at the beginning, through letting me
pass the entrance exams, but from which they excluded me just after the first
year, because I was and am a woman. I had to unlearn almost everything in order
to pass from one year to another.
Afterwards I studied in B. It was more interesting and I had — first time
at the higher educational level — also female teachers. Even if I had to learn
German almost from scratch, I felt that I belong here (there) more than to the
Academy in Poland, where though speaking Polish, I hadn't understood most of
the things said.
I was dividing my time on working and studying and for the first time in
my life I experienced racism directed to me, because I was/am Polish. I tried to
deal with this through art, I animated this, made drawings and films, which came
out of experienced negativity.

designer, artist, PhD researcher visual arts, 28
Vector association had the last Periferic in 2008. It had a great, magical
impact on me. I was fascinated by contemporary practices. I remember eating a
lot of Felix Gonzales-Torres candies while taking part of something important.
They internalized it all before us and passed some of the knowledge on to the
next generations. In 2009 I had an Erasmus scholarship – which helped in seeing
other visions of contemporary art and also in doing some experimental work.
During the first SATellite exhibition, Tester, I’ve learned writing a
statement, to conceptualize and exploit the subject and do proper implementation
of our artistic projections – building a CV, thinking about next steps, improvising
and doing exhibition openings. Most of the projects were self-funded by us.
Thinking in PROJECTS describes it best!

-

curator, cultural anthropologist, gender scholar, 39
At about 20 years I started to work at ak kraak – a Berlin based activist
video collective. In the discussions, assemblies and in the frame of the practical
film work with the other members of the collective I have learned how non
hierarchical cooperation can work, how decisions are made jointly, which
problems are linked to it and how conflicts can be solved.
In addition, I have learned about various ethical issues related to the
production of films, how camera and film editing can become power tools, and
what questions about representation, power, and subjectivity need to be reflected
in the process of (documentary) film making. At the same time, I started studying
gender studies and cultural anthropology. Both subjects focus on questions of
powerful structures in all social fields as well as on processes of building
identities and subjectification, on intersectionality, and on possibilities of
political intervention. In both subjects a high degree of (self)reflexivity is
required. In particular the latter requires a (and my) longer process of learning,
which is still (and always) ongoing. And it included and still includes a (and my)
process of unlearning thinking in normativities. These first years in the video
collective as well as the studies were very important for my further artistic,
curatorial and academic thinking, development and career.

cynical… And it marked all the other students in my generation, we still go
through the world with this scanner of habitus and know but also fear the subtle
and implicit judgements one can pass on us in our working field simply for
performing a certain kind of subjectivity…
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author, dramaturge, 40
I am a kid of ‘Bildungsbürger’ from the 68-movement. When I was
young we never had much money, I have lived in working class neighbourhoods
and also migrant neighbourhoods in Germany a lot. At the end of their lives my
parents made some money and I profited from this right after my studies, they
helped me out with parts of the rent for years. Our family is a leftist family and
got especially radicalized in the Greek crisis since 2010. But as a leftist family
they always tended to flirt with leftist intellectual and cultural heritage. So
culture as also a part of political position was part of my childhood for years and
was something very near to me. I could ‘pass’ as middle class even if we did not
have money always in my life, because I had the cultural education needed to
engage with the middle class circles.

cultural worker (2)
We mostly have privileged middle-class backgrounds that we mostly
‘inherited’ from the socialist state of before 1989. We are privileged also
through the cultural capital that we constantly accumulate. Despite the fact we
have less and less access to resources, this capital determines that cultural
workers are all upper-middle class. In case of a desired socialist organization of
society we must be prepared to renounce these privileges.

designer, artist, PhD researcher visual arts, 28
My family was middle-class until the end of the ‘90. After, they became
proletariat. They didn’t have financial safety, but with a bit of money (saved
mostly by not using it themselves) and university public scholarship, I’ve
managed to get a free qualitative education. Besides the mentioned advice: Take
him to art school! I can only remember going to ‘Clubul Copiilor’ in Botosani –
the city I grew up. At this local public club, I’ve learned: informatics, aero
models, chess, painting, karate. It was such a great opportunity, mostly for free if
I recall correctly. Of course, it motivated me to go into the arts. Today, the
middle-class is definitely on the rise. Depends on the direction. I’m clearly part
of that. Hope I would manage to keep some things under control. Obviously, the
upper class is most privileged within the system. I’m still trying to find holes.
More precise, I think all of my social surroundings is at least middle-middle
class (with a few exceptions). I would like to believe in common sharing of
resources and would like to teach the upper class to share. If we start from top to
bottom everything would be perfect.

Looking at our social position more generally: Most artists have
privileged middle-class backgrounds. Most artists could choose for this
profession because offinancial safety provided by family background, partners
or society. Many artists have been introduced to the places and rites ofhigh art
already through their family background at a young age. What role did that preselection play in your life and professional choices? How would you describe
your social surrounding in view ofprivilege and class today?

artist, 40
I am aware of the structures, but they don’t define my work anymore. I
also apply to funding bodies under the state like everyone else but I have less
and less hope that things will progress towards socialist values. The already
wealthy and commercialized practices are premiered also within arts. If I like to
develop projects / work, I do it anyways. I try to be supportive with colleagues
and help out when I manage. If I have a network I often share if I can. I have
also regretted supporting artist practices that I dislike for some reasons.

cultural worker (1 )
I understand well in which context I operate and produce. The inherited
obstacles and structural inequalities that you describe are omnipresent and
omnipotent. As for the interruptions, I of course experienced questioning of
those essentializing mechanisms, primarily on theoretical level but also on
practical level where they are often futile or only declarative claims and
attempts, because in the contemporary world the forces that shape described
contextual/categorical frames are dominant and in fact monopolistic when it is
about most of art production. Nevertheless, the hegemony of neoliberalism has
one (seemingly) good feature, it insists on ‘freedom of thought and speech’,
which gives us at least opportunity to question everything. What neoliberalism
deprives us of is the time, space and resource to project and produce alternatives
in any form of social production, not only the artistic one.

curator, cultural anthropologist, gender scholar, 39
As one of two artistic directors who are running a feminist gallery I have
to reflect on and definitely mention the fact that we (like every institution, group
etc.) produce permanent exclusions by choosing certain topics and by inviting
certain people to collaborate. We cannot ignore but rather we have to
problematize the fact that we are white academic women who are the art
directors of the space. So we also mostly produce an audience that is similar and
we reproduce a space that is white although the ideal situation would be to
generate an heterogenous and inclusive space. We have to ask ourselves how we
can share power, responsibility and resources in a more open and transparent
way and what the preconditions might be for practices based on honest solidarity
and involvement.

Our encounters in the art context are often mediated through funding
apparatuses and selection processes which largely function along categories
such as nationality/country oforigin/residence, race and gender. The art field is
characterized by racist and sexist exclusions. Despite individual political
intentions, these categories partake in our interactions, we are often involved in
reproducing them. In how far do these mechanism shape and determine your
encounters in the art context? How do they determine the way you relate to
colleagues? What concrete engagement, interaction, strategic interruptions are
you lacking?

artist, 40
I have been working on the topic relating to my own social group and its
been in many ways conflictive.
I am often tired of colleagues complaining, often unsorted and unreflected. I now identify more with the choice I have taken to become an artist. I feel
privileged as the first academic in my family. I got this chance and I should also
enjoy. My sister is unemployed taking care of her kid alone, never finished her
grades in college. We did not go on tourist trips to Europe. Our parents could not
pay for any extras.
I felt I did not miss anything, until I was older and met with the middle
class. Now I am middle class, and economically provided for due to scholarships
or my partner. I live a comfortable life, and I am happy for that. Otherwise I
would not have managed the personal crises or traumas in life. The social
security is minimum and I wont have a family heritage to fall back onto.

author, dramaturge 40
Concerning my relation to my colleagues: We have a personal relation
that is at the same time professional. I have to be very cautious with whom I can
have a fight and with whom not, because I might lose job opportunities if I fight
with one or the other friend and colleague. Sometimes this subjects me to
obedience. (…) Nobody wants to protest their ‘friends’ and colleagues…

artist 44
Most of the work I do is done with other people and most part of it is
done outside of art institutions. More political than the topics in those works is
the methodology that is applied - for example the way how material and
symbolic value (created through the work) is shared/distributed.
If the term ‘colleagues’ relates to ‘other professional artists’ — in most
cases I used to collaborate with ‘non-professional artists’ but, in some occasions,
I also had the opportunity to collaborate with some ‘professionals’, and
lamentably I have to recognise that in some cases this was somewhat uneasy. It
is mostly due to the unwillingness of professional artists to renounce the
privileges that are ‘naturally’ assigned to them by the art system (authorship,
accumulating power in making decisions, transparency in sharing fees, etc).

This question concerns the present. Ifyour artistic practice has political
aspects and topics, which are they? How do these topics relate to your actual
working conditions as an artist? How would you describe your relation towards
your colleagues from a political point ofview?

performance artist, writer, curator, 34
Quickly internalized forms of working: creating project ideas, writing
applications and trying to get funding, and while doing that adjusting one's ideas
to the funding criteria, current discourses and themes. In particular in the field of
performance art, I automatically adjusted my work and applications to a certain
degree to festival themes if there were any (but that were already connected to
the themes I worked on). Alongside the problem of not having an own space or
studio back then, I or we quickly internalized production logics such as creating
a website, thinking about advertisement to reach (a certain amount of) public
such as printing flyers, posters, sending mail-outs etc. Also, intense and stressful
production periods before showing the performance, partly also just producing
new work when an application was successful. These production logics often led
to very exhaustive working processes despite the fact that we (the different
groups) were trying to meet regularly and working continuously.

designer, artist, PhD researcher visual arts, 28
I accepted and internalized all available Western formats and methods of
production. Thinking socially became most natural. Actually, we, as a group,
used most often inquiries in order to extract public opinion on a particular topic.
Afterwards, we were to diffuse the content in the exhibition or public space by
using representational means. Hmm, the personal political desire was a tabu,
positioning was a nightmare, while the content was (quasi) self-censored but yet
pretty powerful and motivating in moving forward: build, act, perform critique.
Today, political content is fascinating and more present. In the neoliberal system
I still have my doubts about any real impact of the arts towards the concrete
political. I can see the desire for both change and ownership of course but it
seems hard not to be used by the invisible hand.

This question concerns the formats we have come to naturally accept as
forms ofcontemporary art. Which forms, thought patterns and logics of
producing contemporary art have become natural to you? Are there specific
formats you often employ or have you become used to plan your work in a
particular manner? How do these proceedings affect and shape the way political
desire and content takes form in your work? How would you describe your
relation to political content in your work today?

curator, cultural anthropologist, gender scholar, 39
As a freelance curator and nowadays as a curator of a feminist gallery I
am concentrating more on collaboration-oriented, discussion-based, interactive
and performative as well as research-based formats and workshops. I do not
have any specific models. Rather, it is the many encounters with different people
with whom I have met and worked, and through which I have learned a lot in
exchange with their varied experiences, perspectives and practices. I have
learned e.g. to break with various types of normative thinking or to become
more sensitive towards different needs, desires, backgrounds as well as
regarding the use and the power of language.

.

In pop-feminism I found a powerful tool to intervene in society. My
colleagues made a mainstream magazine. I was very happy they did so because
all of a sudden we had a public! A big one! People were talking about our
articles, we had a voice. A voice I could not have for so many years in the KGruppe. So yes, I think that especially pop is a strategy But yet again, none of
them is a real tool for class-struggle in the narrow sense of the term. A strategy
in this direction is still missing for me.

artist, 44
One of the big struggles nowadays is to MAKE time for political
activity. My artwork is not so separated from political.
In very small scale I could say that sometimes I am satisfied with
political impact of the work I am involved in. In bigger scale of course not.

author, dramaturge, 40
Today I do political work in my cultural work, as a journalist, public
speaker, curator etc. Some of it has more and some of it has less impact. But
this could be said also for political work altogether. (...) I think political impact
is a contingent moment. (...) I can be affected politically in so many ways.
With that in mind, I hope to be able to sleep in peace and say that I might also
in my work create some moments, that have an impact for someone at some
point. My hopes don’t go beyond that at the moment. Because my problem lies
not only in the limits of the political impact of cultural work, but in the fact,
that the progressive left in itself does not know it’s project and does not know
how to mobilize impact. I am disappointed also by my political work of the
last years, it was defeated and I am disillusioned… So this is unfortunately
bigger then me or my work and in my neoliberal everyday I did not find
solutions to solve this yet.

performance artist, writer, curator, 34
Unfortunately, not much anymore. During my studies I had the time
and was involved in diverse political groups at university, and I was quite
active in local cultural politics for some years. But since having a money job
political engagement – part from participating in some workshops and reading
certain books - became difficult timewise as it needs regular and ideally midor long-term commitment.

curator, cultural anthropologist, gender scholar, 39
At the same time I am thinking that we are also doing political work
with the gallery while creating spaces of empowerment for feminist,
postcolonial, and antiracist issues and practices of (re)presentation. That way
we are intervening into still ongoing sexist and racist structures of the art
context as such. Of course I wish the interventions would become more
powerful and more visible in the (local) art context.

artist, 40
I know where to engage when I have the time. I go to demos, meetings
but I cannot work collectively now due to health. I am satisfied with a few of
my works. I think they have had some impact on the direct political. Question
is what political arena. If talking about the non parliamentarian, autonomous
left, the party politics or culture politics. I also find it hard to sit and discuss
military coups with 20 year old Marxists in a study circle when I am
depending on the health care system under the state.

Do you have time for concrete political work next to your artistic
practice? Are you satisfied with the political impact ofyour artistic work?

cultural worker (1 )
For most of the artists it has proven negative, though the ones that
manage to appear in exhibitions or media are the ones that probably benefited
or still hope to (individually) benefit. Depolitization is omnipresent in spite of
a number of examples of politically and policy-wise engaged art works, art
groups, focused projects. For some of my colleagues it is almost like: Why
trouble about degradation and commercialization of the public health or the
educational system if I can get nice residencies or participate in some
international exhibition?
Putting irony aside, the number of benefits that artists had in socialism
are simply slowly but surely disappearing; the infrastructure for broad public
access to culture and wide-spread educational resources is being neglected and
commercial-ized; there are almost no interested students for some of the art
academies that were considered elitist. All together, the message is almost as
blatant as: There is no need for cultural production in colonies, art and culture
can be imported - as everything else.
While individual ‘success“, ‘achievements“, ‘advancement“ is easily
visible (and intensively promoted by privatized media sphere) the society as a
whole sinks into atomization, alienation and omnipresent existential fear. It is
a society were only a thin crust of comprador bourgeois thrives, the layers of
experts and guardians that serve the system (un)decently survive on the cost of
the wide derogation of the population, most of which lingers in a hopeless trap
of capitalist periphery, with daily survival as one and only allowed hope and
achievable goal. On top of this, one can see how the first intuitive reactions of
deprived and declassed middle class layers is of course a fall back to latent or
blatant fascistoid or even openly fascist rhethorics and politics…

artist, 37
In Germany the internalized idea of superiority towards workers from
Eastern Europe has remained unchallenged on a broad social bases. In care
professions and particularly nursing elderly, female care workers from Eastern
Europe are hired to work in German households, this devalued work is left to
migrants.
The economic maelstrom is so powerful, it reproduces divides and
exploitation constantly. On an individual bases there seems no way to resist or
challenge them, but to migrate, get high education, keep up. Probably artists
escape that particular economic divide as an international elite in exchange for
other dependencies, of funders, Austrian banks or German phone companies,
the market.

artist, 44
This question requires longer answer. If the socialist system had
continued (in Yugoslavia) I think that a larger part of my and forthcoming
generations would have had more opportunities to work within the system
(building it, improving it, struggling for better applications of socialist ideas)
than it is the case now. The previous system (at least as we know it in
Yugoslavia) can’t be seen as one monolithic period, there were different times
and turns in its history, some for the better and some for worse. But it is
important that there was a socialist base, oriented towards the benefit of the
society as a whole, for which it was necessary to fight during all its periods.
Nowadays on the contrary most part of society is put on the margins of
political decisions, of political and economic power. So in this sense, I would
say the situation is worse.

cultural worker (2)
Myself and many artists and curators we work with are part of the
middle class that was the beneficiary of the destruction of the socialist state
pre-1989. The change to the capitalist system was done by corrupting this part
of the middle class in order to destroy the socialist state and to bring immense
suffering and destruction to our society as a whole. The working classes were
the ones that paid the costs of this transition.

author, dramaturge, 40
From the German unification to today´s German hegemony in Europe
I can assure you that my family, friends, colleagues and everyone whom I
know in Greece is influenced by this development. The effects of Germany’s
hegemony and enforcement of austerity in Europe/Greece are an economic
dispossesion but also of political and psychological nature. We are in the dead
ends of neoliberal TINA (‘there is no alternative’) and we have no project to
put against it. We are demoralized, tired, disappointed and do not know how to
continue with political work...

How do you relate to concrete political and systemic changes, has in
your opinion the transition in Central and East European countries from the
previous to the actual political and economic system been generally positive or
negative? Has it proven positive or negative for your colleague artists,
cultural workers or other social group you belong to and work with? How has
it affected your family and class it belongs to? What in your opinion were the
general effects on society as a whole? Can you otherwise express some ofyour
standpoints on this matter in a few sentences?

curator, cultural anthropologist, gender scholar, 39
Due to my job as a project manager of a feminist gallery, I can earn my
livelihood for my daughter and myself. But my employment is depending on
the continuing support of the gallery by the senate. Every two years we have to
apply anew for financial support. So in fact my work situation is still
precarious. I can count on some kind of retirement provision probably only
due to the inheritance of my parents.

cultural worker (1 )
Realistically I can hardly sustain myself but I manage somehow. For example,
this means that I don't have any possibility to put aside or to continuously save
any money from what I earn. It would be even worse if I didn't inherit (half) of
the flat of my parents, as well as all related social and cultural capital (capital
which in fact didn't always work to my material benefit)

cultural worker, 37
Given the fact that our family inherited two rooms’ apartment and one
family grave purchased by the parents during socialist period, our material
resources now are directly linked with what was achieved before 1989. Also,
for the past five years I had a secured monthly income from my work as
coordinator. The future is uncertain though. Successful recipes for a stable
income within the artistic scene are always linked with state institutions
(teaching in art universities in life position, state museums or temporary
solution such as PhDs).

Can you sustain yourselfor yourselfand members ofyour family with
your artistic work/knowledge? Ifyes, is it independent from support related to
inherited social capital or material resources ofyour family?

artist, 40
I am almost always surrounded by middle class in my context. It took
me ten years to catch up the ‘know how’. The art world is sophisticated, to
learn how to be sophisticated is a social training.

artist, 37
I was raised in the financially well-off eighties in West-Germany by
an alternative, environmentalist, leftist yet still conforming family, which
taught values as social equality and justice, freedom of expression, ecology,
and leftist political ideals.
Certainly I was convinced that society would reward idealism, cultural
and political engagement. Because of the conditions I grew up in, I
internalized I wouldn’t need to worry about money or to do any ‘hard’ and
‘dirty’ work to get by. Today I realize that these so-called humanist lessons
carefully omitted who was expected to be doing the dirty work instead of me
and why, and who indeed had to worry about money: Migrants and the
working class. Today I understand that this omission on one hand and the socalled humanist encouragement for art, culture and political ideals were a
source of implanting middle class consciousness and feelings of superiority.

