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Future State would like all who contributed to PRODUCTION, 
and give special mention to Helen Carey and Limerick City 
Gallery of Art for the support and encouragement that has 
provided a vital foundation for this publication.
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In the language of classical economics, 
land, labour and capital are the three 
factors of production, the basic 
resources required to produce goods and 
services that circulate in a globalized 
economy. PRODUCTION brings together 
image, text, voice and gesture to 
investigate the cultural practices that 
appropriate ‘economised’ concepts 
and offer alternative interpretations to 
challenge dominant narratives. 

A full list of contents and contributors can be found at the back 
of this issue. PRODUCTION is an occasional publication by Future 
State. To contact Future State please email info@thefuturestate.
org.uk or visit www.thefuturestate.org.uk.
Concept by Stephanie Feeney and Ruth Annett. Edited by Ruth 
Annett. Designed by Pure Designs Studio.
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“...collective actions collect the space itself, gather the 
pavement, and animate and organize the architecture... 
And when crowds move outside the square, to the side 
street or the back alley, to the neighborhoods where streets 
are not yet paved, then something more happens. At such 
a moment, politics is no longer defined as the exclusive 
business of public sphere distinct from a private one, but 
it crosses that line again and again, bringing attention 
to the way that politics is already in the home, or on the 
street, or in the neighborhood, or indeed in those virtual 
spaces that are unbound by the architecture of the public 
square. So when we think about what it means to assemble 
in a crowd, a growing crowd, and what it means to move 
through public space in a way that contests the distinction 
between public and private, we see some way that bodies 
in their plurality lay claim to the public, find and produce 
the public through seizing and reconfiguring the matter of 
material environments; at the same time, those material 
environments are part of the action, and they themselves 
act when they become the support for action. In the same 
way, when trucks or tanks suddenly become platforms 
for speakers, then the material environment is actively 
reconfigured and re-functioned, to use the Brechtian term. 
And our ideas of action then, need to be rethought. In 
the first instance, no one mobilizes a claim to move and 
assemble freely without moving and assembling together 
with others. In the second instance, the square and the 
street are not only the material supports for action, but they 
themselves are part of any theory of public and corporeal 
action that we might propose.”
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Limerick City resonates as an 
example of an Irish urban space that 
seeks to re-affirm itself with positive 
economic descriptors. 

An inclusiveness (highlighted by 
the forthcoming plans for the 2014 
City of Culture) has heightened 
awareness of whom and what the 
space of the city is for.  Limerick 
has a visible citizenship that 
now questions the imposition of 
false ideals that were previously 
occasioned through commercial 
speculation. 

This stance, combined with the 
socially engaged nature of some 

civic sponsored projects has generated new types of dialogue between professional 
and non- professional artists specifically on the subject of public ownership of place. 
Often the conventional language of collaborative and participatory art is re-fashioned 
by disparate groups in what the structuralist Michel de Certeau referred to as silent 
production.  

Since the economic collapse of 2008 the perceived structures of positivity and 
reassurance associated with the cultural sector are looked at for a more relevant model 
of civic space where new remits and networks are sought. Irrespective of funding, 
post–tiger plans that are ‘art led’ are now positioned as being led by the public for a 
public arena rather than registering as adjacent activity.

How this dialogue is conducted, combined with official and unofficial crossovers 
in the application of particular street projects makes this subject, framed by the 
space of Limerick, unique.  Recent local acts, both loud and quiet, have created the 
constructed situations from which Debord advocated ‘questioning the existing order’s 
uninterrupted discourse about itself’. 

Pablo Helguera has coined the term 
‘transpedagogy’ to describe a vision of 
socially engaged art that involves the 
blending of educational processes and 
art-making in ways that are markedly 
different to those associated with 
conventional art academies or formal 
education structures. How the artworld 
engages with the ‘lifeworld’ is examined 
though the lens of an event that has 
variously been ignored, marginalised 
or latterly colonised by diverse 
constituencies of interest.
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Clause Four is a developing collection of works by 
visual artists. Critiquing hierarchies of art institutions 
Clause Four attempts to place control over the 
distribution of their work into the hands of artists. 
Artists in the collection take responsibility for curating 
available works, adapting exhibitions to their individual 
situations and space.

The financial crisis that hit the US in 2006 soon spread onto The European Union 
stock markets and rapidly turned into a serious economic crisis. Its impact on 
the real economy of most EU countries has been particularly violent and socially 
disruptive since late 2007, early 2008. However, Portugal, Ireland, Italy, Greece, and 
Spain – the so called PIGS– are the countries among the European ones which have 
suffered most from the global collapse. Their finances were reported to be in such 
disastrous conditions that drastic budgetary processes had to be implemented, with 
taxing implications such as ultra-austere fiscal plans and striking public spending 
cuts with dire consequences on national social policies. However, the Draconian 
measures taken by not few European governments to face the crisis met with a range 
of reactions by the respective populations, the Greeks certainly representing the most 
pugnacious citizens, as the many and prolonged strikes, massive rallies, and dramatic 
riots clearly demonstrated. 

In Ireland, the shadows of the global credit crunch began to loom during an 
unprecedented boom which went so high that the national economy earned the 
appellative ‘Celtic Tiger’. In the face of it, the subsequent crisis proved particularly 
tough, with employment rates falling and budget constraints being strengthened at all 
levels. And yet, the Irish seemed to accept this harsh austerity program with relative 
ease. Ironically enough, after serving as a greatly admired model for developing 
economies and neoliberal economic policies in general, when Ireland entered 
recession, “le modèle irlandais ressuscite une nouvelle fois et continue à montrer la 
voie. Celle de l’austérité, cette fois” 1 (Lambert). But also this model of “ascétisme 
budgétaire” (Lambert) quickly turned into a new one, that of social cohesion, when, 
as explained by John Murray Brown in The Financial Times on 23 May 2010, 
counterparts of the Irish finance ministry found it difficult “to work out how Ireland’s 
coalition government has managed to take the axe to public spending without 
unleashing Greek-style civil unrest.”

In the light of this historical development, aspects of how the crisis was represented 
in the Irish newspapers and media should be investigated in the hope of stirring a 
debate as to their influence on people’s reaction to the crisis itself.

p
a
g
e
. 
12

p
a
g
e
. 
13



PRODUCTION / issue one, 2013

“…imaginatively engaged with the historical 
struggle between capital and labour, it is 
worth noting that I have been employed in this 
full-time position on a series of ten-month 
contracts over several years. This is a useful 
reminder that even the relatively privileged 
sphere of academic work is as prone to 
casualization, job insecurity and exploitative 
practices as other fields. I should stress that 
my situation is comfortable in contrast with 
the growing army of PhD students and recent 
graduates on whose woefully underpaid casual 
labour universities depend to deliver teaching.”

I was a student in Limerick. That was 1983. The city was a mouth that few remaining 
teeth had little to cling to. A sash window crashed four floors to the pavement in front 
of my friend Des. We walked around the shards and carried on. Every few weeks an 
election. Same suits, same shiny suits from over wear.

I heard the first Smiths EP in a rented squat by the Treaty Stone and sold the remains of 
Morrissey’s shirt following the scrum to retrieve it. I wore mauve hair and cardigans my 
mother discarded. I was protected by natives who loved the violence I engendered. I had 
no politics only opposition.

England awakened me. From Klein to the Broadway in a week. Moving to a Poly 
Trot home, the bed I came to use was vacated by a miner. Apologists for oppression, 
particularly the women. Irish. Questions at Holyhead, “where are you living”? “I live in 
England”. The Daily Star said send them back, the men reading it were Irish. 

30 years later it’s over. The bars, the lines and the sideburns. The question I asked on 
arrival remains, “what is the job of an artist”? To serve others or himself. The men who 
gave back half a wage built Ireland. Their benefactors offered nothing. 

A native language learned in exile. The art school bit an embargo. The Orientalist stain 
was speaking. Home, Christ, Ale, Master. Slap me on the patio.
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“My immediate thought on ‘land labour capital’ is one word: reality. It may sound strange 
to say ‘reality’ rather than ‘production’, as land, labour and capital, drawn from an 
economics discourse, are seen as the fundamentals of modern production, but there 
is a reason why I prioritise ‘reality’. We live in an extraordinary time in the history of 
capitalism: the way production is being re-configured today is transforming the very 
consistency of reality. Production is changing – this is what we are experiencing in 
terms of an economic ‘crisis’. An entire way of life is being undone: the welfare state, 
pensions and time to get old, the link between capitalism and democracy, the consumer 
society as a Western society, the idea of the middle class, and so on. All this, and a lot 
more, is changing because capitalism is re-organising production. And in this context, 
certain questions become urgent: what is the role of labour in its struggle against the 
appropriations of capital? Is there an oppositional working class? What is its current 
composition? My research , I suppose, tries to make art history (the art history of the 
contemporary) contribute to a broader effort, across disciplines in the humanities and 
social science, to answer the above questions.”

“ECONOMY was an art historical show, based on 
research in the field of contemporary art. This means 
that it did not seek to just showcase new art attending 
to economy or art that responds to the so called 

‘crisis’. Rather, its starting point was a reflection on 
the periodisation of contemporary art, a periodisation 
deemed necessary because of the changes brought about 
by capitalist globalisation.” 

“We explicitly identified Phase 2 of contemporary art (from the 1990s to date) with 
an economic turn witnessed across the making of art, writing about it and in the 
curatorial field as well. The website Reading Room shows a notable increase in 
exhibitions and writings on questions of production, labour, class – subjects that 
were marginalised in Phase 1 of contemporary art known as ‘postmodernism’. And 
we wished to explore what this new economic subject was about, to the extent 
possible. I say this because we could have included many more artworks but in the 
current climate of funding cuts this was impossible. We had to be selective and opt 
for artworks that represented entire sub-paradigms – for example, artwork about 
ecology, or childhood or sex or work or love or migration or finance and so on. Our 
key question was: If economy was no longer just the economy, how did this become 
manifest in art?”

“I have been shocked by the anti-democratic tendencies of the current mode of 
production, the massive loss of confidence in representative democracy and the 
increasing erosion of the link between capitalism and democracy – a link that was 
very crucial, for example, in capitalist hegemony as served by Cold-War America. The 
production model promoted by contemporary capital where all time becomes work 
time leaves no time for being a citizen. And the massive poverty it generates turns 
people to religion, which is associated with a supreme authority in all its expressions. 
China’s success in the capitalist markets is demonstrating that contemporary 
capitalism does not need democracy, and this is a fundamental aspect of it. Yet the 
rejection of democracy seems to inspire at present both neo-fascist and progressive 
forces – although I despise any short-sighted and ideologically spurious attempt 
to establish any conceivable links between them. Yet I’m reading anything that has 
something to say about the rejection of democracy, as I am trying to understand where 
and when such a rejection emerges. And I am of course interested in contemporary 
art’s nods towards an anti-democracy impulse, although art remains too polite 
mostly and is disinclined from crossing health & safety lines – which, yes, does reveal 
something about its potential and limitations as praxis, as doing.”
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“Countervisuality is the assertion of the 
right to look, challenging the law that
sustains visuality’s authority in order 
to justify its own sense of “right”. The 
right to look refuses to allow authority 
to suture its interpretation of the sensible 
to power, first as law and then as the 
aesthetic.”

“This practice [visuality] must be imaginary, 
rather than perceptual, because what is 
being visualized is too substantial for any one 
person to see and is created from information, 
images, and ideas. The ability to assemble 
a visualization manifests the authority of the 
visualizer.  In turn authorizing of authority 
requires permanent renewal in order to 
win consent as the “normal,” or everyday, 
because it is already contested.”
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“There’s a time when the operation of the machine 
becomes so odious, makes you so sick at heart, 
that you can’t take part … and you’ve got to put your 
bodies upon the gears and make it stop. And 
you’ve got to indicate to the people who run it, to 
the people who own it, that unless you’re free the 
machine will be prevented from working at all!”

Mario Savio

LET
YOUR LIFE
BE 
A FRICTION
TO 
STOP THE MACHINE
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Autarky (Formula for Self-sufficiency)

Damien Gaumont & Alice Mesnard, 2001. ‘Inheritance, land, and capital mobility linked to labour mobility’, 
Journal of Population Economics, vol. 14(4), pp. 669-687. 

I’ve been machining since I was fifteen, and with thirty years’ experience I’m really fast now... 
But I’m having to work twice as hard to earn the money. The governors used to go on their 
knees to get you to work if they had a rush to meet a delivery date. But they’re not begging no 
more. It’s take it or leave it. If you argue about the price they say we can always find others to 
do it. It’s like one big blackmail. Three years ago we used to get 35 to 40 p for a blouse, but now 
[1982] you only get 15p to 20p.

P. Harrison, Inside the Inner City (Harmondsworth: Penguin, 1983)

‘Familia Obrera’ (Oscar Bony, 1968)

The piece featured a worker, his wife, and their ten-year old child sitting on a platform, on public display during the 
opening times of the show. They were accompanied by a soundtrack the artist created with recordings from sounds of 
their daily life at home. A sign announced, ‘Luis Ricardo Rodríguez, a machinist by profession, is earning twice his 
normal salary for staying at the exhibit with his wife and child for the duration of the show.’
Longoni, A. ‘Action art in Argentina from 1960: The body (ex)posed’, in D.Cullen (ed.) Arte no es vida: Actions by Artists of the 
Americas, 1960-2000 (New York: ElMuseo del Barrio, 2008)

Perspectives on 
the Domestic

Knowledge Worker

Rain or shine, there’s this man who stands on a busy corner in the town where I live. He holds a large, 
arrow-shaped sign that says Cigarettes and Liquors. Half a block down is a hole-in-the-wall Mom & 
Pop’s liquor store... First off, I guess I feel sorry for him. In the wet weather, he wears a shiny black trash 
bag for a raincoat. He ties it with a piece of twine. For an umbrella, he has a grocery sack affixed to a stick. 
Second, I worry about his sense of self-esteem. He’s promoting two products that the Surgeon General 
has deemed hazardous to your health, especially if you’re pregnant. Wouldn’t he have a lot more job 
satisfaction if he were holding up a Pray for World Peace sign? But I guess world peace doesn’t pay the 
bills. Cigarettes and liquors do. I wonder how much he makes. Does he get an hourly wage or is he on 
a sales-commission basis? How about health care? Is he insured or does he have to wait until hell freezes 
over for Obamacare to get approved? I hope he has a viable retirement plan because I would imagine 
being a seven-day-a-week sign holder wears you down pretty quickly. On his income tax returns, what 
does he list as his occupation? In today’s world of inflated job titles, “sign holder” seems too modest. 

“Knowledge worker” sounds better. Just like a librarian, he is in the information-referral business. He 
knows where to get cigarettes and liquors cheap, an important informational nugget in the world of the 
Great Recession, especially when it’s been raining for six straight days, and the sun is only a scientific 
concept that you can read about in astronomy textbooks. One thing he has going for him is that he 
does his thing at a busy intersection. Since I’ve been watching him more closely, I’ve noticed that he is 
evolving as a knowledge worker. He is beginning to play off the attention people give him as they drive 
by. He is more active in nudging his sign back and forth toward the liquor store, and in the rain, he did 
a little dance reminiscent of Gene Kelly. Drivers tend to wave back in appreciation, and some even stop 
to get cigarettes and liquors. In today’s world, this is called being interactive. He’s communicating with 
his audience in the universal language of gesture. Like I said, he’s evolving.

Will Manley ‘Knowledge Worker’ Booklist, March 2010. 

Sink Estates

Throughout the 1980’s and 1990’s the council estate comes increasingly to be seen as a 
residual locale of spatialised social problems. Arguably more so in Scotland, by the early to 
mid 1980s it had already begun to replace the ‘inner city’ as the key spatial problem facing 
government and policy makers. By the time New Labour came to power in 1997, there 
was a ready-made stock of largely negative terms, imagery, and signifiers that were to find 
renewed vitality and generally uncritical usage in the early years of the 21st century.
C. Johnston and G. Mooney ‘‘Problem’ people, ‘problem’ places? New Labour and council estates’ 
in R. Atkinson & G. Helms (eds.) Securing an Urban Renaissance: Crime, Community, and British 
Urban Policy (Bristol: Policy Press, 2007)

p
a
g
e
. 
2
8

p
a
g
e
. 
2
9



PRODUCTION / issue one, 2013

Contributions 
Cover Image:  ‘The Normalization of Deviance (II)’ (2013), Mark Curran, from THE MARKET,
   a project by Mark Curran. Algorithm design by Ken Curran.

Page 2:   Fergus Jordan.

Page 4:   Nicholas Mirzoeff.

Page 5:   ‘Cybernetic and Political Analysis diagram [annotated copy]’ (1972),
  Stafford Beer, Stafford Beer Collection.

Page 6:   Extract from ‘Bodies in Alliance and the Politics of the Street’ (2011)
   Judith Butler.

Page 7:   ‘The People Reclaimed These Streets’(2009), Matthew Benjamin Coleman.

Page 8:   Alison Snowball.

Page 9:   ‘Hotel Praha’, image contributed by Katerina Krejcova and Lukas Matoška.

Page 10:  Gary Granville.

Page 11:  Paul Tarpey.

Page 12:  Judith Stewart.

Page 13:  Andrea Binelli.

Page 14:  Michael G Cronin.

Page 15:  Text: Denis Buckley; Image: James Emmett.

Page 16 & 17:  ‘The Normalization of Deviance (I)’ (2013), Mark Curran, from THE MARKET,
  a project by Mark Curran. Algorithm design by Ken Curran.

Page 18 & 19:  Extract from ‘On Reality.  An Interview with Angela Dimitrikaki’ (2013),
  Angela Dimitrakaki; Image: contributed by Angela Dimitrakaki.

Page 20 & 21:  Extract from ‘The Right to Look: a counterhistory of visuality’ (2011),
  Nicholas Mirzoeff.

Page 22:  ‘Recursive Model of Control Structure’ (1972), Stafford Beer, 
  Stafford Beer Collection.

Page 23:  ‘Headlines (selection 2007-2010)’ (2013), Mark Curran

Page 24 & 25:  ‘Smuggling Activities’ (2003), Ursula Biemann and  Angela Sanders, 
  still image from Europlex (2003).

Page 26 & 27:  Maurice Doherty.

Page 28 & 29:  Joanne Laws. Image: ‘It Can’t Last, No Rush’ (2010), 
  Jean Marc Superville, installation view, Manifesta 8, Cartegena.

Page 30:  ‘A Letter to Lucy’ (2013), Deirdre O’Mahony.
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