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AKADEMIE X is an art school without
walls. Unrestricted by geography and
open to all, it brings together the finest
faculty of arts educators from across
the globe.

AKADEMIE X has links to the top
international art institutions, from
CalArts, Yale University, the School
of the Art Institute of Chicago and
Bard College in the USA, to the Royal
College of Art, Rijksakademie and
Kunstakademie Duisseldorf in Europe.

Its tutors have the freedom to instruct
and guide according to their individual
style, revealing wisdom drawn from
their own experiences or setting
structured assignments and tasks.




They inspire creativity by presenting
examples of their work, while their
resources lists offer stimulating
guidance for self-directed study.

AKADEMIE X's educational philosophy
is that, above all, students need
preparation for professional life —

In practical, financial and ideological
terms. Here, they can become fully
prepared for the real business of

being an artist in the fast-changing
environment of the contemporary

art world.

AKADEMIE X aims to empower its
students, providing the essential
toolbox for thinking, seeing and living
as an artist.
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| bagan looking at art when | was a bay, cn regular visits to the Kelvingrove
Art Gallery and Museum in Glasgow with my granny. She Sked to look at
the Salvador Dali crucilixion and | liked to look at the model steamships and
the suits of armour. But slanding next Lo her in front of the Dali | became
increasingly fascinated by the crazy, deep perspective, the drama of the
shadows, the wee boat at the bottom. | began to think about pictures as
complicated puzzes and loeund mysell wandenng off to the picture galleries,
forgetting the models and ammour; although maybe not entirely - there was
4 Rembrandt of an old man weanng a halmet that bacame my favourite and
| can atill remember being fascnated by the way the texture of the pant
mimickad the texture of old skin, the way some well-placed white made it
seem that matal shone in the light.

To get to the musaum, we had to take a long bus nde from the south sxde of
the city, through some troubled and desperate areas. Even then, | was struck
by the conlrast between the dark, depressing stroets, the lack of hope or vision
they embadied and the rich, imaginative space that the museum opened up.
I'm still very much committed to finding and keeping the hberation that the
space of art oMers as a way of putting the rest in some kind of perspective,

L

Artigts notice stuff ~ the way things come together or fall apart, the telling
detail or overlooked ruin, the tel-tale gesture. To be an artist, you have 1o lrain
yourself to pay attention to the world in which you live, constantly kooking

for clues, always aware of your surroundings. Make notes, try observational
drawing or taking photographs, study how thinge are made. There ie no one
mathod here. The task is to find a way to notica the detads that make sense
10 you, the details that wil open your eyes {o content,

This s why s0 many of us get pissed off with lazy thinking that equates
making art to expressing leelngs. Too often, thes simply means the equivalent
of throwing a tantrum and nobody cares to see that. If you are interested

n expressing emotion, you have to examine that emotion, find its source,
calibrate how best {o represent it. The most successful expressionist art is
always coldly calculating.

A good artist pays attention to the world she finds herself in, which includes
the political and moral dimensions of that world. Making straight-up poltical
work is difficult, and most attempts fail. They come acrose as simple-minded
or stndent; worse, they are usually so tied to a particular moment that they
are irrelevant within & couple of monthe. But work that i grounded n a
speciic sot of observations, developed through appropriately considered and
handied techmques, will always speak 1o an understanding of relationships,
and thus to society.

H's a fine romance to think that artists have a spocial voice in the political
reaim, that we somehow understand truths better than the average person,
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but this ig & slippery slope to hubris, Shellay claimed that poets were the
unacknowledged legisiators of the world; some of the Malian Futurists took
him up on the idea and Hitler followedwﬁmesmprineiple.

Maldnganisalabouhingupideaswilhthemtuidsappmpﬁmto
expragsing them, and good art begins when that match-up Appears geamiags
and inevitable, Bad art happens when the ideas are uninteresting, banal,
over-familiar, and the materials and handling are indifferent,

In the mid-1980s Sharre Lavine was thinking about the extraordinary value
mwmmﬂyhmmnmmeinmﬂnldupmwg
coddonlybeloundwhmapwﬁcMg‘ﬁedpem-uwanab-mwo
anhprmmbmivspiredmuﬁonapioceolcmTowonthax,aho
w(edolwnbuyardtommopiywoodloihemolatmdiﬁondpomit
pﬁuing,ﬁlbdﬂwkmhmihohceidowihgoH-WMmdludihe
result framaed, Shodecidodonlhoaizcandpmpodionsoﬂheplywoodand
the nature of the frame- contracted fabour did the




If you are serious aboul yoursell as an artist, you are gomng to have to figure
out a way of working, First of all, you have 1o think about how you are going
1o pay the rent and feed yourself. You can't be freaking out aboul this every
manth - that would deslrey you and your hopes of making art long tarm,
Getting some sort of job ig one option for this, but so s determining that you
wall hve off your art. (Just remember that this requires you to pul aside enough
time each week 10 take care of business — schmoozing, meeting with people,
but also doing book-keeping and £0 on.) | don't suppaort the idea of artists
paying the rent through any kind of criminal activity. | know theee maght be
some soet of outlaw romance to that idea, but the reality is you get caught
and spend a lot of really unproductive time = & jul cell.

A lot of the time, being an artst is about getting things done ~ either making
stuff or oversesing other people making stull. There is no formula for how
much time you need to dedicate 10 this each week, bul there has to be some
regularity. You need to be in whataver space you set aside for thinking about
and making art often enough to ensure continulty in your thinking process, and
sufficient fime to make mistakes,

Ona of the most common clichés about ardists s that we're all dreamers,
impractical people out of sync with the hard chowcee of the real world, The
fact ie that making art is all about judgment and choice; artists have to be
decisive. We also have 1o be business people. You nead to keep an inventory
of your work, track its movements in the world, record its fustory. You also
need to keep a sharp eye on both income and expensas, and make sure that
one ig covering the ather so that you can continue to do what you want to
do. Depending on what your costs are, and how you plan to cover them, this
may slso mean honing other skills, from marketing to teaching, mixclogy or
somathing efse entirely.

One thing af artists nead to be able 1o do is to presant their ideas conlidently
to the range of people who come through the studio — peers, curators,
gallerists, writers, collactors. If you clam up, you run the nsk of seeming timid
or arrogant, and neither does you any favours. The work = always paramount,
but unlees you can set up a conwincing context that gives thesa first viewers
a way nto your procasses, nobody else will ever see what you are doing.
And once the work i5 presented in a public place, your vowce agam is the
most impaortant, the most convincing, in gatting the public to pay attention.
There are no rules dictating how much of your inspiration/process/technique
you should reveal, What is important is that you sound as d you know why
you're doing what you're doing and how it's relevant to the present moment,
and that you have some sense of where it's going, where you're taking your
nvestigations.

Around the tum of the millenmum | wis having some problems in my studio;
a number of projects and series had come to an end, and, although some
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naw things were gtirning, it was hard to feal confident that anything wae
happening. | was in a funk. Just then, | was approached by the curator Paul
Schimmel to write an essay for the catslogue of a show of pantings by Laura
Owene that he was planning. | had worked with Laura when ehe was & student
at CalArs, and we'd stayed i touch, but going to her studio to bagin work
on lhis essay was a revelabon. The walls were covered with drawings and
amal paintings working out ideas and themes. Deepite thewr casual appear-
ance, her larga paintings were carefully planned and plotted. As | wrote then:

Owens offers a simple, ganerous kind of comedy, accepting the treasuree

of the given, relishing in the condition of here and now. This is a subtle

act, requinng droll precsion with an unflinching gaze. On the surface it is

an entertaining and sweet art form, bul it ie also an an of cruelly lowards
accepted notions of taste and decorum. It offers & hard look at what painting
=, and how its practice, and reception, might ft into daily life. It offers a grace
n the preeent, a ightness of beng, of leuch, of thought.

.- hhe

if 1 could go back in time and speak to my twenty-three-year-old self, my
advice would be threefold: travel further and more often to see what ant
actually looks like, figuring out sconer whach ideas are currently convincing,
which have bacome pasaé; apend more time making stuff, leas time thinking

about it; and do a better job of networking, staying in touch with people who
show interest or inendsho.

Whan | was twanty-thrae, in the early 1970s, | was in Edinburgh trying to
puzzie out what was going on in this art world that | was so keen to become
part of. | tracked down copiee ol Artforum and Studio Intermational — they
arrived in a forgotten corner of the old university bulding on an eratic
schadule, usually four to six months after publication, Sitting alone in a dusty,
overheated nineleenth-cantury room, | Ined lo make sense of these complex
arguments about Concaptual art and parformance, but without much expe-
nential back-up, and the translation was uncertain at best. | tried to fill in the
back story by reading John Golding on both Cubism and Duchamp, Richard
Hamilton's Tate Gallery catalogue eseay on Duchamp, and the newly published
Dialogues with Marcel Duchamp by Pierre Cabanne. | read Harold Rosenberg
on Amencan Abstraction but ded not know to read Clement Greenberg.

Through the pages of Artforum, 'd become fascinatad by the obdurate,
inscrutable painting constructions of Jasper Johne. | had no idea whal to
make of eomething like Target with Four Faces, and the idea of a painted flag
made no sense at all. (Pop DJs panted Union Jacks on their Jaguar sports
cars. How did that translate to sencus art?) Bul | kepl returnng Lo pictures of
these works in the magazines and soon came to the realization that | had to
saa the actual pantings. So | wrote a letter to Johns courtesy of the Castelli
Gallery in Soho, and he wrote back to say he'd be in New Yoek until July and
that | should come by his studio.




I'd made a few trips to London but found #f something of an echo chamber
for what I'd been reading was happening in New York. The summer | turned
twenty-four, | llew across the Atlantic to see for myself, At MoMA, the
Whitney and the Guggenhein, face-to-face with Picasso and Polock, with
Johns and Stella, | began to breathe and understand the physicality of art.

| tock the tran to Phiadelphia and confronted the weird, perverse mystanes
of Duchamp, face pressed up agamst that infamous old door. | called Johns,
and he invited me to his studio in an old bank on a comer of East Houston
Street. He and his assistant Mark Lancaster, who'd been a student of Richard
Hamilton and had worked on the replca of Duchamp's Large Glass, wera
vary frandly and asked me if there was anything in particular | wanted to see.
I'd become obsessed with No (1961), and, although it was a thinteen-year-
old work, it was still there. They pulled # out and left me to look it over, | took
in the scale of the work - about the size of a emallish person — as it leaned
against the wall, sensing the heavy, shightly dusty weight, and yet fragdity,

of each waxy brugh mark, the depth of material and colour. Above all, there
was the poignancy of that irregular piece of wire hanging down the centre
of the picture, a resistant, moving line that held the two letters that spelled
‘NO' suspended over the canvas, an uncertain rebuke to — what? Suddenly
it became clear: all the references 1o the repettions of Beckett, to Ducham-
pian ready-mades, 1o Wittgenatainian interrogation now somehow made sense.

I moved to New York the following year, and wisited Johns once more,

He was as frandly as before, but busy with preparatons for an upcoming
retrospectve at the Whitney. | felt | was intruding and didn't attempt any
further contact. If | could reach back in time, | think I'd encourage my younger
self to push past the limitatione of provincial shynese and seek some sort

of Inendshep with one of the most significant painters of our time.

L

There’s a narrow perspectve on life that seeks to identify & purposs behind
it, as if living weren't geod enough on its own. | remember i Sunday
School being told that the chief end of man was to glonfy God, and hearing
elsawhere that | was expected to get a job, settle down, have a family. It
seemad to me then, and still seems to me now, that people who hunt for
purpose in this way are looking to cloes down options and erect smpldied
codes of conduct that will have predictable outcomes. They want to limit
choices within a range of what they consider acceptable, and try to punish
anyona who thinks differantily. Art exists as a rebuke 10 all that; it celebrates
being. Making arl is a communicative act, but the most stunningly lberating
thing about it is that it has no purpose in the day to day. It may help make
sense of things, but it prescribes nothing.




ASSIGNED READING, VIEWING AND LUISTENING

READING:

* Alpers, Svellana. ‘Interpretation without Reprasentation,
or. The Viewing of Las Meninas’. Represantations. No. 1,
(1983): pp, 30-42

Mmmwmmwmmmmmm
Foucau® (see belaw), thay should then take on Alpers.

. NUMMEMMWM&M
Paris: Editions Belfond, 1967, Translated by Ron Padgett
&5 Diafogues with Marce! Dichamp. New York;

\Viking Preas, 1971

mwm.mm:mmmmwmamm
cantury art, bul & isn't cloar whal they can teach w= Duch-
amp, an the other hand, loft the legacy of the ready-made,
the uze of chance as a compostional toal, the ides of in-
difference a3 opposed to taste, and demanded that artists
consider ther relationship with thei- viewers; 1 short, he
opened up our thinking aboul art, widened it, democratized
it. The bast way to figure out what he meant i to read his
own words, and this is the finest colloction of interviews.

" Foucaul, Michel, ‘Las Maninas' in Les Mats ar fes
choses: Una archéologie des sciences humaines. Paris:
Editions Gallimard, 1966. Transiated as Tha Qrdey of
Things: An Archiaeology of the Hurnan Sciences,
Lendan: Routiedge, 2001

mwhmcmmmmm»
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front of a painting must read Foucsult's daft analysis of
one of the greal humanist works of the premodarm era.

" Krauss, Rosalind. The Originality of the Avant-Garde
and Other Modarnist Myths. Cambridge, MA: The MIT
Fress, 1086

Inawwdolomoolobomimmdsgmmﬁon.
Krauss attempts 1o figure out the new farms of the 1970s
-peﬁwmce,ndoo.mmmdwognphica}[
besed work — without entiraly gving up on bar aarker
tramng as a Greanbergian formakst, wedded to the
idea of & histarical development in art towards an ever
more pure exprassion, reduced 1o an elemental azsence,
A tascinating straggle betwaon what she sees and
what she thinks.

" McEviley, Thomas. The Triumph of Anbi-Art:
Canceptual and Pertormance Art in the Formation of
Post-Modernism. New York: McPherson & Co., 2005

McEvllay doesn't look as clossly at art as Krauss, but
hebthgeemonopcnm'md.andabmadmddnp
undarstanding of philosaphy, from pre-Socratic Graeks
loﬁbool.lobnrm'hoqmﬁmdmmwﬁsm
He makes & compelling ca=s for the transtormative afoct
olConoomumdPodo-manoam.mdowlainuho
mdmychmmq‘wwwomﬂi\ﬁ\g
abaut the means and ands of art-making.

* Singerman, Howard, Arf Histary, Aftar Sherrie Lovina,
Los Angeles: Univeraily of Calfomia Press, 2012

umwmnmmwmmhwm
deive info this case study of one of the pvotal artists of
tholmuvho*owovkmlmuami&rwm
of ongeality and ski, mark-making and mechanical
raproduction, awnership and theft; it aizo obliges us to
congider the rale of the art market in the reception of an.

VIEWING:

* Antonio, Emike da, dir, Painters Painting: A Candid
History of the New York Ast Scena 1940 ~1570. Sphinx
Productons, 1973, Fim

lhdwaysgmatoheumidsuﬂi\gdmmﬂni
wﬁ.mdlﬁsﬂno’voeyouNwMam’gMup.frm
Bamett Newman to Jasper Jobns and Andy Warhal. It

a clazh of the titans, with Robert Rauschenberg as a
mischievous pivot between elders and youngers. We also
get the added pathos of seeing Newman, with almost hes
Iast, but =il amused and cantankerous beeath, doclaim
that ‘art criticism & 10 artists as ormithology is to the birds’,

" Fassbinder, Rainer Wernar, dir. Die bittaran lrdnen
der Patra von Kant (The Bitter Tears of Patrs von Kant).
Filmvarlag der Autoran/Tango Picturas, 1972, Fim

This film is a beautiful and melancholy consideration of
lowe and betrayal, miving the styleed acting and nonfinear
narratives of avant-garde thestre with the over-wrought
emationality ard off-key colour of the 19508 melodramas
of Dauglas Sirk and Luching Visconti.

LISTENING:

* Bob Dylan. Highwasy 81 Revisited. Columbia Records.
1965

This is a brlliant mash-up of oid and new, faund and
hmm-m«ammmwmw
in Dylan's parfactly imperfoct voice, framed and delvered
with the alectric, urban urgency of rock and roll There's
no bettar model loe what art can be,
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