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Introduction

Across the past century, a significant proportibmembers of art worlds proclaimed that their & la revolutionary
potential and/or could bring about some social geaincluding outside the art world itself. Theel&d" century saw major
proponents of such positions rise to high visipilit the art world of contemporary art. A revolutaoy faith in art was
heralded through Joseph Beuys’ social sculptureem@nt. Hans Haacke's reflexive criticism of thteasorld combined
with social-political criticism attracted the attiem of major art sociologistsThe second half of the 1990's and the years
2000 saw the multiplication of art projects aimatgconcrete interventions in society, hoping tagprabout effective social
change at the local level rather than either preiskeerevolution a-la-Beuys or keep playing in thedbox of the art world.
These different streams of artistic work are caiuitig to develop themselves.

Such claims are currently meeting renewed atterdgimong art sociologists, even if a large numberegkarchers keep
focusing on the art worlds themselVe&.recent international art sociology conferendastrated this developmehfThe
time has thus come to conceptualise and investigatie claims seriously and to focus attention enptbints of interactions
between artists and the rest of society and tobtitder zones where art worlds meet the outsidedsofowever, the
present approach will not deal with social changeerms of its quantitatively measurable effectse Tocus is not on so-
called social impact studigsRather, it considers how social processes mayratrzough artistic processes, that would
potentially generate social change.

The operational framework of the research is tih@del of conventionswvhich is introduced in section 1. Within this
framework, the artist may perforrentrepreneurship in conventionsection 2). However, the artist as would-be
entrepreneur meets intricate difficulties, as tiven aconventions of the artist (and of his/her artrido may hinder
entrepreneurship; the challenge being then to assagouble entrepreneurshisection 3). The exploratory study of two
cases of Intervention Art in Rotterdam highlighite telative successes and shortcomings of suchoviimientrepreneurs at
work (section 4).

Section 1: Conventions

Determinism vs. change, agency vs. structure, ndelbgical individualism vs. holistic structuralismThe social sciences
are used to argue over the proper way to concéeptusbcial reality and to relate the levels of ti@crosociological and
microsociological. Within this ongoing conversation, the presentcktfocuses on the framework of conventions. The

! This article is based on a paper presented @188 conference of the European Sociological Assioci in Torun (Poland), as part of the Arts Reskar
Network. | thank the organizers and participantstieir valuable comments. | also wish to thankftiewing people who were supportive in the
preparation of my M.A. thesis in 2004 at the Unsigrof Rotterdam, which is in the background & #005 paper and of the present article: Arjo
Klamer, Wouter de Nooy, Hans Dieleman, Hans AbbDigk Noordman, Ruth Towse, Lyudmila Petrova, Alfdalcintas, Giep Hagoort, Nelly van
der Geest, Hans van de Braak, Wochenklausur, Niziéssens, Ivo van der Baar and Rini Biemanstti@present article | want to thank for their
comments: Tasos Zembylas, Volker Kirchberg, Haredebiaan, Oleg Koefoed, David Pluth and the studentsy seminar on art and social change at
the University of Liineburg.

2 i.e. both Bourdieu (Bourdieu and Haacke 1994)Backer (Becker and Walton 1986)

e.g. the Vienna-based group Wochenklausur (edygZi2001) and the Dutch artists Jeanne van Heegiijk. Berendsen and van Heeswijk 2004)

and Joep van Lieshout (with AVL-ville).

For example, Heinich (2001) has the ambitionremdthe attention of sociologists to the converttiohthe art worlds (“se consacrer a I'art comme
société” p. 108), in contrast to earlier socioladiworks on “art et société”. The current work aitmseconcile those two perspectives.

i.e. the conference of the Arts Research Netwbtk@® European Sociological Association, Lueneb8§)7, highlighted the research field of
“sustainability” (i.e. the search process for glod@ological and social justice) in its relatiorsto the arts as a major new frontier for the dogip
of the arts. See chapter 4 by Kirchberg and KagaKirchberg (2007).

Furthermore, given the operational frameworkhef present researcher, i.e. “conventions”, satiphct studies and quantitative ‘questionnaire
surveys’ in general are inappropriate. For a aréigf the inconsiderate use of such tools foroliey advocacy by Matarasso and likes, see e.g.
Merli (2002).

See e.g. the current discussion in cultural sogipbver macro-micro linkages after Bourdieu andd@ns (Kirchberg 2007).



concept of conventions allows to understand bottias@onformity and movements away from conformiityolving
specific individuals. Before introducing the opératl framework of conventions, the initial use thfe notion of
‘conventions’ as most art sociologists know it, &8 used by Howard Becker (1982), is introduced.

Conventions: an old tune and some newer inputs

The concept of ‘conventions’ sounds as an old temeinding, back in the early 1980’s, of the resting Art Worldsby
Howard Becker. The framework of conventions indéedds upon this existing tradition, but it systdines it and is
applicable to all forms of social organization. §hiore recent conceptualization of conventions laasched through the
1980's and 1990's in France among an interdisaipliteam of economists and sociologists and isliiEbas “economics
of conventions” or “economic sociology of convemsd? It has general implications for the sociology ofganizations
and for New Institutionalism. It is a general motet was not especially designed to account fersiecific case of art
worlds. It is also a very lively concept that attsathe attention of innovative research commumitiech as “economic
sociology” and “post-autistic economicsAnd because this model also applies outside theatds, it will become all the
more useful in analysing the relationships betwiberartist and, so to say, ‘non-art’ worlds.

Of course, the roots of these uses of the conckgbiventions plunge much deeper and allow differgneams of
interpretations, pointing at earlier sources sushDavid Lewis' definition of conventions, Herberim®n's work on
cognition and rationality, Rene Girard's ‘triargguldesire’, Karl Polanyi's ‘tacit knowledge' Keyhésonventional
judgement' and further back with Ludwig Wittgesists 'rules' (implicit and explicit rules), Ameait pragmatism
(especially John Dewey), Max Weber and all the wagk to David Hume's understanding of conventiomea#procal
referentiality..*’

Howard Becker’s perspective on conventions illustidhow crucial conventions are for the functionifigurt worlds:

In an art world, “the interaction of all the inveld parties produces a shared sense of the wortthatf they collectively
produce [in a process of conviction building: thedal of conventions will further elaborate on tpwint]. Their mutual

appreciation of the conventions they share, andtipport they mutually afford one another, convitimn that what they
are doing is worth doing®.

Conventions provide a useful art-historical condeptexplaining the artists’ ability to contribute the social construction
of art works which bring emotional and cognitivespenses in audiences (and expectations) becaubesioats share
knowledge of an experience. The shared knowled@@dies of conventions is part of a common culture.

Members of the art world can therefore rely onieadgreements and/or understandings that havebeoame customary,
conventional. And different groups know differemir{s of the total body of conventions used by amwarld. Conventions
also regulate the relations between artists arel ll-socialized) audience, specifying the rightsl obligations of both
sides. Conventions therefore cover all decisiorst thave to be made in the art world. Thanks to dkistence of
conventions, decisions can be made quickly andtartan devote more time to actual work. Easy #iment coordination
of activity among artists and supporters is alsdenaossibl¥. However, if standardizéy conventions are not static. They
undergo constant adjustments in response to chgurginditions and changing strategies of individwalsl groups. But
rarely do revolutionary changes occur, accordingidavard Becker: conventions seem to be naturalhiermembers of the
art W?Arld, so that breaking with the rules will perceived as an attack on the aesthetics and satugures of the art
world™.

Knowledge of the relevant conventions and routirteractions following the terms of these convergjatefine the outer
perimeter of an art world. The diffusion of new gentions coming from the creative core of an artlgvinvolves a
process in which the first to understand (haveathiéty to decode) the worth and values of whaprisduced are the ones
most involved in the production (creators, intetpyefollowed by “serious audience members” whorshsome of the

8 See especially ed. Orlean (1994) and eds Favarehliazega (2003). See also Biggard and BeamigI8]26r a review of this movement.

See Eymard-Duvernay et al. (2005) for the possteieconomics network, and Jagd (2004) for ecaasaciology.

For lack of space (and because it would go wayhefftopic of this article), the current articldlwiot dive into the whole history of theories and

definitions of conventions in the social sciences.

1 Becker (1982)

12 As the general model of conventions will showy aamplex organized human action (i.e. any actiomodern societies) necessitates the existence

of conventions. Without them, decision-making diffities would overwhelm the individual.

The standardization of conventions means thatdiae with experience in the arts can be countet &now [the] basic minimum. It becomes an

automatic basis on which the production of art wa&n proceed” (Becker 1982).

 For an analysis of the political processes at jplahe process of conventions-setting in art derkee Kagan and Abbing (2006). In that paper, we
are establishing under which conditions Beckessiaption does not apply, i.e. in which situatiorgjfient experimentations with rules and an
ongoing breaking of rules are tolerated and eviemugdted... In short, higher tolerance for ruledkieg is observed when the polity-settings esthblis
“compromises”, while a lower tolerance for ruleeking is observed when the polity-settings esthftonsensus”.
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convention¥’, and through them (and their interactions with avidegments of society), only later do “well-sdzid
members of the society” and the general publicesharunderstanding and value the prodficts

New conventions introduced by the successful ant@k out as a new langudgeOver time, they inter-relate and form a
specific self-referential body of conventions, whaudiences can learn “by experiencing them”.

However, more than mere experience and accustottiagarocesses of construction of conventions wevohetoric in the
building of conviction and suspicion, in symbolights over conventional coherence. The upcomingehoficonventions
maps these processes and allows further understpofithe working of conventions.

Conventions: the concept

The study of conventions calls forward a sociolafjiand economic understanding of the social coottmu of reality

departing both from the perspective of an autonofmpdividual choice (as promoted by the method@abindividualism

of standard economics) and from a strict heteronofiigdividual behavior (as would be inferred frenpurely structuralist
perspective).

The rationality and efficiency of individual behavridoes not depend on the individual’'s own caldéoiest alone (as the
standard economist would argue) but also on thegrek of coherence and compatibility with the doeravironment.

Rationality is contextual: There are no inter-tembouniversal rules for individual calculation. Anghtionality is

procedural: it is constituted through an interaetocial process.

Interactive imitation or “Mimesis” in the definitioof René Girard, rather than calculation, is theechuman behavidr.

Mimesis works preliminary to interpretations andcatations. Mimesis also structurally integrates #ocial context into
the cognition of the individual. The individual'secision has meaning only relatively to his/her emwvinent. This
environment is constituted obnventionshich give the individual points of reference tdadg him.

Conventions are collectively constructed units nflerstanding of reality, organizing beliefs and itteaBround moving

structures of interaction. They institute the caoation of action. They are constituted of both tioe, non-reflexive

relations and of more reflexive interactions throughich participants may remodel their collabonasioOwing to an

emergent process of rationalization in which indials involved are inter-dependent, a conventigpetis discourses and
devices constituting an information system (or infation screen) that allows interpretation and @atibn of the social

environment and of one’s own behaviour. Therebgyveations overcome uncertainty.

In a given convention, a number of beliefs (as wellh number of habits) are stabilized and considas ‘common sense’.
beliefs about the goals one is expected to ainmahé social activities relating to the convenjidoeliefs about what kind
of means should be available (in order to attai@®goals); and beliefs concerning the perceptidmoav things work and,
subsequently, the causality models (or theories)strould use to translate means into ends in apipgte way.

It is the conviction that a certain convention iseference for the others (the people one is iotErg with in a given
context) that makes behavior efficient for an indiial acting in and/or upon the convention. Ithie tommon trust in the
convention that fosters this individual convictidinis the coherence of the information systemhefd¢onvention that fosters
common trust in the convention. The informationteys is made of discourses and conversations (witthedoric
highlighting values, principles, assigning rolespeople and defining the boundaries of what isrtbenal realm of the
convention) and of material settings that suppbdsé discourses and conversatitnét is the actions by different
individuals vis-a-vis the existing conventions tledfect the coherence of the information systendividuals can play
strategically upon the information system to trgd @hange the convention, to replace it by a ‘sugpi®f that convention
that becomes an alternative convention, or to ntoer create) a convention of another kind.

15 These 2 groups, who also form spediiicles of recognition“make a greater effort to learn new conventiormppsed by innovators” (Becker

1982).

Less involved participants are presented witleftdly selected and mediated innovations and newentions. Cf. also Bowness (1989).

“Language” itself being a typical case of convemiLewis 1969).

8 Simon (1976)

19 Girard (1961). Discussing why imitation is coresied as the core human behavior would be verytiifsig but beyond the scope of this article. What
can be mentioned however is that several streamsalfsis point at the crucial importance of imiaf besides Girard's anthropology: One may even
point to evolutionary theories of sexual selectisrma biological-anthropological starting-point floe basic social dynamic of imitation and distiooti
among human societies as observed by Girard (andgohimpanzees as well, as observed by de Waa)200

Gomez (1996) talks of an “information system” sisting of “wordings” and “material devices”.
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Conventions: the model

The present analysis of conventions is interestath in art worlds and in other social groups withieh artists may
interact. Therefore, it makes use of a general thofleconventions that aims to be relevant to alinfe of social
organization. The specific model described belowinspired by Gomez (1996) who operationalized tbecept of
conventions into a relatively tractable model, bafso integrate further insights from other thetimians of conventions.
This model depicts conventions as screens of irdtion based on processes of interactive imitatiogh r@tionalization,
and describes how conventions are organizing st@medction around common beliefs and values.

Individuals are driven tamitate one another andistinguishthemselves from one another and thereby creattveork of
interdependent behaviours. The individual is abledrceive indications on how to decide by himselfecause he or she
is not alone: he/she can find landmarks in the Wiehaf others; he/she can therefore position himherself towards these
behavioral guides, and decide whether or not tteitmithem. To say it otherwise, in Becker's tertisren when you don't
want to do what is conventional, what you do wantdd can best be described in the language thatsdmom the
conventions™,

The evolution of conventions depends on the inteatli strategies of those individuals who decideley on the rules
rather tharin the rules, to modify the terms of imitation ratiean just imitate others. Insofar as the individigahble to
perceive (parts of) these rules of generally reciaghbehavior, he/she reaches a level of refleawareness. However,
playingonthe rules requires also an awareness of the aildjladf alternative sets of rules and a competeimckandling
alternative conventions. These individual qualitieél be introduced with the concept of the “entrepeur in conventions”
(in section 2 of the current text). Given theselitjea (that would relate to the agent's “practicahsciousness” in the
structuration theory of Anthony Giddefs)the individual is then relatively freely engagiimga social space that offers
him/her the landmarks around which his/her relatiegedom (or 'agency’, in sociological terms) cafold.

Conventions can be defined as screens betweersaattmwing them to decide and calculate relativielely’ but within
the framework they constitute. Individuals are tlitee, but not ‘sovereign’. The individual is bagmarding and being
guarded by the rufé To accept the convention is to be convinced of itstexice. A convention only survives when it is
adopted widely enough to become a norm at a gieesl bf social organization. A convention is nopimsed upon people,
it is not a law (although it can attain as muchhatity as a law, ). It is rather a self-fulfillingrophecy. It is not an
exogenous constraint upon the individual, batendogenous constraiaidopted to allow behavior. As Becker argued,
conventions cover all decisions that have to beevzandi they organize the members in the art wirld.

A convention has the following characteristics:

- A situation of uncertainty overwhelming individualsless they refer to ‘normal’ behavidr.

-~ A'normal’ solution readily available to individua{without them having to define it by themselvé®ing both stable
and tacit (unlike a negotiated contract).

- A shared trust in the fact that the conventiongml complied with by its adopters and that adaptéll anticipate that
others will comply too.

- The fact that another solution could exist for pineblem the convention is solving.

These characteristics are partly taken from Led@69). | am however not strictly following Lewigrfthe reason that
Lewis assumed that all social agents are fully avedithe convention (it is ‘common knowledge"). Big conception of
conventions proposed in the present article rathsumes that conventions (1) offer incompletesfilighat are open to
interpretation and (2) conventions interplay whke tndividual social agent both at conscious arftsnscious levels.

A convention allows to rationalize one’s behavi@iis is an emergent process, a performance ajirality that is
constructed in interaction with others and is raidn the sense that it appears rational to selfathers within a social
setting but not necessarily in some objective etesense” (Biggart and Beamish 208B3) his process is not only

21 Becker (1982)

22 Giddens (1984)

2 This is clearly pictured in Kafka’s famous shddry about the man who fails to enter the guardethace of the building of Law, an entrance
designed especially for him (Kafka 1955).

24 Becker (1982)

% The canonical illustration, coming from Lewis (B)@&nd paraphrased by many others, deal with dyigime’s car: ‘Should | drive on the left or right

side of the road?’ ...

The concept of convention involves a trend oboiged social interactions “that develops over tingath-dependent way [with] conventions that

maintain stable relations” (Biggart and Beamish300

27 See ed. Batifoulier (2001)

28 As Biggart and Beamish (2003) noticed: “This cemcwith rationality as an emergent, interpretasg performance process is rooted in the
perspective of American pragmatism, particularlyhie work of Dewey and his concern with habit”.
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involving the conscious mind of the individual, la$o involves subconscious levels.

The concept of rationalization points at the praced and techniques through which individuals conéason to their
decisions (Herbert Simon spoke of “procedural ratlity”).?° How do practices become recognized as rationaf®he

One rationalizes in front of others, one gives asom. But then, how can different individuals use same rules for
calculation and thus rationalize in the same wayihFthe point of view of an individual in a conviemt, how does one
come to comply?

The key concept is individuaonviction the individual belief that others act in a certaiay in a certain circumstance.
Individuals do not check continuously that otheltofv the rules, because they are convinced tegt tto so. This trust is a
foundation of social life.

A convention has to be convincing, so as to becseléevident (so that even deviant behavior stifers to the
convention). A belief is effective when it is shdneidely enough to have effects. An effective cartian is a convention
that is adopted as true. The study of conventioakd at the justifications of choices made. It @k historical processes,
at the evolution of systems of conventional rulEsifistitution being understood as a system of-irelated conventions}.

It also looks at individual strategies aiming aabing conventions by introducing suspicion abbant®?

By definition, a convention can be challenged byhernative convention (lingering as its antitbgsihere is therefore a
suspicion on the convention, that could take ower@estroy the convention if conviction was to.faildynamic process
takes place. Rationalization changes as the coongthange, and the evolution of conventions cghaé the evolution

of behaviors.

Becker (1982) observed that one small change offignires many other changes... As this small chamgeduces
suspicion in existing conventions, these ‘many pti@anges’ are more than a mere technical requiterreSystems
Thinking terms, the small changes with the largestte consequences would be labelled as havirggh leverage” on
the system (i.e. on the institutions as systenistefrelated conventions), vs. the “low leveragetsf small changes with
lesser consequences.

“The social world being woven with conventions,iinduals can refer to different conventions, andsiify behaviours
that are different because rationalized differéniomez 1996).

Apart from the case of a convention and its postiatnti-thesis, there are also many cases of tengietween altogether
different conventionsolving different problems but being raised simdtausly, involving some of the same people and/or
having some characteristics in common. Here agianindividual will choose the convention that hesbe judges to be
most convincing (and subconsciously feels attrattigdBut these interference zones between differenventions will
also have the effect of throwing suspicion on eamhpeting convention. Therefore, there is an inctéza between the
internal dynamic of suspicion and the external cetitipn from other conventions.

However, a special case can occur, when differ@mt@ntions are associated through a double maraktyparadoxical
combinations of apparently contradictory convergiander a discourse justifying double-standardsrhetbrically solving
its internal contradiction®’

Altogether different conventions can refer to vdifferent normative principles for making senseedlity, i.e. “orders of
worth”. In such cases the competing conventiondased on entirely incompatible paradigms and twifrontations
result in contextual compromises rather than igraresis®*

What grounds the conviction of individuals abow tfeneralization of a given convention?

Conventions are informational screens that preieatitiduals from having to manipulate a large antoafrinformation
continuously. The more complex a society (the farthom the ancestral small tribe), the largerrthenber of conventions
that will be used, because they allow easier inftiom managemerBecause of conventions, informatisorganization.
Because of conventions, only new, dissonabtiormalinformation gets the attention of individuals.

To study conventions, one has to observe the oelthips between the convention as screen and digdnal cognition
and dispositions: to observe by which means behalgfning common beliefs and habits are formednsmitted and
modified. This set of relationships is the “information systeof the convention.

The researcher analyses discourses and convessgtiatifying the convention: Discourse qualifiesaivis (in)compatible
with the convention, where are its borders, howvaaring it is. Discourse can be conscious, interdland direct but also

2 Simon (1976)

30 Howard Becker (1982) already raised this issivng attention to mechanisms of rationalizatiorcértain parts of the art worlds, especially around
new art (i.e. in change in conventions).

Such a study of systems of justifications at gdascale can be found in Boltanski and Theven@X)L9

32 Gomez (1996)

3% Such cases of double morality can be found fomgta in the art elites' discourses of cultural deratization, such as e.g. in France with the famous
slogan of “elitism for all”...

This complex issue will not be fully addressedhia present article. See Boltanski and Theven®X)L9
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subconscious, unintentional and indirect.

However, the information system is not based omaarhetorical content, but also on the materiaratteristics of the
saocial interactions it organizes. Therefore theaesher looks at how the discourse is conveyechamdconversations and
other social interactions are organized materially.

The power of conviction, and therefore the strengththe convention, depends on the coherence ofdibeourses,

conversations and material settings of social &au#ons making up the convention as a screeningsys

The dynamic of the relationship between the indimidconviction and the convention tends to haveegponential
character: It normally works into a virtuous cydeth strengthening individual conviction and rengfog the existing
convention against change. Repeated interactiomneleet adopters of the convention and the influefcgome authority
figures within the convention both contribute tegang ‘normal’ behavior on its track. But as soematiceable elements
of suspicion bring dissonance (especially in theyedays of a convention when conviction is stithdile, and in
environments involving heightened competition b&weonventions), incoherence may start grippingntieehanism and
turning the dynamics inversely, in an exponenttthhm, so much so that a vicious cycle weakens ldividual
conviction and the status quo. Such a vicious cgalelead to an increased discrepancy betweerxgiee®tions nourished
by the new convention and the satisfactions pralidg the existing (and increasingly suspicious)vemtion. The
discrepancy can in turn provoke “relative frustratiand a higher probability of social violencepst, exit or other forms
of opposition against the existing conventidiBut discrepancies can also lead to a diversityomiscious or subconscious
strategies of reduction of cognitive dissonatice.

A convention cannot be controlled by a single ifdliial, given that each and every individual is jggrating to its social
construction. But strategies of change are possgrtaups of individuals (or single individuals wigtoups of followers)
can play on the discourse and/or on the materigicde of a convention in order to increase or desgeits power of
conviction.

Section 2: Entrepreneurship in Conventions

Individuals are constrained by the screens of cotiwes they adopt. But thanks to the framework emtions arrange for
behavior, strategic action (or ‘agency’) is madegiole within organization (or ‘structure’). The d& of conventions goes
now one step further, explaining the dynamics ef &lation of individuals who aim to play no longenyin buton the
conventions... and exploring how artists can be sntrepreneurd’

The Entrepreneur in Conventions

Any form of social organization is characterizeddtyeast one common convention: a conventioningldd purpose. The
existence of an organization is linked to a getezdlconviction about its role. Every member, eyeayticipant needs not
havethe same goal, but each participant does think trebtijectives (including personal objectives) caly shape out of

collective action.

How are actors lured into a specific instance dfective action and effectively convinced of thetfahat there exists a
common purpose? (The relative coherence of theictmw will be a determinant factor for the relaigtrength of the
organization.)

One answer to this question has to do with the epinof Entrepreneurship in Conventionse. strategies of conviction-
building affecting the new adopter.

Other, complementary elements of answer can cooma the history of the incoming adopter (his/her ity his/her

repertoire of dispositions).

% On these notions, cf. Gurr (1970) on relativestiration, and Hirschman (1970) on the differentfeiof opposition i.e. different forms of both

“voice” (protest) and “exit” (which in terms of ceentions, may involve either exiting the conventidiogether or becoming relatively indifferent to

the convention).

The long and complex discussion of 'cognitivesdignce' and strategies for its reduction, sinom [Eestinger's first formulation in 1956, is beyond

the scope of the present article. See e.g. HarmoasJand Mills (1999).

37 The word “entrepreneur” has strong connotatidnkirlg it to market values and the figure of a besis ‘genius’, as popularized by Schumpeter. The
term is indeed used the most in the economic anthgement literature. However, a different use eftérm is proposed here, linking it to
sociological notions of social ‘agency’ beyond tteitional realm of the economic entrepreneurs®gproach is not totally new, as illustrates e.g.
the rise of the expression “social entrepreneuréent decades. This paper does not cover exgfigitions of entrepreneurship. For an account of
definitions of entrepreneurship, social entrepresigip and cultural entrepreneurship as used imartagement literature, see Kagan (2004), chapter
2 section 3: 68-69 ff.
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It is important to be aware of the plurality of plisitions of each individual social actor, as anatyby Lahire (2004
Conventions function as incomplete rules and arenof interpretation (as already mentioned witlrenesfice to ed.
Batifoulier 2001). Therefore, the specific reparobdf disposition of each individual social actoaynlead to specific
capabilities for entrepreneurship in conventiongl/a@n to a specific receptivity (as ‘adopter’) tonseone else’s
entrepreneurship.

Entrepreneurship in conventions is the successfustcuction of a common purposeful convention. ‘@matrepreneur is a
convincing individual [...] To undertake enterprigsetd convince the actors whom are necessary toedlesation of a
common objective®.

The entrepreneur looks for ways to convince othieiestherefore plays on the information system @f ¢éinganization’s
convention, and tries to modify it to make his oagenda look more convincing.

The entrepreneur is the promoter of a renewed ctiore and therefore a creatorAs argued in the previous section, if
strategies of change are possible, they cannanhpesed by a single individual: they require congihgroups to act upon
the discourse, conversations and material settifighe convention. Therefore, the entrepreneuniso way a human
‘Deus ex Machina’, and his entrepreneurship staitis convincing selected individuals to shape a&eftogroup or network
of allies.

How can the entrepreneur in conventions be suadgssf. be convincing)? And first, who can be atrepreneur?
Entrepreneurship in conventions is not a priorieresd to a given category of individual (i.e. thentrepreneur’ as
understood in business language). Rather, entreprghip in conventions can come from any individudh the means
and the strategy to playn the rules rather than the rules, to modify the terms of imitation rathlean just imitate others.
Insofar as the individual is able to perceive (paif) these rules of generally recognized behatiefshe is (relatively) free
to try changing them.

An important part of the entrepreneurship in cotieers lies in the process by which the individuahtrepreneur’ gains
consciousness, making some conventional rules enfesg) the subconscious to the conscious levelt €heergence of
consciousness is not necessarily a straightforwerdess: conventional rules may be played with evtiiey are still lying
mostly at the subconscious level: The entreprensy be playing with a conventional ‘iceberg’, antts a process will
require competences beyond formal rationality aogndive reflexivity, i.e. involving also forms dhermeneutic’ and
‘ontological’ reflexivity** These competences involve not only conscioustesfi@ capabilities but also subconscious,
sensitive ‘lateral thinking’ capabilities such amoften be found among artists.

But such a “reflexive capital”, to use Hans Diel@rsaexpression (in this volume), is not enough: Emérepreneur in
conventions is not only reflexive, but also driveyna commitment to and competence for social chaHggher success
will then depend on his ability to convince othénghich in the art worlds typically starts with cengting a circle of
recognition or seizing power in an already existirgle).

To have such means to perceive more distantly #engd gn the rules, is not open to anyone: An anslgdithe specific
cultural capital and social capital (in Bourdies&nse) and history of socialization (and resulteyertoire of dispositions,
in Lahire’s sense) of the entrepreneur, for a gieenvention, would be insightful. It can be of grhalp for an individual
to be well-socialized in a number of different centions and therefore able to handle differentrmftion systems: this
offers more opportunities to question a given coitioa *?

An important dimension of such entrepreneurshipive able to bring suspicion upon the alreadytexjsconventions
which the entrepreneur aims to modify or elimindteen, an important success factor is the abilitgdt to and weaken the
second and third conditions of Lefisi.e. to instil a growing belief that complianceless than general and a growing
belief that compliance should be less general iddee

To be effective in this enterprise, the would-béregpreneur should look for opportunities on botteinal and external
dynamics of suspicion: The previous section alredidgussed the interaction between the internaauiyo of suspicion
within the information system of a convention artk texternal competition from other conventions. éffiective
entrepreneur is someone who can effectively plah tis interaction. He/she finds the relevant bedéabetween internal

38 Lahire (2004) elaborated the concept of "repegtofrdispositions” as a correction of Bourdieu'sihas, focusing on the plurality of socializatiortiae
individual level.

3% Gomez (1996)

40 This points at the shared properties of entrepneshép and creativity. However, the concept of tivitgt, which is very complex, is not directly deal
with in this paper.

41 Cf. Dieleman in this volume

42 This quality bears comparison to that of the “nimaysécant” in Crozier and Friedberg (1977): soneeat the margin of the organization but who
retains specific power resources, thanks to hislheess to outside information (or rather in thelehof conventions: access to other screens of
information).

43Which are: (2) All adopters anticipate that otheitsalso comply (adopt). (3) Everyone prefers @iance to the convention to be general rather than
less than general.



and external suspicion and the appropriate extergeting and quality of suspicion he/she will eaypih his/her attempt to
promote certain changes.

Next to suspicion building, the effective entregenholds the rhetorical qualities that will convanviction. Especially,

he/she is able to provide a coherent discoursd@irderact with others (in terms of the materigttisgs of his/her action)
in ways that are also coherent with the discourgbthe conviction aimed at. When the entrepreneamt\o support an

already existing convention, he/she will work targase its coherence, fine-tuning the discourbesstlyle and contents of
conversations, the settings of social interactams the values they lift, etc.

The artist as Entrepreneur in Conventions

Many of the conventions that the individual usuaéfers to in the context of his/her own socialiesvment (i.e. in the
different fields in which he/she operates), ars lezherent when confronted to the behavior of gtleeple with different
backgrounds. The interaction becomes all the miffiewdt when these people are not pushed to irteirgensively and for
a long time, by an organization to which they beglgin which case common conventions will eventualtyerge).

In such situations, the difficulty is increased eweore by the individual’s relative drive to redumgnitive dissonanéé A
socialized individual who is not used to being confed to dissonant conventions, will be oftenliik® overlook them.
However, some individuals have a relatively highaerance to cognitive dissonance and thereforenawee open to
experiences that may question their regular assang(i.e. their current conventions).

That difficulty would present itself extensively the case of an art project involving an artist andiven social target
group, which is not related to the art world. Theup will a priori be likely to overlook dissonaekperiences from the
artistic intervention that would risk bringing sitpn into their current conventions. However, th#ficulty may turn into
an essential opportunity for the artist to attemipanentrepreneurship in conventiands argued in the introduction, this
may be the case of a number of artists intervemmirsgciety and claiming to be agents of social gean

As the model showed, within a given convention, niw®rmation is not processed, and oalgnormalinformation really
manages to catch attention. But the first reaatibmany individuals confronted to sualbnormalinformation will in all
likeliness be one of rebuttal, denial and/or neglso as to avoid the unpleasant experience of itegrdissonancg.
Therefore, a powerful entrepreneurship in convewstiovould then be indispensable. As described in ghevious
subsection, such entrepreneurship means skilfullgging both conviction around new conventions anttoducing
elements of suspicion into the existing conventions

But why would artists be especially good at thahga

How can artists be entrepreneurs in conventidhasfe specifically: How can an artist successfullyowv suspicion upon
some of his audience’s regular conventions andylromviction about alternative conventions?

First step:

Such an artist would need strong rhetorical absitiThese ‘abilities’ have both to do with the abzation of artists in
European societies and with the expectations adtigts’ roles in our societies. Such qualities moeinherent to being an
artist at any time, anywhere. They are social cant that may, at some point in the future, evahte something else.

Hereunder, | propose five components for rhetoratailities that | claim to be relevant nowadays,North-Western
societies (i.e. Europe and North-America):

- Attention catcherthe artist is able to catch the attention ofinggrlocutors more effectively than the
average social actor (one’s attention is caughtnwbiee’s “mind focuses on the phenomeribn”
calling for attention). Especially, the artist agtrepreneur is able to catch “high quality attemtio
attention that involves “active mental or intensg#onal activity” (Klamer 2002).

- Sacralizer, eye opener and rule cracktire artist is able to open a sacred arena arthenthura’ of
the word arf’ The artist is able to make the invisible visibbe,rather to bring in the conversation
things (or ways to look at things, perspectives angles) that formerly were absent from it. And the
artist is able to break some rules/habits that rpesple comply to.

44 0n ‘Cognitive dissonance’ cf. Festinger (1957) atsh Harmon-Jones and Mills (1999).

45 Again, with the relative exception of individuaiscialized so as to express a higher than aveoégance for cognitive dissonance...
46 Klamer (2002)

47 Abbing (2002) describes this property (althoughself working against belief in this notion).



- ltinerant brokef®: the artist does not fully belong to most groughié interacts with, and is also able
to insist on playing the outsider at times anditiséder at other times, but only up to a certaitepk
(as being a complete outsider will work againstwetion).*®

- Exaptation facilitator Because the artist often leaves open both thenimgs, interpretations and the
functions of his or her work, this can open up therpose” of any project carried out together by
teams of artists and non-artists. This allows &@se of ‘exaptation’ (see the definition furthemnad
to occur, and also allows the occurrence of whag®oefoed (in this volume) calls an ‘eventality’.

- Structurator The artist is granted the social role to be ‘tivedi.e. to restructure reality in a different
way. This attributed role can be manipulated by #mést in a process of entrepreneurship in
conventions: The artist can portray himself asedsfructurator, i.e. a ‘creator’ and thereby acejair
legitimacy to propose alternative conceptualizatiand practice¥.

Some of these components (attention catcher, raleker) are necessary requirements for any soctar @0 have the
ability to act as ‘entrepreneur’ within a conventidhe last component (itinerant broker) is allogvthe artist to act, within
the setting of the art project, as a “marginal-séGavith one foot among the target group and @ butsidé". The ability
of the artist to act as a “marginal-sécant” is detng reinforced by some of the other componesdsrélizer, eye-opener,
structurator, exaptation facilitator), which aresattial to the power of conviction, in a communiby,elements coming
from outside (including from art-world conventiorfs)

Second step:

The artist as entrepreneur in conventions may evggage himself in an intervention project implyimgeractions and
conversations gathering and rallying a wide ditgref people, i.e. different people who are thewsglsocialized into
different conventions. Those people would otheriszbably not interact with each other (they woelen avoid repeated
contact, here again to prevent cognitive dissonance

Such an artist has rhetorical abilities that helfhkattract attention from, and interact with, #heiifferent peopfé. Thanks
to these abilities, the artist may then foster ditdetween those different people, by creating arémaconversations and
other social interactions where these people, stgpput of their own spheres (or fields) of intdra (ruled by their own
conventions), may experience an effectiieter-conventionalnteraction®.

The networking abilities of the artist give him tpessibility to bean itinerant brokeetween very different people: he has
the possibility to be ‘creative’ in networking (&stablish links that the average social actor woudiimake). The artist
would then be not only an entrepreneur in convesstibut also a social entrepreneur in inter-cornigaat interaction.

The rhetorical and networking qualities of thesdrfis entrepreneur in conventions are linked toidea that art-related
social interactions can provide some valuable témi®ntrepreneurship in conventions. In what wes art provide such
tools?

After Dieleman (2001), we can look at art as aaogiocess bringing an awareness of social redigyond-rationality”

(or rather beyond formal types of rationality)The art group WochenKlausur claimed along a sémyilar line: “Through

certain freedoms that art has been granted, anisrepening for art where the deficiencies of cedifpolitics can be
pointed out and their resolutions can be paradig@ifit demonstrated. [WochenKlausur points at]Jsadpportunity to

approach a problem unconventionally, naively anehemindedly®®.

“8 The term “itinerant broker” is taken from soci@twork analysis: Cf. de Nooy, Mrvar et al. (2005).

“°The reader will see in section 4 that the qualitastudy on 2 intervention art projects in Rottrdqualified the ‘outsider’ property. Initiallyjgnored
the dangers of this component | introduced: beimtpatsider’ towards a given convention will sodander the entrepreneurship in conventions.
Insights from the in-depth interviews hopefullyde@a this observation that is actually more appedprwithin the model of conventions: Rather than
simply the ability to be perceived as an “outsiderhat is instrumental is a rhetorical ability ®have as both an insidend an outsider... hence the
qualifierrelative outsider or the better technical term ‘itinerargker’, instead of ‘outsider’ in Kagan (2004).

%0 The component “structurator” has been added latefiye list, long after the empirical research wasied out. It will therefore not be mentiorget se
in section 4.

%1 Crozier et Friedberg (1977): The marginal-sécasbimeone at the margin of the organization butnetains specific power resources, thanks to
his/her access to outside information (or rathéhémodel of conventions: access to other screeinformation).

%2 Moreover, those five components of rhetorical ijiesl might also be instrumental (as an achieve)rfenthe artist to legitimize herself as an artist
when confronting her own circle of recognition ardidrt world. As will be argued in more detail fretthird section of this paper, the social
researcher should pay special attention to theemtions held by the artist herself and how her eatiens relate to her entrepreneurship in
conventions towards the targeted audience.

%3 This kind of situation would very clearly occursn-called intercultural interactions (which are fbcus of attention in Kagan 2004).

54Moreover, he/she should be able to avoid extergislmnding of the group.

%5 By effectiveis meant: minimizing misunderstandings (substéiptand sustainably) and moving towards the shamdstruction of a common social
reality. This notion of effectiveness is compatibii¢h both intercultural psychology and with the sebof conventions.

56| use here the neologism ‘inter-conventional’ iatgion (i.e. the interaction of participants frdifferent conventional backgrounds) instead of
‘intercultural interaction’ (i.e. the interactior people from different cultures) which is a spécese of the former.

57 For a short introduction to Weber's ‘formal’ ratility, see Kalberg (1980).

8 Ed. Wolfgang Zinggl (2001)



In the efforts to get attention and instil convactiand/or suspicion, the experience of art as kpoeess by participants
can play a role. In such a perspective, some spemifperience processes may occur. Dieleman (2@2tified five
processes:

- Enchantmentproviding an immediate experience of a desirecksiiteality.

- Detachment confronting the participant to persisting routinglsat may grow undesirable when
looked upon)and ‘unfreezing frozen frames’' (i.e. constructioois reality involving emotional
attachments).

- Empowermentchanging one’s self-image and perceived capacitieexercise influence and make a
change, reducing inhibitions.

- subversive imaginationunleashing imaginative powers that both envidiom present state of the
world as a critical reflection and remind the papant of desires that have been buried by his/her
current conventions.

- healing reducing fear and stress induced by the sociatiest.

Among those five processes, two are especiallyaglefor both introducing suspicion in a conventaomd pointing at other
existing conventions: subversive imagination antdclament. Besides, the three other processes nmaytede to building
conviction about some new convention promoted leyefitrepreneur.

Dieleman’s process of subversive imagination atsatp at Herbert Marcuse’s understanding of a stdive power of art
in its Aesthetic Dimensiol Marcuse pointed out that “the need for radicahgeamust be rooted in the subjectivity of
individuals themselves”; As Becker (1994) obsenlief in the regenerative abilities of imaginatiwas fundamental to
Marcuse’s understanding of social change. Beyon reensibility, Marcuse saw in the aesthetic dirtensf art a
potential to transcend art’s social determinatind sublimate the given reality in its “overwhelmipgesence” in order to
negate the established, ‘objective’ social ordexcakding to the late Marcuse, only by an estranfingy can art contradict
the status quo and envision alternati¥eherefore, an experience of the ‘subversive imetipn’ of art requires that art
retain a relative degree of autonomy from socidkeor

However, | shall not follow Marcuse’s and Beckaw@slical claim that “the political potential of digs only in its own
aesthetic dimensiofi....] The more immediately political the work of atthe more it reduces the power of estrangement and
the radical, transcendent goals of charfg&Stich a claim fails to understand the systemic dexity of social conventions.
A full autonomy of the art world indeed pulls atisnto an autistic dynamic of autopoiesis thatitet a plea for
irresponsibility and apolitical, asocial practies,a statement from the painter Georg Baselitzpgyfillustrates: “The
artist is not responsible to anyone. His socia islasocial; his only responsibility consists imadtitude, an attitude to the
work he does... There is no communication with anglippwhatsoever. The artist can ask no questioms,he makes no
statement; he offers no information, message ariopi.. It is the end-product which counts, in myesase picture
This quote typically illustrates how an artist, wihternalized the principles of a fully autonomauwsworld, thereby
alienated himself from society and from ethicaljtpral or social commitments; such an “attitudeil$ to instigate any
significant form of subversive imagination. The iisnand traps of the conventions coming from thenarlds themselves
are addressed further down in this article (inisacs), pointing at the challenge of a ‘double-epteneurship’ for artists
(i.e. the challenge of having to cope both with¢baventions of the art worlds and with the conigerdt of other social
worlds).

Through the case study (presented in section fieptesent article), another dimension of art asabprocess emerged,
that deserves attentioArt as Exaptationlf art is not useless (as a Romantic Order dffautonomous art would have it),
art does not always have a priori functions, iuecfions determined at the outset of the pro€&$he functions can come
in the process itself. This process can be linkethé concept of ‘exaptation’ in evolutionary psgtdgy: A property that
appeared for some reason develops new functiongsff and fulfils unforeseen goals (this is aqass of extension of
functionality)®* In the case of conventions allowing ‘common goddsappear, the exaptation of art can be very helpf
because it can indeed bring different people tagetillow those different people to agree to intewvdth each other where
there is no clear purpose imposed on them, andegubkstly help them shape a common function (comwadnation,
common utility) out of if® If art as social process allows (more easily thidner forms of, more functional, social activities)
exaptation to take place, this can help understgnidow common goods can be created and valuedieyatit people who
do not know beforehand that such common goods ahees can be found through their interaction. tt taerefore help

59 Marcuse (1978) and Becker in ed. Becker (1994)

€0 Marcuse (1978): 7

®1 Becker in ed. Becker (1994): 120

62 Quoted from Gablik (1984): 119

% The expression of a Romantic Order is taken frayorinan (2004).

64 Cf. Gould (1991) for an introduction to the origimefinition of exaptation and Cf. van de BraaBQ_2) for its relevance in an analysis of creativity
85 Cf. Klamer (2004) on the notion of ‘Common Good'.



conceiving why art is a social activity that offeqgportunities for entrepreneurship in conventions.

A number of material conditions (contributing tousture the material setting of conventions) areessary for the artist to
have the opportunity to expose a target-groupsthbi entrepreneurship in conventions:

The organizational setting of the art project sHoé coherent enough for the art project itselbécome an efficient
conventional framework (i.e. a convincing set dfdde). It should offer enough stability to elabtera common convention
providing a common good.

Chances to effectively perform entrepreneurshipanventions will be much higher if the interventiop the artist takes a
participative form:

Participants in an art-project will have the oppaity to experience change in conventions more timane audiences
receiving a product of those changes (and hardhingaclues about how to decode the new conventians)

Further research on issues of material conditiovithih the analysis of conventions) would be regdirThe qualitative
empirical research on which this article is basedséction 4) did include an analysis of the inflae of the financing
modes on the conventions at play in art projedisit Bnalysis revealed a complex interplay betwkemnraterial conditions
set by the social conventions of financers ancetiteepreneurship in conventions of the project rgars(i.e. the artists in
the cases studief).

But these are not the only difficulties faced bg #itist as would-be entrepreneur in conventions...

Section 3: Twice Gripped... Intricacies of Entreprenarship

If the artist may have some opportunities to penf@ntrepreneurship in conventions, these capa&siliind opportunities
can however be undermined by a number of diffieg|tibiases and traps: the artist is indeed noteatar beyond
conventions...

The entrepreneur’s dilemna

The dilemna for the artist aiming to bring aboutiabchange through direct intervention in socistyhe following: How
can he/she behave as an Entrepreneur in sociaéotamsandremain an agent of the conventions of his ownvartd?

Close attention should be drawn to conventions antba group in which an artist tends to belongs ho news to the art
sociologists that the production of art does nastdr a conventions-free vacuum. The processdadgiace within such
groups constrain both the thinking and actionshefdrtists, whether we describe this reality imteiof Pierre Bourdieu’s
fields, Howard Becker’s art worlds, subculturessonaller “circles of recognition” i.e. specific atiic/cultural groups
within an art world or across art worltfs.

The production of art (which Becker showed to beesult of collective action, therefore involvingganization) needs
agreement among participants, about materials tgeels of abstractions to convey ideas or triggasgive responses, the
form in which these abstractions will be organizsd the relations between the social actors ingbleeg. ‘artists’,
‘participants’, ‘audiences’). Thanks to conventipast works are able to evoke an emotional respimsaidiences. But
because of such conventions, the ability of thistaid behave as an entrepreneur in conventiorelasively restrained, as
long as he/she is tied to these conventions ohéiisart world. In what sense do the conventionarbfworlds impose
restraints?

One difficulty, with relationship to the goal of gal involvement outside the art world, is the wadrid’s distinctive
distance from the general public. Because of theptex conventions of his/her art world, demandingigh level of
specific cultural capital, the artist will expergengreat difficulties to be understood in his/henlthgs with outsiders...
Therefore, for those participants (who are thenesebutsiders relatively to the art world’s convensi), the artist is very

% This is to be expected given the process of diffusf new art conventions for traditional audiesics described in Becker 1982 (and in Bowness
1989).

%7 For lack of space and because of the complexitfatfspecific issue, | will not properly summarihés question of financing modes in the present
article... Cf. Kagan (2004) where | used and test&spheres’ model (State, Market and Third-Splii@@ncing) coming from Klamer and Zuidhof
(1998). I would nowadays rather replace such a inwitle a more complex, multiple spheres model,tgtgrwith some insights from Boltanski and
Thévenot (1991).

% Kagan and Abbing (2006): 3-4, defined the notibtcicle of recognition” for the study of conveatis in art worlds.



much marginal but notsécantat all... The difficulty of conveying the elaborate own ‘tarage’ of a specific art world or
circle of recognition, is actually also shared witbademics, scientists, and many intellectuals,nw¢@nfronting other

social worlds.

It is the inner circle of the audience (who themsel may have been on the artist’'s side once) whotlze “most

understanding and forgiving®.Hence the temptation to deal exclusively with srmvn circle of recognition...

Another difficulty is that the artist him- or heliis likely to be trapped in the conventions oétbwn art world (or at least
of his/her circle of recognition). The interdepemche of the conventions in an art world makes ificlifit to step aside. As
Becker (1982) observed, “Conventions place stramgsizaints on the artist because they do not exisblation, but come
in complexly interdependent systems, so that onallsthange often requires many other changes.” Thisstrains the
artist in her ability to bring about conventionatrepreneurial changes in her work.

Moreover, the conventions of art worlds typicaltyolve a certain number of founding beliefs withaadigmatic hold on
the artist’s values. Although a brief descriptidnttiese paradigms in the context of this articld nécessary be sketchy
and insufficient, it is necessary to give -here ao@v- an overview of this paradigmatic hold on siti conventions, in
order to understand the context in which the astesttrepreneurship in conventions unfolds.

These institutionalized beliefs both belong to arnfantic Order® and to a ‘Technological Systert'.

A short digression The Romantic Order and the Technological System

The main features of thiromantic Order, which were relatively unimportant before (severahturies ago, i.e. before the
18" century), are imagination, holistic thinking, atien to feelings, admiration of ‘nature’ and adscon originality. In
the arts expression replaces imitation. Moreovsesé features produce the dominant belief thatitlgts are speciall
gifted people who (2) create works of exceptionehdity and depth which (3) express profound humaatiens and
cultural values. This belief is as present todaif Aas been in the preceding two centuries. At ight, several features of
the romantic worldview could be seen as interesefgments for the construction of an ethical segvobcess of
sustainability. But, to best understand how thewatlds are constrained by these beliefs, they havee placed in the
wider context of the Technological System to whisch Romantic Order paradoxically contributes (akgito the Romantig
Order apparently negates the Descartes-Bacon Madzidview)'>

D

Originally, technique dealt with a certain way to do things, a how-t@ea of procedures. With the division of labour and
the multiplication of techniques (and of machingsghnique (or technology in English) came to demlonger with just
single operations but with larger sets of operatiand with inter-related systems of efficienciesiema logic of formal
rationality: In the second half of the twentietmizey, a ‘Technological System’ emerged, both fragting society undey
specialization (i.e. ‘differentiation’ in sociolamil terms) and reunifying it under the self-justify goal of efficiency. The
technological environment pushes people to belibaeevery problem is a technical problem: Evesués every question
should be approachable through a technique. Tieetefé growth of technical problems induces conteragy humans tg
infer that every problem is technical. This in twontributes to the locking up of society in thechieological environment,.
Society is still full of short-circuits, of chaasf not-yet-technicized areas, of unpredictabilidf/jncoherence and of human
relationships. The Technological System is notgfamming society into a machine, but it is increa$y installing itself
within the existing reality.

The main features of thEechnological System are its autonomy (as an environment of correlatedns), its auto-growt
(exponential and mostly beyond control) and it§-seidence i.e. its disconnection from ends (afrarn a vague idea of
supposedly inevitable self-realization of the indial).

This context fosters the development of an escapadin of supposedly autonomous art where a ‘Roim&@rider’ would
supposedly manage to defeat the logic of form&matity. But that second world is harmless as lasgt plays within the
virtuality of its institutional autonomy, i.e. agrig as it remains in its designated sandbox. Bigde# is intended to be a
spectacle of inefficiency, at the service of othieeangeneralized efficiency.

8 ) )

The Romantic Order in the context of the Technological System (RO/TS) is a romantic ghetto, an escapist pressaire
regulating the tensions created by formal ratiayialistructural hold on modern and hypermodern etggs (that does$

%9 Becker (1982)

" Doorman (2004)

"L Ellul (1977, 1980)

20n the Descartes-Bacon worldview as the cornezstbModernity, Cf. Bourg (1997): 5-23. Doorman @29, in his criticism of the Romantic Order,
fails to contextualize it as a paradoxical feafr®odernity and a weak structuring structure tag. $tronger structuring structure of the
Technological System (probably because the Rom@ntier itself takes distance from Bacon’s worldvi@®worman seems to have been blinded by
his own crusade).



indeed generate a malaise and a romantic yearmmn@ many contemporaries). It is also an order @fials and
heightened hypocrisy, where art and art worldssapposedly all about the spiritual, the unique,itreional and the nont
marketable, while the majority of non-art worlds @n contrast, supposedly all about commodities, i#tional, the
calculated, the efficient, the marketable, the eoaio. This institutionalization of art as other-udly and the “denial of the
economy” in art (as coined by Bourdié&lhave contributed to a self-alienation of the atlds.

Even though some art worlds in thé"agentury have attempted to break their institutidseundaries, unfortunately, they
have often not escaped the paradigmatic realm efRO/TS, and all that was achieved by many avamegawas ar
extension of the sandbox for art to playin.

One crucial belief in most art worlds states thatiafor art's sake only (i.e. belief in the nesasy uselessness of art in
terms of serving a social function) so that artkgomainly self-referentially, ‘autopoietically, involving a widespread a
priori conventional suspicion on potentially effieet social action and even political action. Latarbluse’s defence of the
‘aesthetic dimension’ (and the above-mentioned edatm Carol Becker) contributed to this belieftiwthe perverse
effects that discourses of autonomy in the art®lmwught (as the quote from Baselitz illustrated).

A similar conclusion is drawn by Bourdieu and Waaqu(1992) about the fallacy of autonomous art: $&sn as they
want to fulfil a function other than that assigriedhem by the artistic field, i.e., the functiomieh consists in exercising
no social function (“art for art's sake”), they iscbver the limits of their autonomy®.

Another related belief states that the artist haldsie authenticity, which should not be lost in pihecess of interacting
with outsiders and of achieving a social function.

As long as the artist remains unknowingly captif’¢he romantic ghetto of the art worlds, his/heilighbto effectively act
as an entrepreneur in conventions will be sevdimiyed.

At one extreme, a given artist will lose recogmitend status as an artist.

For example, the French art worlds often use algedgspiseful way to qualify some artists and petgeas “SocioCu”
_meaning ‘sociocultural’, art for and with the conmmities with a supposedly lesser artistic valuegfggn no value at all). |
do not imply myself that people involved in comntyrart, art for the community and the so-calledc¢iBGu" activities in
France, necessarily perform better in terms of eatisnal entrepreneurship for social change. Thaniother question, and
it may very well be that some other factors (inahgdthe conventions of social workers) cripple #ntst’'s effectiveness as
entrepreneur in social conventions and change agerthe context of these practices. The risk dbss in terms of
‘subversive imagination’ (in Marcuse’s terms) ariadtiner rhetorical qualities of the artist is atsmn-negligible.

At the other extreme, the artist would have so mnchrporated the conventions of the art world, sodild be so careful
to maintain and improve his/her recognition as distaamong his/her circle of recognition and/or &orld, that his/her
conventional entrepreneurial abilities would bessely limited.

Our entrepreneur’s dilemna is now clear: it is dhbostigating change on two fronts, both inwardd antwards. This
means double-entrepreneurship. But to start whil,rheans finding some working tools proving tad&levant for both
fronts.

The working conventions of the entrepreneurial artst

The artist may be able to use, as working convagtielements allowing both some inward legitimacyhie relevant art
world and some effectiveness in the outward-oriented engregurship in conventions. The rhetorical qualitlescribed in

section 2 can indeed be appealing to the art woRdmantic Order. As a relative outsider (itineréanoker) the artist can
claim to retain some autonomy. As a sacralizegnéittn-catcher and rule-cracker, he/she can begyed as authentic. As
an eye-opener, he/she can “make the invisible lefsias Paul Klee notoriously affirmed. As a rulecker, exaptation
facilitator, structurator and relative outsider/die can aim at a rhetoric of social uselessness.

One relatively successful group of Intervention Artthe 1990’s openly advocated using some workiogventions as
opportunities to work outside the current set afvamtions of art worlds but with the legitimacy éemed by the art world
of contemporary visual art: the Austrian art grdMpchenklausur, which drew itself since its incept{on 1993) into direct
interventions in society.

3 Bourdieu (1993)

74 Cf. Fraser in ed. Welchman (2006)

S On this self-referentiality (with a discussionitsfpossible decline), see Schinkel (2004).
78 Bourdieu and Wacquant (1992): 110.



Among their projects were “Homelessness”: a moblleic that provides healthcare free of charge torenthan 700
patients monthly (Vienna Secession, 1993); “DrugbiRrms”: a shelter created for drug-addicted womeon earn their
money through prostitution (Shedhalle Zurich, 1994janguage schools”: in the wake of the Balkan sya&8 language
schools for refugees in Macedonia and Kosovo (\éBiennale 1999).

This collective saves its artistic status throudiméted number of very rigid conventions:

1) First at a practical level: accepting invitasoonly when they come from recognized art instiugi This convention is
explicitly part of a strategy: “Just as traditiomatworks, material objects, whether paintings aftlb drying racks, cannot
initially be art per se, but rather are awarded #ppellation through special sanctioning, peryetirmal actions or socio-
political interventions can be given this appetiati Following their presentation within the conteftart and after the
acceptance of their petition to be recognized gdterse actions mutate and suddenly are art. [wéPfol institutions like
museums, schools and media are decisive for wianhes art”’’

2) Then at a conceptual level: keeping faith in &ntst's mission and creative potential for so@hhnge _inline with
Joseph Beuys’ faith in Social Sculpture and Pawdeld invisible made visible. Wochenklausur celedgan ode to “the
psychology of the artist and to the abilities ttdterentiate him or her from others. [They claihat] artists' sensibilities
lead them to notice where trends are heading befibrers do, that they have the ability to drawrdite to problems that
are not seen by others, that they make finer distins in certain areas, originate issues thaaetttttention and the like”.
3) Besides, the group argues that it “points to meays of acting not dominated by market-orientatesthanisms”. Such
defiance towards the villainy of commerce is typmfthe dominant Romantic Order in art worlds.

However, because WochenKlausur did reach a higl kfvawareness of the conventions of the art wofldontemporary
visual art, these working conventions were consideas a means rather than a end in itself. “Becthe® are no
universally valid norms for art, there can alsonmeabsolute "artistic quality” [...] According to e notions [that are
dominant in the art world], art is something of igsn It goes beyond conventional standards and¢hoeot be measured
by these standards. WochenKlausur's activist aritike in common with such conceptions of artigjuality [...] Whether
art has quality or not is merely a question of wbketit conforms to certain predefined criteria.h ‘tiew of the American
philosopher Richard Rorty's claim that conceptscarginually being implemented as means of achgeertain purposes,
all that remains in the end is the question: Waahé word art used for? Who achieves what with it?

Working conventions are not ultimately conventiarispurpose, but instrumental conventions foocessconventions).
This makes Wochenklausur also fit in a world dorteédaby the Technological System and its demanafiiciency and
formal-rational discourses and practices.

Going further, WochenKlausur recognizes art to eful for a social purpose. “Why art, then? Fivgth every successful
project that is recognized as art, interventioexisting social circumstances wins increased sicanite. The word "social”
is then used more positively again [...] Second,nity¢hos "art" is of assistance when one is intecesténelping realize an
intention [...] Third, the media reports less abd# ost exciting social work than about the dulbegtural events”.

WochenKlausur's reflexive awareness on their ovircanventions have been necessary to their abdityjuestion some of
these conventions and therefore to perform coneeali entrepreneurship towards both the art world targeted
audiences. This possible way out of the entrepmndilemna will now be presented: Double Entreaship.

Double Entrepreneurship

One of the conclusions drawn by the end of se@iaas that, as Becker (1982) argued, conventioms foterdependent

systems, so that one small change may requireietyaf other changes.” Therefore, making changesohventions in art
worlds is likely to be both difficult and challemgj. If we add to this the slowness of the tradgiodiffusion process for
innovations in art (which takes place at first thgh ‘peers’ and through ‘art worlds’ and ‘seriousli@nce members’) and
therefore its digestion and institutionalizationoirofficial “Art” reserved to cultural elites (ingtling a few professional
revolutionaries), we soon come to the preliminasgpatusion that any artist who would wahgre and nowto set social

processes in motion among selected target grongdsneat to be trapped in the internal strife of émeworld, would have to
set him- or herself as far as conventionally pdseditom the traditional distribution-system of tisf art world and would
also have to directly involve the chosen socialeagroup (using so-called “participative” formsaation).

Besides this strategic choice, the artist will hawerigger and to manage a double movement oepreneurship, as the

""Ed. Zinggl (2001). The quotes on the following @age from the same source, unless otherwise meudtigMost of the text is also available on the
group’s website.) A member of Wochenklausur alsd foart in the ‘sustainability stream’ at the ESAsAconference in Lueneburg in March 2007,
in the papers session dedicated to experienceseirvention art and community art.



only way out of the double-bind of the social comtélis/her entrepreneurship in conventions towahgsparticipants in a
given project, will have to be combined with a darly wilfully constructed entrepreneurship in cemtions towards
his/her art world of origin. A double entreprendlijpsmeans arinternal entrepreneurship upon the entrepreneur’'s own
conventions combined with axternalentrepreneurship upon the conventions of outsiders

The previous paragraphs on the “entrepreneur'sndila” already made clear why an entrepreneurshiphiog only a
designated target-group, will be likely to be rested by the conventions of the art-world. In aeotkscenario, an
entrepreneurship touching only the art world itseliil not bring much ‘social change’ about, in theationships with a
social group outside the art world (it would ratltevelop complacency for the current status ofadasality _a very
common situation in e.g. much of the contemporasyal art world).

To be aware of the necessity of double entrepreshgurthe artist would need to keep a critical atise to both the art
world and other realms of socially constructeditgaln this perspective he/she should have deweop high degree of
reflexivity. In this sense, the artist as doubldrepreneur in conventions bears the comparison with reflexive
sociologist. Such an artist may indeed be comp#tretl sociologist, as Schinkel (2004) does... ButDagdeman (in this
volume) explains, the kind of reflexivity that iequired here corresponds to ‘hermeneutic reflegivite. a type of
reflexivity that many social scientists are actyédicking.

But in this process, the ‘double’ entrepreneur waillbo have to avoid becoming completely marginal ant sécant

anywhere anymore (i.e. becoming unintelligible dher side). His/her double entrepreneurship wéitessarily have to be
convincing for both targets and it will allow badhdes to consider the artist as a relative ingiider ‘one of us’).

The issue with such double entrepreneurship imitecacy in terms of relative strategic opportigst The entrepreneur is
compelled to play with double-sworded elementsusfpgcion and of conviction upon two different targeoups through

one overall project. Each element is then indeathidesworded in two ways: its connotation playsasrthe two targets,
as does its implication (in terms of making newwvaattions more or less attractive).

As earlier noted, to start with, the artist hasdovince an inner circle of early adopters. Ondige of the art world, this
clearly means that the artist must shape (or seize)s own circle of recognition. However, if thisnecessary, this step
will not prevent this circle to be altogether maalized or expelled from the art woffdNor will it prevent the artist from
getting trapped in the working conventions of oreis circle of recognition.

The double entrepreneurship is a complex and #adjinamics, and implies that working conventionskbpt from
crystallizing completely and that the art projeetkept from institutionalising beyond a certaindieV/

Opportunities for such a peculiar process of dolbi&epreneurship in conventions will also not rssegily be present.
They will especially depend on the artist’s positio the art world and on the degree of relativeygmhy in the polity
conventions of the art wofli Is the artist already recognised as a marginezass#® How far can the contestation of
conventions go in the art world, and how open catigipation in the contestation be? Dependinghenpolity setting of a
specific art world at a specific historical momehg opportunities for double entrepreneurshipanventions, and the best
strategies to achieve such a double entrepreneusstti differ widely .5

Section 4: The Would-Be Entrepreneur at Work

The qualitative study of two projects of IntervemtiArt in Rotterdam allowed me to critically obser few artists at work,
as would-be entrepreneurs in conventions.

Two projects of Intervention Art in Rotterdam

An exploratory study of two cases of Intervention was conducted during the spring and early sunofigear 20042

78 A circle of recognition can be situated at theigieary of, or altogether outside an art world.

9 On different levels of institutionalization, seeagan and Abbing (2006) the definition of thetilgionalization stages of the core of an art wdfor
the specific case of ‘polity conventions’)...

80 Cf. Kagan and Abbing (2006)

81 Unfortunately, that specific issue is too comgiebe treated in the scope of this single arti€le Kagan and Abbing (2006) for an exploratory
overview of the dimension of polity conventionsairt worlds.

82 As part of the author’'s M.A. thesis at Erasmusversiteit Rotterdam, under the supervision of PBat Arjo Klamer: Cf. Kagan (2004).



The chosen projects, which can be qualified as\atdgion Art (a now quite well-known denominatiomang art critics),
bear indeed the comparison with the projects ofAtstrian art group WochenKlausur already mentiofétese projects
are born out of artists related to the conventainsontemporary visual art. In both projects, thists intervene directly in
a specific neighborhood and engage into some Kirct@raction with the population. In both projedise artists argue that
they want to intervene in society, with a (diveyssttong) intention to bring about some sort ofiglochange.

These 2 projects are:

- Loket op Zuid, which took place from September 20 to NovembeQ@2, in the supermarket
Konmar in Feyenoord (South of Rotterdam). The tawtisre commissioned by two museums (WereldMuseutdh an
Historisch Museum) of Rotterdam (under the progr@mituurBereik) to open a booth in the supermarked a
promote art and the collections of the museums. X lagtists (Nicole Driessens and Ivo van der Baaggnized
several installations, events and and performadceisig their 6 weeks stay in the shop. More spedilfy: The
artists created small boxes showing pictures oéaibjfrom the collections of the museums and potesproducts
(sugar, cookies, etc.) in those boxes, scattereahdrthe shop. The artists also filmed several lgefspm different
ethnic origins cooking rice at home, then showefilms and gave the recipes in the shop. They talsk pictures
of some shop-keepers and workers in the neighbdrherhibiting them next to pictures of people perfing
similar activities in other countries (ethnographpictures from all over the world in the collectsorof the
WereldMuseum). The artists also took pictures ef personnel, made stamps out of them and stamped ¢h a
map of Rotterdam with the shapes of the countriexigin of the personnel as if it were neighbortdisoThere was
also a coloring contest for children on the badislmwings of ‘monsters’ by another artist. Als@nl-lines of
people were looked into and sewed, and a few aofliest artists operated in the week-ends with thein art
concepts.

- Creatuin (in Schievenstraat, North of Rotterdam), startedpril 2003 and was implicitly still
running in late Spring 2004 when the researchertliidinterviews (although the creatuin was offigiallosed in
2004). This was a project of community garden, rgadaby its own participants, under the initial guide of the
artist Rini Biemans and his team Creatief Beheart(pf a larger program of art in public space im@ the
inhabitants of the neighbourhood ‘Noord’). All sof social activities could be thought of in tigigrden, but in
practice the garden was focused on activities iddren.

The goal of this exploratory empirical study wasdentify, determine and critically examine the gib&e entrepreneurship
in conventions performed by those artists towardstigpants in the project. The relevance of thenidied
entrepreneurship, in terms of intercultural intéicag was explored®

The artists’ entrepreneurship in conventions towateir own art world (and therefore their potdntéouble
entrepreneurship) was not specifically conceptadliand explored at the time of the study. Howether insights brought
by the qualitative research (and especially by caning the interviews from the 2 projects) contrédalitto orientating
myself towards the realization that effective eptemeurship in conventions by the artist impliesoabn internal
entrepreneurship turned towards conventions othe/orld and own circle of recognition.

This was a qualitative study, aiming to grasp tbeventional entrepreneurship of the artists andctieventions of the art
projects, as conceived by the artists and by santieety involved participants in the projects. Tihstitutional context was
also integrated in the understanding in terms af/eations>

Among the many caveats of that empirical work, \ehto stress that the understanding of the prgexthventions and of
the artist’'s entrepreneurship by the least involpedticipants was left out of this study. The stusijlingly took an
optimistic stance in trying to identify the stromgeccurrence of entrepreneurship in conventionayitg out the
guantitative study of the impact of that entrepteskip (e.g. in terms of numbers of participanfeciéd and of the degree
of conventional conviction attained for each ofrthiePreference was given to the process over thetefize.

When a significant convention was shaping outrdtative coherence was assessed, looking at adlbbl@accounts about
the elements of a potential information system (@utourse the ‘emerging’ convention is influendeyg the a priori
convictions, focus of attention and expectationthefresearchet)

83 The focus of Kagan (2004) was indeed also on fautieural interaction”... But the analysis of the jats’ relevance in terms of intercultural
interaction will not be reported in this article.

84 The implications of the financing mode and of vatues and goals of financers on the conventiotiserart projects were explored. This dimension is
not directly reported in the present article. Segdh (2004).

8 1.e. in this study, the author did explicitly lotdr conventions relating to (1) the issue of intétural interactions (including theories of intekaral
psychology) and (2) conventions relating to a spldifinancing and valuation (one of the 3 sphefdslamer and Zuidhof (1998): Market,
Government, Third Sphere).



To identify the artist’'s conventional entreprendipsas well as the conventions instituted throulgh &rt project, the
following dimensions were explored...
...With the artists:
- Values, purpose and legitimizing principles in guieject
- How the respondent intends to be convincing
- The expected roles and interactions of participéantsl the respondent’s own role)
- The limits of what is tolerated in the project
- The financing issue (financer values and influelscepe and role of gift economy, of commercialism
and of subsidies) with attention to the rhetoriplaly in the discourse; how the respondent inteads
be convincing on this issue; how roles and ‘thetfirof what is tolerated’ are influenced by thislie
- The practical material settings of interactionshia project (including the use of technologies tred
expected room for participants’ initiatives ancenpretations)
- Rhetorical and other skills (e.g. networking) whitte respondent considers to be instrumental and
which are being aimed at
...With the participanté:
- Characteristics of contacts and interactions wilters in the project
- Characteristics of information in the project
- Room for interpretation and initiative (vs. roletb&é guiding hand of the artist)
- Experience of art as social process
- Rhetorical and other skills (e.g. networking) o #utist
- Conviction about the superior principles of theject, about roles in and limits of the prof&ct
- Conviction about the financing rationalization bétproject®

The research data consisted in qualitative in-deyitirviews™, with the 2 artists and with 2 reportedly actiatjzipants

for Loket op Zuid and with the main artist and tmest active participant for Creatuin. In a preliarip phase before
conducting these interviews, written documentatbiout the projects was analysed (looking for clalesut the rhetoric
and working conventions of the projects).

Entrepreneurship at work

What did the study reveal about the artists’ emgrpurship in conventions and about the shapingpofentions though
the projects?

I will jump directly to the final results of thatmpirical work. For an analysis of the artists’ imtiens and of discrepancies
with the experience of participants, see the osigimork®® Of course, a caveat of the study is that the tesnlno way
assess thaverageexperience of all participants in the projects.

ConcerningLoket op Zuid: The artists were relatively successful in crepinconvention of ‘delegated public service on
behalf of the museums’ but rather unsuccessfutéating a convention of ‘personal contacts betwartists and people’.
The two conventions were present in the project,tha second one did not go far enough to be caingn as the
interviewed participants noticed (they even fellnebow lost as to the meaning of the project), wtiike first convention
did convince the two participants (about bringimgta the people outside of the museum, as a pgjod for everyone).
Expectably, the presence of the first conventiandiee participant introduced incoherence and simpion the second
convention, so that this participant did not expece gift-giving (‘actually’ happening) in the pest. The most striking
observation is that the conventions created wele afperficial nature: whether a public servicsupermarket customers
or a personalized connection between common peaplethe artist (and art), the experience was siggrfas the
structure of contacts and interactions confirmedci@ interactions were limited (offering no lengtland/or regular
activities to participants, the artists could ngpect to have conversations of more than a few tagwith them) and those
interactions had an ‘egocentric’ character, takilgce mostly between the artists and passers-liyeirsupermarket (and
not among participants). Concerning the rationttireof the financial setting of the project, publinancing of the project

86 Specific dimensions dealing with interculturakirgction are not reported in this article. See Ka@804).

57 For this dimension, questions were tailored toresslthe conventions emerging from the intervieitis the artists.

88 Conviction about financing values was also asskseddentify if there was a project conventiomresponding to one of the 3 financing spheres of
Klamer and Zuidhof (1998). As said earlier, thimdnsion is not directly reported in the preseritiartSee Kagan (2004).

89 Each interview lasted between 1h30 and 2 howsstripts lengths are from 9 to 15 pages (all tiapts, as well as the open questions and codes use
for semi-guided questions are available in Kagad¥20dThe 6 interviews were conducted in the spofg004. The interviews consisted of both open
questions and semi-guided questions (based orsprpr-defined codes but allowing the respondeguadify each answer at length).

90 Kagan (2004): 93-162



was appreciated, as coherent with the public sendonvention of the project, while the gifts-radahips were
overshadowed by the public financing of the projtus weakened the convention of ‘personal costhetween artists and
people’). Concerning the concrete material settiofythe project, the space where the artists wortked a design that
probably hindered contacts and interaction andfoeied the communitarian ambiance of the superndkee of ‘roads
not crossing’ and of ‘islands’ according to a paAp@ant). Located at the back of the supermarkés, hboth limited the
project to a small space, a situation which contet to hindering participation.

The rhetorical entrepreneurial qualities of theststwere not clearly strong in the eyes of thdigipants. They did show
some of these qualities, but in a soft and smoath that, though agreeable and nice, may not haatkedged the regular
social conventions of participants. They also dat ohallenge the conventions of contemporary visarés very far
(especially because the material setting was kgepim artist at the center of the game), being glsbeager themselves to
remain recognized as artists by the art-world.

Their great quality was that of ‘normalizers’, asy (and the participants too) noticed: puttingaarthe level of the people,
down from its pedestal. This quality was mainlythe benefit of the public service convention andhef recognition and
appreciation of ‘art’ by participant. It constitdtelso a step aside from the usual conventionsrtoivarlds under the
Romantic Order (art should be above everyday sipecial, distinctive if not sacred).

Concerning participants’ experience of art as dopracess: The project did provide an experiencehat level of
enchantment and soft detachment/healing (but onby superficial level), allowing itself to be recoged as art by the
participants. Participants ditbt experience the other dimensions, and overall theyot experience art as a social process
to an extent that possibly would foster much sodi@nge.

This art project would therefore not break stroagia conventions.

ConcerningCreatuin: The artist was especially successful in creatingonvention of ‘community participation’. His
success in creating a convention of ‘public sendnd city-marketing’ was seemingly less visible floe participant. The
interviewed participant seems even not to be awhtiee second convention (especially the artistsam of city-marketing
is not present anywhere in the discourse of thegizent).

She [the interviewed participant] claimed the mdptints had come to see the garden less as a mdlice from the
municipality than as a good of their own. This nwdhat the artist may have managed indeed to kteptdevel
participants away from the other two facets (goweent and market) of his discourse on the project, so that the
participants would not be disturbed by them. Thitsaexplicitly advocates for a “chameleon” stgyeof entrepreneurial
conviction, adapting his discourse and behavidlifierent contexts in order to be perceived asnaider by each party.

At the level of the participant, there was only ohet one coherent convention, which was so sttbagthe interviewed
participant was convinced the project should becemtéely community-owned. The conviction about tteavention of
community participation had taken roots so effegfivthat the participants reportedly spent timeiggting to keep the
project going on, although the neighborhood muiaidtfp was trying to close it down. Social interacts were frequent in
the project, and took place most often in the absef the artists. The leading artist was playingle of initiator and
conductor in the beginning, and then merely a diléacilitator and partner from a distance. In fatiost interpersonal
contacts were then no longer organized by thet dnitisself, but by participants. Together with thlsaracteristic, the long
duration of the project was instrumental to thecegs of the convention of “community participation”

With its community garden, the project offered batmeeting-point and a substance to the constitatia common good.
The space for the project, beyond its lack of ‘emtiment’ (being not clearly recognized as ‘art'tbg participant), was an
open space, outdoor in public space (a strip obeduand between buildings, entirely visible anceased from the street).
Such a space did offer a suitable potential farguttion, being an open meeting-place for partitipa

Biemans was apparently successful in his attempeteerate communicative skills among participaAtcording to the
interviewed participant, the project greatly impedvcommunication between inhabitants in the str€encerning the
rationalization of the financial setting of the jat, the initial public financing of the projectas acknowledged, but soon
overshadowed by the many gifts pouring in from ipgrants and supporters, so that community finapahthe project
was seen as most appropriate and legitimate.

Several rhetorical qualities of the artist were@sgly experienced by the participant. They were aised in an evolving
and strategic way: in a first stage, Biemans usgdities of attention-catcher and played the insitdat then left the project
to participants, becoming more a supportive outsidd along, he used qualities of a sacralizer andetwork-builder
(itinerant broker), to allow himself to be convingi and to allow the project to extend itself. Thi®ject however had
difficulties with the local politicians and was igfflly shut down by force... Outside the scope @ gmpirical study is the
question whether the artist failed as an entrepneimeconventions towards public authorities, whigems to be the case.
(But he did succeed insofar as the project congantbnvinced participants to vehemently proteghenmedia and in the
municipal council, and even to continue the projed ‘civil disobedience’ way.)

Concerning the participant’s experience of art asisg process, the experience of detachment wernyt fee and was
integrated with experiences of subversive imagimagind empowerment, with the political issue of¢batinuation of the

9 For more on the three-faceted conventional ergregarrship and project convention of Rini Biemaas, agan (2004): 130-154.



project. However, besides this development, theggpces of detachment and healing mainly tookeptta practical and
down-to-earth level. The experience of art as emcthant was most often absent. The project did keimgxperience of art
as social process at many levels, with the excepiifothe level of enchantment (in fact the projeets not even clearly
recognized as “art” by the interviewed participant} fostering some social change. This art wohktdfore break some
social conventions, especially the political apatfiysome urban inhabitants. We are thus facing harenteresting case,
where subversive imagination was present even thtugproject was not clearly recognized as ‘aytalh participants...

An overall comment raised by the study is that maugh intervention art projects run the risk of \@®ying
entrepreneurship at a very superficial level aretefore not seriously challenging existing convami The necessary
investment by the artist, for example in terms afation and/or intensity of social interaction awrdbf participant
experiences in the project, for such a project twvenbeyond a superficial level, is such that metsta claiming to be
agents of social change will likely be rather stip&l entrepreneurs in conventions.

Moreover, this difficulty being combined with theuble-bind brought by art world conventions and thallenge of
double entrepreneurship, the few projects goingbéythe superficial run the risk of remaining cdefitial if they fail to
convince their art world. Take the case of Biemamejects (Creatuin and others): This artist madagereceive subsidies
from the local government, including some subsidms“art in public space”. But his activities wefar from being
recognized and appreciated in any of the Dutchvartds (at the time of the empirical study, i.e2i@04). In his discourse,
the artist tried to reach a double-entrepreneurshipsing a double-language (and attempting at Whatuld call an “inter-
conventional entrepreneurship”). Although the gwestvas beyond the scope of the case study, it s¢bat Biemans
failed to achieve entrepreneurship in conventiongatds the art world of contemporary visual art #merefore failed as a
double entrepreneur. As a consequence of thatrdéaihe remained at the periphery of the art world his work would
only have a limited impact. However, that specifimclusion was only valid as of 2004: In the meaiteyta sociological
study on Rini Biemans’ projects, realized by Harisl&@nan for the contemporary art center of Rotterdeontributed to
raising the recognition of this artist in the Rati@m art scen&.Indeed, all the social agents involved may contshlio the
relative success or failure of a specific entreptenn conventions...

Conclusion

At the outset of this article, the ambition wadahke the artist’s claims seriously and to inveséidghe artist’s qualities as a
potential agent of social change, looking intoititeractions taking place in the border zone whieeeartist steps out of the
art world and encounters outer worlds. How werselgoals met?

The model of conventions allows understanding iildial behavior as rationalized through an inteva&ctnimetic process
of conviction-building, and also allows conceptsilg the strategies of some individuals upon thieests of information
that these conventions constitute. This model aloat only conceiving how freedom only can exighim constraints, but
also mapping out and analysing the working of agevithin structure.

This understanding is instrumental to an analysth@activities of artists claiming to be agerdsdocial change. The artist
as entrepreneur in conventions both benefits fromesadvantageous characteristics of art as sowakgs (and of the
artist’s role bearing skills propitious to convemial entrepreneurship) and is put up with the cotiwaal barriers of his/her
own art world (and/or circle of recognition).

Therefore, if possible, entrepreneurship in coneast by the artist is hindered and narrowed by sdvevebs of
conventions, unless a reflexive awareness and blel@ntrepreneurship is attained. The qualitatiudysof two projects of
Intervention Art in Rotterdam illustrated convemia entrepreneurship at work, pointing at the diffies and challenges
facing artists who are committed to becoming ag#ortsocial change.

Working on conventional entrepreneurship and on cemventions, the artist not only has to cope with conventions of
both his/her target social group and of his/her awtrworld (and/or circle of recognition), but alsth the institutional and
material settings of the intervention art project.

Together with the conventions of the art worldtloé circle of recognition, of the target-group, therking convention of
the artist’s project and the characteristics of dhist's entrepreneurship in conventions, the asgdeer should also give
attention to thénstitutional setting of the project. This institutional setting canuelerstood in terms of a number of other
conventions which are working in the backgroundtied specific conventions examined by the researchieey are
contributing to some dimensions of the art projaairking as selective filters. For example, in thedy of Loket op Zuid

92 The report to the contemporary art center of Rdém was published in Dieleman (2006).



and of Creatuin, the influence of the ‘financingfmgnsion was investigated. But this was just orstititional dimension,
and the exploration needs to be carried on...
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