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Find an Angle 
 
 
It is not this essay’s goal to supplant the work of individual artists working through any 
political or cultural framework, rather it aims to open up the sensitivity of all arts 
professionals to the different contingencies framed into culture by the time of a changing 
climate. These contingencies are the structural relations of life destabilized by this changing 
world. Whereas the tradition of “autonomous art" proposes that the sphere for human action 
has been framed within the progressive logic of human history through the exchange between 
formal culture and politics, climate change radically upends, rips through and foreshortens the 
imaginary of this logic. Through lack and abundance, transition and famine on an earth made 
more materially visible by climate change, human institutions reveal their own temporal 
placement upon this now more clearly viscous planet.  
 
Nearly indistinguishable from climactic destabilization is the considered and purposeful 
destabilization caused by neoliberal economics and governance within the sphere of human 
social reproduction and the act of governance in general. Historic boundaries and burdens 
once carried between home, exchange relations and state that were seemingly organized 
towards providing a general social welfare and that acted as social contract are now 
destabilized for good and bad as the new terrains for both subjective financialization and 
politicization. As a result, metropolitan and regional governmental, corporate and non-profit 
actors are granted the opportunity, burden and freedom to organize, exploit, develop or ignore 
particular aspects within their milieus. As such, where historically we might have imagined 
that states could respond to the actuality of climate change, now it only responds to finance. 
And also, as such, climate art initiatives1 appear as good-will initiatives rather then as a 
naturally serious matter.  
 
Necessarily, institutions and networks rely upon theory; theory expresses the grounds for any 
group’s being. The theory that organizes the contemporary practice of arts in relation to their 
supporting institutions dedication to culture can be understood as a generalization of avant 
garde theory.2 Here, avant garde theory is stripped of its “historical’3 identity and understood 

                                                             
1  Even when funded by transnational organizations like the EU.  
 
2  Though there are many useful authors on this topic, this essay looks to the contemporary 
writing of these current art historians, Marc J. Leger, Gavin Grindon and Jaleh Mansoor, in thinking 
through contemporary definitions of the avant garde. 
 



rather as a general founding logic indebted to Enlightenment ideals. These ideals, through 
Hegel and Schiller and others offer raison d'etre for the professional field of art4 in general. 
This notion of a professional art suggests a pointed political practice (regardless of actual 
individual intention) in relation to the already existing field of life understood as the 
collective organic expressions of what already is. In art theory, this independent making-in-
relationship-to this is the practice of the autonomous artist.5 The entanglement of “the arts” 
and “the artworld”, of professional artists and the institution that support and forward artistic 
practice; their individual actions intend to move viewers towards critically predetermined 
horizons (even if those horizons are just a pretty pictures). The theories of each entanglement, 
their particular ways of making and moving artwork into the world, necessarily predetermines 
what it considers solid in the world and what their works think they can move.  
 
The predetermined stage the institution intends to open up a space where artworks direct 
viewer awareness and activity. The fourth wall of any artwork is the area that artists and 
curators manage for whatever experience. This staging frames where artists and their 
supporting institutions consider politically, artistically and institutionally and (most 
importantly) socially malleable in relation with the viewer. As they are not imbedded 
otherwise into the world, the autonomous assumptions of these stagings are understood as a 
propositional. While the notion of artistic autonomy are useful in identifying wiggle room for 
propositional social work, the fact of a changing climate questions the ongoing stability of the 
fact of the very staging6 of politically and ecologically oriented art. Climate change reveals 
how nature overwhelms the stability of institutions and their propositional autonomy7. 
Climate change reveals how any institution stands like a platform built upon a fluid earth- 
where the stage is more unsure than expected and also where the audience may not be 
positioned as imagined. Rather then the fourth wall as the only space for contingency, the 
walls which the institutions effort to ask viewers to not consider, themselves, appear as ever 
more contingent to the unknown forces of change. 
 
With the destabilization of both human and more natural relational ecologies, the temporal 
nature of any relation becomes visible. Rather then standing as timeless efforts which move 
                                                                                                                                                                              
3  For an outstanding overview of what is understood in art history as the “historic” avant garde, 
see Peter Burger’s Theory of the avant-garde.  
 
4   This professional field of art is in contrast to the more general anthropological notion of 
culture. 
 
5  While it is called “autonomous art”,  even its greatest proponents acknowledge the staged 
illusion of its proposed autonomy.   Adorno (1997) writes, “For absolute freedom in art, always limited 
to a particular, come into contradiction with the perennial unfreedom of the whole.” (p.1)   
 
6  Dipesh Chakrabarty (2009) notes how until relatively recently, historians treated the 
“environment simply as a silent and passive backdrop.” (p.204). In a recent exchange with Zizek, 
Chakrabarty (2014) concludes against Zizek’s formulations that the scale of climate clearly supersedes 
(but does not counter) anticapitalist concerns.  
 
7  Scientific and evolutionary historians and Laubichler and Renn (2014) state that beings and 
their ecologies as indistinguishable. any distinctions made within the planet are “process specific and 
also pragmatic” (p. 568) and always made on behalf of  interested parties�. 
 
 



us towards eventual horizons, the time for propositional arrangements and relations during the 
time of climate change appears foreshortened.  Thus, while the contingencies of an overall 
differently conceived organization of climate art can maintain the “historical avant garde’s” 
class and subjective concerns, it now must also be situated towards notions of both general 
liveability and the actuality of humanity’s limits. The effects of climate change really do 
remind us off our limits, this must come into focus in the space between the actuality and 
aspiration of human projects. A broader sense of how anthropocenic climate change impacts 
culture is just emerging. It is clear that climate change’s emerging impacts, of which an 
altered food chains is but one, desires more from culture then a readymade politics. Because 
humans (and all other life forms) are so tied into the earth and its natural (climatological, 
geological, biological, chemical and physical) systems, alterations of the sort predicted 
through climate science potentially scramble all sorts of relationships. Already determined 
models for political art do not fully respond to the possibilities cloaked within the veil of this 
future. Climate change will demand the rearrangement of all sorts of human relations- 
between people and their food, their homes, roads, dreams, towns, governments, deaths and 
so on. Moreover, its effects are felt differently in different places. This is why it is difficult to 
pin down a singular institutional framework for cultural intervention, or to generate a singular 
critical discourse that ensures meaningful creative interventions to address this rapidly 
changing world. Whereas previously, the world seemed solid and the only fluid thing was 
social relations, now everything melts into air. What an art institution must do is to become 
ever more aware of its connective and visionary (horizontal and vertical) placement upon this 
changing globe. 
  
As such, this essay will describe how the Frontiers in Retreat network might continue 
developing its network-wide ethic that itself can serve as a valuable model for how other large 
organizations might approach climate work at a variety of scales and contexts.  
 
 
 
What is Frontiers in Retreat? 
 
Frontiers in Retreat is an EU funded project set to run from 2013 to 2018. It loosely links 
artist residency programs in Finland, Iceland, Scotland, Latvia, Serbia, and Spain and a 
floating platform moored between Lithuania and the United States. Frontiers operates under 
the light coordination of the Finland based Helsinki International Artist Programme (HIAP). 
It frames its ecological concerns within a multidisciplinary approach that aims to examine 
“processes of change in particular, sensitive ecological contexts within Europe, to reflect 
them in relation to each other and to develop new approaches to the urgencies posed by 
them.” 
 
This paper was funded by and intended as a critical investigation of Frontiers. At the core of 
this analysis is the notion of “Climate Breakdown.” Frontiers artist Brett Bloom’s work on 
this breakdown proposes that artists must focus on building a  “resilient culture that prepares 
us for the coming chaos and collapse related to climate breakdown.8” In this essay, we 
assume that the Frontiers Network shares Bloom’s analysis that resilience is a most pressing 
role for political and social artwork today. There are an array of approaches to resilience. 
                                                             
8  From Brett Bloom’s introduction to his 2015 Breakdown Break Down camp at the Scottish 
Sculpture Workshop. You can find more information on the camp here- 
http://www.breakdownbreakdown.net/camp/ 



Implicit in an understanding of Climate Breakdown is though the truth of climate is that it is a 
never-stable  system it is only now the Western World is becoming aware of the  instability 
that its capitalism has unleashed upon the globe. 
 
This particular analysis is based upon a 4-day emersion in the network’s “Sitting on Eggs” 
Incubator at the Scottish Sculpture Workshop (SSW), which put to work the networks intra- 
and extra-institutional relationships. These relationships are framed to allow individual artists, 
curators and others to open their processes to the situated contexts and institutional 
contingencies of other residency programs. It also allows for encounters with the nature of the 
network itself.  Beyond providing support for artists to encounter a wide variety of human and 
other natural ecologies, there are several things inherent to the network’s function that 
uniquely but not exclusively positions it to develop a noteworthy eco-institutional praxis: 
 
1) There is a soft hierarchy in the organization that allows for operational flexibility within its 
far-flung membership. HIAP, the Helsinki based residency program, takes the lead. HIAP 
occupies the primary position because it instigated the project. HIAP has dedicated FIR 
project staff, they coordinate the EU reporting, webinar meetings, agenda etc.   
 
2) Frontiers, with its institutional members, has made multi-year commitments to support 
individual artists’ work.  
 
3) Frontier-supported artists are invited to work at one or more of the network’s residency 
programs. Artists have the freedom to self-organize residencies within the network. For 
example, artist Carl Giffney has made one video with the support of several of the residency 
programs. Mari Keski-Korsu’s artwork expands in a variety of exposures to the different 
contexts of each program. Likewise, Brett Bloom has hosted events in Finland and Scotland,  
Sylvia Grace Borda did projects in Scotland, Finland and Latvia, and Fernando Garcia Dory 
did projects in Scotland and Finland. 
  
4) Member organizations have made efforts to not predetermine the modes of engagement 
and desired outcomes of its supported artists. This flexibility has allowed participating artists 
to contribute experimental workshops and theoretical essays in addition to more normative 
contemporary artworks (dance, performance, film, painting, sculpture etc).  
 
5) Building on to the fourth point, the network takes into consideration the temporal duration 
of the network (5 years) besides the real needs of its participating artists. Member 
organizations display flexibility regarding the actual terms of what constitutes an actual 
residency. For example, SSW coordinator Nuno Sacramento describes how he organized 
Simon Yuill's residency in consideration of his familial and work situation 
 
Points four and five are particularly noteworthy because of how they demonstrate the 
network’s weak governance, once artists are accepted, there are few institutional 
requirements. In considering residency commitments, this flexibility represents a network-
wide ethic that this essay aims to more deeply interrogate, articulate and adulate. These 
alternative arrangements, these allowances for the particular, should be recognized as a 
creative output of the entire network– they demonstrate an institutional network adjusting to 
its own actual working conditions.   
 



6) Network member Jutempus / Zooetics is described as a floating platform. It operates as an 
abstract incubator and has the potential to be used to analyze and amplify network-specific 
concepts - to date its participation has been to generate a “Zooetic” grammar.  Zooetic 
vocabulary is articulated in a lecture series where high profile artists and academics discuss 
particular anthropocenic topics. Zooetic grammar, topical lectures and writing workshops are 
conceptual. That is, in contrast to the other context-contingent residencies, Zooetics is 
contingent to the world of ideas that is similar to but different from the sensuous world that 
the other residencies are embedded within.  
 
7) The network has timely incubators where the network meets, such as the March 2016 
Sitting on Eggs incubator hosted by the Scottish Sculpture Workshop that instigated this 
analysis. Incubators are consecutively hosted by the different network members. Attendee’s 
travel, housing and food costs are covered. These encounters support a horizontal 
environment that does not squelch exchange. 
 
The current strengths of the network includes the artwork it has supported and the way it 
allows for a variety of working relations within the network as an expression of the breadth 
and variety of work its supports. In fulfilling its goals of working in relation to a changing 
climate, this allowing attitude should continue to inspire more needed experimentation at an 
institutional level that could point towards further network co-development. This co-
development may come to model general institutional responses to the 
anthropocenic/capitalocenic tsunami.  
 
It is an unfortunate fact that there are few multinational, multi-context institutions that focus 
on supporting singular responses to a changing climate. Besides framing artistic interventions 
in the malleable world, Frontiers should embrace and experiment with the malleable forms of 
its own institutional practice and recognize how this experimental form of the institution is 
itself a worthwhile object. 
 
An ethic of working through the tsunami of Climate Change 
 
Because Frontiers reaches deeply and durationally into each residency’s terrains while also 
facilitating exchanges across its transnationality, its untapped potential lies in modelling an 
ethic of a transversal governmental praxis in relation to the changing climate. Here 
“governmental” doesn’t specifically refer to the classically understood notion of government. 
Rather, governmental is understood as the general a abstract human capacity that is both 
embedded and mobile and positioned to motivate and regulate specific behaviours. The fact 
that Frontiers is a transnational network that works at a variety of scales (both governmental 
and temporal) is central to its governmental nature. One encounters the problem of the scale 
of climate change when, upon deciding to address the issue, one asks “where do I begin?” 
This is related to the problem that Timothy Morton describes at when discussing the lives of 
singular creatures in his 2014 Zooetics lecture “A life-form is a strange stranger, even if you 
know everything about it, you haven’t exhausted its strangeness, and its strange in a weird 
way. You radically can’t predict what it is, yet its really specific and definite…When we try 
to draw a line around ecological beings, we cant.”9 
 

                                                             
9  Available online at https://vimeo.com/143234517 



What is overwhelming about climate change is that it will force us, individually and 
collectively to do so many things differently. Yet, conversely, the “good” thing about climate 
change is that it only effects us. By us, of course, I mean all of earth's animals, plants, rocks 
and stones. But by saying that it only effects us, I mean that climate change is not some 
supernatural force that will one day suddenly turn farmers into chairs or morph roads into 
kangaroos. Rather, climate change effects the sensuous world that we have always known. By 
sensuous, I simply mean it effects the exact same world we have always felt in order to 
know– the same world we’ve had to adjust to, learn how to adjust and to adjust within, 
forever. Over time, the history of human and other species survival is a history of abilities to 
adjust– we humans have adjusted to varied grain harvests, seasonal flu, that drunk guy on that 
subway-ride home, child labor, floods, wars etc. However different it is, we will still know 
this world in the time of climate change. As such, the basic ways in which we open to the 
contingencies of the world- through coming to know things in the world (sensing), by 
constructing and utilizing processes that we need (practicing), by predicting and organizing 
thoughts and plans towards a future (directing) – remains the same. Climate change may bring 
so many surprises, but all that these added contingencies will do is to force us to re-adjust our 
knowledge of things, our ways of doing stuff, and how we direct our actions. Having 
institutional allowance in the way that Frontiers does and also in whatever manner, facilitates 
that. 
 
Frontiers has the capacity to experiment at governing things- regulating and motivating 
particular behaviours in one context to be performed and presented elsewhere and at a variety 
of scales. Past understandings of the avant garde art generally believed in the universal 
translatability of art across difference, climate change demands that we acknowledge ways 
objects translate differently. And yet, as the last paragraph demonstrates, climate change also 
reveals what remains stable and what is generally play.  It is a possible and worthwhile task 
then, for organizations like Frontiers, to think through the differential stagings and objects of 
art and its institutions. Thinking through how the network owns these differentials is 
descriptive of an ethic, its way of working.   
 
Art between Contexts and Climate Change 
 
Because Frontiers creatively operates at variety of scales, it has the capacity to 
governmentally address the problem of working between needs within particular ecologies 
with the strength of its network capacities.  The network abstractly connects sensibilities of its 
artists and curatorial administrator through layers of institutional politics via common 
capacities to contemplate the how any action relates to the network’s shared meaning. Beyond 
its organizational theory, Frontier's ethic is the ongoing revelation of its active being in the 
world. In this way, Frontiers’ body can be understood in itself is an ecological feedback loop, 
or better, a translational machine between the abstractions and truths inherent of its total 
relations.  
  
Given its practice of intuitional allowance, Frontiers can be understood as an institution that 
guards and facilitates for the truth of humanity’s ongoing and flexible cultural creativity in 
any direction. Its projects represent the translation of cultural allowance into whatever manner 
possible. Climate change only affects the sensuous world we already know, thus, in relation to 
us, climate change is a cultural processes which can be culturally met at any side of the stage. 
Materially, artists translate both Frontier’s goals and the changing climate’s truths into 
contextually capable practice that appear as particular meanings at play in contextual 



contingency. Therefore, the processes of continually knowing the world through the variable 
institutional organization of activities is to be able to account for the ways that cultural 
contextually works in relationship to climate change, autonomously or not. 
 
 
In particular, 
 
Sylvia Grace Borda’s Lumsden Biscuit project reorganizes the social potentials already 
existing in the SSW’s host city of Lumsden to facilitate the town’s ongoing economic 
relations by co-organizing a biscuit baking company contingent to these relations. Her work 
reveals specific community practices and traditions and how their potential reactivations 
reconfigure work, relation, economy and education.  
 
During the Sitting on Eggs incubator, Fernando Garcia-Dory demonstrated his ongoing 
sensual immersion into experiences and knowledges available in the Cabrach, a depopulated 
region just north of SSW. His research method– being in the landscape while getting to know 
its history and personalities, opens him up to particulars contingent to the parish context. He 
documents these in maps, stories and tangible and intangible forms. 
 
Simon Yuill’s essay The Uncommonality of the Commons10 wades through the abstract 
idealizations of Scotland’s communal imaginary to identify the real and useful and dangerous 
actualities imbedded in the general population’s commoning practices.  
 
Brett Bloom’s Questions About Art, Ecology and the Society we Embody11 abstractly 
intervenes in the network’s overall sense of directionality. His questions open up possibilities 
for how to think about what the network itself can produce- in so doing he reveals how the 
network’s future is contingent upon its present direction. His questions become a tool by 
which all participants in the Sitting on Eggs incubator can co-regulate the network.  
 
 
A network-wide self-awareness 
 
Considering how climate change dramatically reveals limitless variety of particular conditions 
upon which life is based, the effective limit of each creative act is defined by how it connects 
to broader discourse. Play itself is only limited by imagination, though judging an artwork 
under these terms is like holding a beauty contest for bacteria. Yet governance exists for the 
utility of its own being rather then for just being, itself. Animals are, governing systems are 
created. Institutions recognize a need for ways to judge creative acts. This is the reason for so 
much avant-garde theory in art, if they are not treatises on beauty, they are political tracts that 
establish what is to be done, by who and how. Yet as established above, a changing climate 
destabilizes all relations, revealing many political metaphysics as unsustainable, 
unachievable, undesirable. Yet in the question of judgement reveals an undeveloped potential 
for a network like Frontiers. Rather then judgement based upon the abstract mechanics of fine 
art or political theory, the network contains a truth claims that can only be evaluated in 
                                                             
10 The essay is available online at this link: 
http://www.frontiersinretreat.org/artists/simon_yuill/324_simon_yuill_the_uncommonality_of_the_co
mmons 
11  You can find these questions online at http://www.breakdownbreakdown.net/wp-
content/uploads/2016/03/BKDN_WKBK_1.pdf 



judgements embedded across difference. The truths are the fact that it is a network, that the 
network shares goals, that the network supports artwork, that the artwork is contextually 
based and that the artworks exist contextually in relation to a changing climate. A network-
wide self-awareness emerges when, as a network, it situationally makes judgements upon 
these network truth through the networks ongoing particular creations, its artworks and other 
ongoing activities.  
 
Brett, Sylvia, Simons and Fernando’s projects demonstrate how the staging of artworks open 
up particular contingencies. As artworks are eventually distributed, removed from the 
residency workshops with their faces still existing as the trace of their contingent inception, 
they begin to operate at the variety of scales that is Frontiers and its connections. Fernando’s 
work, for example, can be appreciated besides him in the field or in the gallery space of SSW. 
At SSW, Fernando may present the work in a form that differs from how he might more 
widely distribute it in the wider artworld. In that wider artworld, it can represent itself or act 
as a stand-in for the entirety of Frontiers. If Fernando were to begin working in another 
Frontiers context, his working methods would need to be re-adjusted to those contexts for this 
process to start again. Yet, from other residencies, and bound to the context of those other 
contexts, his work can already conceptually exist to be judged by the other truths of the 
network- that it makes contextually specific art in response to the changing climate.  
 
By creatively engaging with individual artist’s ability to maintain traditional residencies, the 
network demonstrates that it actively deals with issues of its own structure, that it recognizes 
its own shadow. Nevertheless, during my three days Scottish emersion co-facilitating the 
incubator with Åsa Sonjasdotter, I had a little sense that the network at this point has come to 
terms with what it produces within itself across its variety of scales and contexts. Though one 
Frontier platforms exists to create grammars and terms for climate change, the Sitting on Eggs 
encounter seemed to be struggling with finding the basics of common concerns. This is a 
shame; talking through the worth of each of its actions from the variety of situated positions is 
the network’s self-awareness. These terms, grammars and judgmental concerns ultimately are 
what might model of productive governance in the time of increased climactic variability. 
Reflection opens up both the artwork and the network to itself in new ways as self-awareness. 
Weighing the efficacy, for example, of the contingencies staged through Sylvia’s biscuit 
project within the preconditions and concerns of an art institution based in a Finnish old-
growth forest acts to opens up Scottish/Canadian knowledges to the human-cultural 
contingencies of Finnish particularities- to the larger world through equally contingent but 
different ways of knowing.  
 
Difference generates communication, overcoming difference within collaboration requires 
conceptual solutions. Divisions around any artwork can represent fundamental disagreements 
regarding network truths. Divisions opens up network truth to revision. If not, differences on 
critical opinions among people who constitute one body-as-network represents a failure of 
translation. This translational failure obscures the unexplored terrains contingent and 
particular to artworks and their interpretations and mirrors that which remains hidden in the 
unknown future of our changing world. Active translation across a variety of scales and 
contexts is the network gaining self-awareness- it is the network coming to understand the 
varieties of mechanisms that it is enmeshed within. The capacity to talk through this, 
expressed as an ongoing ethic of governance, is also the governmental model that Frontiers 
can demonstrate to the world. 
 



The Direction of Art in a Changing Climate 
 
When Frontiers’ governmental praxis embraces its own work in all of its terms, it contributes 
to both the artists’ work and to the general ways of working climactically. It demonstrates 
functional ways that structures respond to the differential scales inherent to climate change. 
Of course the differential scales within a network do not truly reflect all possible dynamics 
and variations. This network is not responsive to the countless human and interspecies 
ecologies of world. Yet when the network universally relates to all of its particularities, 
something universal is achieved. The thing that unhinges climate practice from previous 
political artwork is just how many more contingent variables within scaled networks are open 
to be related to.  
 
Previously, avant gardes assumed that art’s open contingencies rested upon solid institutions 
and discourses identifiable oriented towards (for example) Socialist ideas. The institutions 
positioned artwork to deal with the rapacious capitalist machine in the ways socialists knew 
capitalism organized the world and how it know it could respond. Climate institutions will 
have to deal with more then capitalism’s rapaciousness- one way that capitalism deals with 
climate change is to translate its attention from the actual commodities into real abstraction- 
bypassing the accounting for actual hunger by unhinging finance from even abstract human 
need12. So, while previous artistic avant gardes left the task of organizing food production to 
actual politicians, today climate artists rightfully engage food production. The actual 
political/economic sphere is so captured by finance that artists and their institutions are more 
and more filling in for systemic failures. While this activity has its rightful critics13, facts on 
the ground might support more nuanced approaches. Thus, art in the time of climate change 
encounters meaning in doing what has been historically segregated into clean realms of 
aesthetic, political or care work. 
  
More over, while classical avant gardes of the early 20th century and contemporary forms 
understand their role as leading humanity toward a utopian horizon, our horizons in the time 
of climate change may be severely limited by ecological collapse. We, unlike avant gardes 
before us, have no guarantee of the ongoingness of life in this planet. This generates a 
renewed urgency for theory and practice, as the timeframe gets compressed. Thus, while the 
governing ethics inherent to historic avant garde frameworks may still be desirable, the severe 
contingency introduced at all levels by climate change reveals the ecological risks for the 
architectures of previously imagined statist models of socialist utopias. Grounded upon 
carbon and extractive economies that underpin capitalist development, current accelerationist 
dreams would sink earthbound ecologies in a toxic stew.  Climate-based art networks can 
more fluidly understand how culture works across the scales of human relationships to 
produce truly lasting meaning without binding it to larger carbon footprints. Large scale 
economic development, whether done within Capitalist or Communist systems have proven 
quite capable14 of wrecking pre-existing ecological relations. This fact, that destructive top-
                                                             
12  See for example Maurizio Lazzarato’s Signs and Machines 
Capitalism and the Production of Subjectivity, 2014; Semiotexte, Los Angeles. 
 
13  See for Example Marc J Leger’s For the De-incapacitation of Community Art Practice- 
http://www.joaap.org/6/another/leger.html 
 
14  See for example, the environmental destruction wreaked upon Eastern Europe during the 
Soviet era.  



down economic (and thus also social) development has been so historically tied to avant 
garde politics underpins the awareness that a new relation between horizontality and 
verticality must be developed. The ethical image of equality, beauty and justice that only can 
be grasped as an abstract vertical remove are what must be persevered and enhanced through 
a grassroots that is poised to better put these concepts into ethical particular practice. How the 
Network articulates this conversation across the divide of its scales and different contexts is 
its ethical practice and historical import.  
 
The ways of working, institutionally 
 
Thus, the final point of this essay is to be quite clear about how Frontiers and others should 
conceptualize what any particular living process (sensing, processing, directing) through 
whatever cultural form can achieve.  At any and every point, each project has the capacity to 
be perfect to itself. This perfection is the ability to be in ethical relation to its own needs that 
are positioned contingently to others. This is not to suggest that each artist and institutional 
action should be appear flawless– contingency opens up the world to growth, error or change, 
and contingency is the fact of art’s need for an audience to interpret it. Rather, this perfection 
is an artwork that can rest meaningfully in its contingent relations; an artwork or institutional 
act deals with the chaos it encounters without mustering unethical relations to support its 
claims for meaningfulness. 
 
This essay has insisted upon the need for greater communication between the particular scales 
of the network, between intimate sensuality, machinic institutionality and the visionary nature 
of the supernetwork. This insistence upon transversality sits against any desire to cleanly lock 
up activities and contingencies as exclusive zones. The normal administrative features of the 
artworld box things off when they rely upon normative definitions of artistic practice, 
curatorial practice and directorial practice. Each is maintained as distinct areas of human 
employment- artists work as artists, curators work for institutional needs, network 
administrators and supervisory boards attend to overall concepts of the super-network.  
 
The concept of climate change is also an institution. Climate change houses a variety of 
independent meanings. Meaningful institutions are ways in which understanding is 
constructed, maintained and navigated, they provide a lens that clarifies their own 
construction. Frontiers in Retreat comes to understand what climate change means through 
the wide variety of exchanges it can have, many of which may be internal to itself. It knows 
about climate change when it reaches through itself into the world at its many points of open 
contingency. Without an understanding of what climate change means to the network, 
Frontiers’ interventions could be understood as a shell driven only by artists’ and institutional 
whims, rather then efforts to meet very real challenges. It is in figuring out how to hold the 
network to its vertical ideals besides its particular horizontal needs that the overall institution 
begins to make sense. Previous avant gardes could unify need and ideal by uniting them in an 
eventual distant utopia. Climate networks must identify new relations between art and 
institutional needs - one that finds common wealth not in actually shared material but in 
something more ethical. 
 
When Brett Bloom writes his Questions About Art, Ecology and the Society we Embody, he is 
intervening in network discourse about its own directionality. Though generated for the 
Sitting on Eggs Incubator, his questions are not particular to it. Rather, they rest in the almost 
universal context of language and in the general context of culture and climate change. Of 



course, in that the questions are written for culture and climate, they are dialogically crafted to 
help outline a global directionality of Frontiers. Collectively, the network has the potential to 
provide valuable answers to questions like, “What role does culture (art) have in shifting our 
society away from one that is fossil-fuel-based towards whatever is emerging?” Anyone with 
general knowledge from TV, a museum visit or a visit to the petrol station could answer this 
question. Yet most people’s experience is not gleaned from organizationally working to shift 
culture-in-general towards what is emerging via the meanings and modes provided through 
Frontiers. Any network organized around artists and curators who help grow “whatever it is 
that is emerging” has the potential to more specifically answer this question, based on its own 
political praxis across its scales. “Political praxis” because political praxis deals with needs of 
actual contingent relations in order to operate towards common goals. The network 
encounters its particular needs that must be met while decidedly working across these 
differences to actualize a particular culture beyond oil. A network whose praxis deals with 
this question has a lot to offer the world.  
 
 
Note:  I would like to thank Åsa Sonjasdotter for her help and feedback in organizing and 
writing this paper. Also, thank you to Brett Bloom, Nuno Sacramento and Yvonne Billimore. 
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