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Mark Pimlott: Good morning. Carl Tertio Druml.

MP: I just want to ask a few questions relating to
this project and your involvement. The project

MP: Has this specific assignment that UPCRE-
ATE proposed, which inge’d the unusual
combination of music and*food, sent you in dif-
ferent directions, with regards to your practise?

emerged out of this understanding that connec- s

tions between people were being hard to realise
through this whole period of Covid. What spe-
cifically did the UPCREATE project, as opportu-
nities, create for you?

Carl Tertio Druml: I've come to Venice that’s
of course one very pleasant aspect. I think

it's a bit hard to say because music is so slow
that’s you don’t really notice what might come
of a project until years have'passed. I'm hap-
py to have worked at the acoustic modern fes-
tival, and to have won this. The orchestra that
played my piece, I've known the conductor for
quite a while, so it was also nice to be reunit-
ed with them. Socially it was a very fruitful time
and that now, being here, we're surrounded by
all these great people. So let’s say it’s especially
been a social experience.

CT: I think I've always taken the ironic side in
my composition, so it was something I liked do-
ing anyways. I think it was mostly a sense of
combining low and high styles in this case, be-
cause it felt like a project wheréT could do this
very convincingly, atleast conceptually con-
vincingly, if the music had to speak for itself an-
yway- I've always been a person to care where

a piece is performed, so I don’t know if it real-
ly changed that in my thinking. I was of course
happy to write this particular piece, and as I
said, I think it is probably something more ex-
treme in one way, that I have written, than other
pieces because other pieces usually were the one
or the other thing, high or low.

MP: Interdisciplinarity seems to be ?‘leme of

~ UPCREATE, pulling people out of their familiar

places and putting people together in unfamiliar
ways. How do you feel about that?

e .
CT: I mean, I have written one chamber opera
and I sing at the Vienna State Opera extra choir

' and I play orchestral work, so I've always been

interested in music as a contributing aspect of

a piece of art and this I think works very well,
especially with theatre. And so, this always has
been something that interested and thrilled me.
But I think the problem with music is that it can
quickly become background, and even in some
of its aspects it is meant to be background music,
like in film.

MP: But in dance, of course, it’s integral.

CT: Of course, but just as much as I'd love to see
a convincing combination of dining and music, I
think as soon as it comes to that, it’s often back-

ground. . 'f_;
= ‘\ -
MP: I understand. =S

CT: Even though I'd love to see great multidisci-
plinary applications of music. o

4 ’ 3
MP: Well, let’s work on that, shall we?



Mark Pimlott: Erik Pollini, good morning.

MP: What in your mind, is the opportunity
that’s been provided to you by this UPCREATE
project.

Erik Pollini: Well, it’s not an easy answer be-
cause I think this was an amazing opportuni-

ty to let your creativity go and do so with oth-
er people. It's an opportunity that maybe in oth-
er scenarios you wouldn’t have because you are
a little bit forced to talk to each other. But it’s

a nice thing ... You know, I'm Italian. Maybe I
wouldn’t go and talk to other people, because

I know Italians here, but instead, I'm talking to
everybody and it’s amazing because you get to
know each other slowly, it’s very nice because
you exchange something. You even have to cre-
ate something with other people and that’s real-
ly amazing.

es back to the call that you
t and then develop a piece

MP: The proj
had to create :
for it. Considering whatever your context was at
the time, I'm wondering what the impact of that
was on your feeling of yourself as an artist or as

a writer, or as a performer?

EP: Maybe I'm too young to describe myself, I
don’t know. Maybe I'm so young that I can’t tell
you if I am more of a writer or an artist or a per-
former. I think I need time to know myself more.
Now I just want to explore more of this crea-
tivity in myself because I think creativity is not
like: “OK, I'm a creative person so I'm a writer,
I'm an artist.” Creativity is more like wires that
connect one to each other. Discovering the per-

formance part was interesting because that was
new, absolutely new for me. It was like an ex-
tension of my writing, you know? There were
like two things: One, I liked writing, I knew. But
adding performance to it was a new thing and it
7 amazing because I thought: “OK,

text I can do everything I want.
I can perform it, I can do what-
| so this kind of connection be-

MP: I don’t know what y 1
before it started, but I can ima:
isolation that everybody suffered throug
have closed down what those possibilities were?

EP: Yes, especially when I finished high school.
That’s the period where you don’t know what
you want to do in your life... and so every day
is like the same day every day. And it’s frus-
trating because you don’t know what direction
you're going to take in your life. And that’s the
point where maybe you feel a bit scared about
the future. And so... this thing is giving you di-
rection in my opinion.
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Mark Pimlott: Francesca Persichini, good morn-
ing. It is very nice to meet you and officially,
you are a young artist in the context of this, and
I was wondering about how your idea of your-
self as an artist, of any kind, was affected by this
UPCREATE call and your UPCREATE experi-
ence and maybe we will talk about the call ex-
perience first and then maybe we can talk about
this workshop after.

-

Francesca Persichini: I saw this project through

a theater director, and I started writing about %

food. But the first idea of the text became before,
because at first, I was thinking about this young
girl and her sexuality and after I saw the project
{and I thought I could relate sexuality and food
P “because they have a lot of things in common.
This is a great experience for me, and I want to
e have Whnd take all the little things that I can
_ take,

MP: No, n A‘f‘trsn@)ﬁ{(é 'tlorma:l life.

FP: But

MP: Yes and... How did you... I presume it was
your first experience performing and that sort of
took you to new places, I suppose? To unexpect-
ed experiences?

FP: Yes it did. M

MP: That aspect of the project, where you get
taken to places which are perhaps unfamiliar, or
you can extend yourself... Is that sometﬁing that
you can imagine might continue to happen in
your work because of this project?

FP: Oh yes, I loved to write for something, like
a kind of therapy. This project helped me to un-
de1‘§tand that I am good at writing. I did not
know yet - F 4

-

MP: Well, that seems very important. ~#

FP: Yes, yes. ¢ ' v/ P
», v o ." <
MP: And [ imagine it is gi\}tng you a lot of confi-

dence in being able to develop things.
“¥

FP: Yes, yes, but you know@n I was the ac-
tress, in the piece I wrote, it is like I know wh%t 1
have to do, and I know how I'have to i Deal It
is not like normal life.

% S
2 S
e N 4

u might say it is uncomfottable. For 2
me, it is n?e comfortable in that situation tha
in req,l lifer - \ - :

MP: That is very interestigg.: nr

FP: Because you have something to, you know...
Copy on. You know what you have to do. In real
life you do not know that.

MP: I was wondering about the experience here
where everybody is gathered, different disci-
plines and different forces, the effect or impact
that is having on you. Could you say something
oout that?

&

FP: About this simatio%:eu impact was: “Oh

w17 God, I have fdspeak English.” But it is a ,

stimulating situation, and all these o artists
and people are so mterestmg, and they f.'i,
ferent from each other. So, it is not 11

life.

MP: I think in my experience these situations,
you can make these things happengmore c}j
ten. You know, all these things, so your life a

work of art can continue. -
FP: I would like to do this.

MP: Let us make that happen. Grazie.



Mark Pimlott: Gabriel Backman Waltersson.
Good morning. :

MP: Was the effect, first of all, the call for the
UP-CREATE project had on youand your no-
tion of your practise?

Gabriel Backman Waltersson: Looking at the
call I didn’t really know about the whole project
that was to come, and everything that followed
the workshop in Iceland. But after having stud-
ied it and gone through the workshop in Ice-
land, I think it really changed the way T work

in general, the ideas that came up; there was

a lot of time spent thinking, which came into
everything I did after the workshop. It was like
a turning point; a link between what I did before
and what I did after. -

¢

MP: An opportunity was created that tookjy’bu 7

in a different direction. Another thing that is im-
portant about it, was that you were working
with a museum which doesn’t norrﬁaliir work
with contemporary artists. I think they’ve been
changed by it as well. What value do‘you think

this contact with the institutions and their peo- -

ple has?

GB: I think it has so much value. Great, great
value, for institutions that maybe wouldn’t put
up exhibitions like these, takihg projects like
this. For them to both get a chance at that, [ was
just honoured to be a part of that exhibition, it
was this great thing and it really built on some
important contemporary art history that hap-
pened there and they continued that. It's a pro-
ject Iwould like to see be held every year, at
least that exhibition in Iceland, and the works of
young artists.

MP: That’s an important point, feeling that

you're also contributing to a larger cultural pro-~
ject, the role of that museum within its environ-

ment. .

I'want to tufn to this other aspect of the - ‘-‘
UP-CREATE project happening here in Venice,
what is your feeling about how the workshop
might contribute to your thinking or practise?

GB: The thing T've thought about the mostis /¢

working with people coming from other fields
of study or other work - like a chef, for ips'tance.
I like working together with other academic

fields and non-academic too - reaching further '~
than maybe my. nearest surroundings or just into
other into other areas. I mean, my brotherisa A

chef as well. The first thing I thought was that I
should start working more with him...” =~

>y

P
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Lan Verko: When I heard of this competition,
my teacher told me in high school, and I decided
0... I go: “Why not”? I started to create my dish
and my dessert, and I first just focused on the
shapes I had to use in my dish, and at the start, I
did not know how to mix these shapes and ingre-
dients. And yeah, it was very fun and... I like it.
MP: When you said you did not know how to
do it, but then you did it, did you imagine that
that is something that you might be able to con-
tinue to think about in the future with your
cooking or baking in this case?

i

I do not know, but I don’t know what will hap-
pen in the future.

MP: One of the ideas of the UPCREATE pro-
ject is that these different disciplines are being

grouped together and, in your case, food and
high culture, in a sense, because of Plecnik be-
ing such an important figure in Ljubljana and in
architecture, and I was wondering what do you
think about these meetings?

LV: I think it is very important for all of Europe
to come here and know each other and talk and
exchange ideas, maybe? And yeah, I think it is a
very great idea this UPCREATE.

MP: I was thinking yesterday when we were lis-
tening to everybody talking and particularly
Katja about the Alchemist project in Copenha-

oY ; _
LV ﬁ thmE 0, why not? We w1ﬁ'§ee ight now, - }genﬂ that chefs qulg;q.oftena;ely on qultgdﬁermt X “

sources of inspiration to make what they make,
and I was wondering if this meeting of people
from different areas, from theater and architec-
ture and music and cooking, is going to be some-
thing that helps you in your career in the future?

o

sy

4

LV: Of course. If I want to be a chef, I must work
hard and learn, learn, learn ‘too’ much. Yes, I
think it is just going to help me to create new
ideas and create new dishes.

- MP: The Venice environment, have you taken
that on yet for your cooking research? Because
the Venetians have a very special cuisine, which
combines things from the sea and the lagoon with
the plains and the mountains and... I was won-

dering if you were inspired to continue to study

this environment to help you with new ideas.

LV:I don’t know, maybe yes, but I am not sure, we
wﬂlnsee Probably ask “Why not7” +I don t know
MP: I have a final question, which is about your
situation before the UPCREATE call, you said
you had heard about it from your school. Did
you feel that there were opportunities to con-

D

nect with different people in that period, or was
it difficult to imagine connecting to other expe-
riences? It sounds like it might not have been
difficult if you had Master Chef behind you,
but I was thinking of Covid and all its incon-
veniences.

LV: Yeah, well, I started going to high school,
Covid started and two or three years we have
been such a little bit of time in school, we do
not have so much practice and I had to work at
home. Create new dishes, I don’t know, I need
something like this, here in Venice you know, to

go, to learn to see things, and to create new ide-

g
A

= Yaondts -

MP: So, it is a success then.

LV: Yes, absolutely.




Mark Pimlott: Manca Bogataj, good
I am going to ask a couple of questio
your experience of the UPCREATE pr
the effect it is having on you as an art
ist of food. I do not quite know what y@
uation was before the call happened, bt
wondering what effect the UPCREATE.
on your way of thinking?

MB: It was an interesting... I am searchin

word in English... experience. Something
MP: You had been making desserts before.
MB: Yes.

MP: But they had not been architectura
MB: No, *laughs®.

MP: Was that, apart from being

to do, and it looks as an amazi
way, but did coming in contag

ly different fields, in this case
you think that these contacts
thing that would be usef

rse in France. So, we will see.

ternet. So, it was really easy to get accf'

courses, stuff like this.

MP: Were you also able to work?

1B: Currently I am saving money for 1

o, there is actually a construction ¢

: In Covid time, you had to learn »

MB: Yes.

MP: You had the kitchen, and you were able to

develop things?

MB: Yes, yes.

the future and of course I wish you a very hap-

MP: You just had fewer taste it?

MB: Maybe even more, b we had a deliv-
ery service, so a lot of local people tried us out.
So it was maybe a little less, but not that much.

MP: That is good to hear. This UPCREATE pro-
ject is a very public event. There is a very small
public here in Venice, but I was thinking about
the public event at the Plecnik museum, and I
am wondering about the effect, the impact, or
the confidence it might have given you as a cu-
linary artist. Is that something that you thought:
this is going to really help me?

MB: I do not know. It is like it affects you a bit, so
yes of course, but you still want the same as you
always want, and you grow a little bit maybe.

MP: I hope that this week in the workshop and
contact with all these people takes you in all
sorts of interesting directions in your mind for

;;00“"’ ‘ 2 ‘ _
the Ple¢nik Muset
' in occasion to -




Mark Pimlott: Victoria Bjork Ferrell, good
morning.

MP: Are you enjoying the workshop so far?

Victoria Bjork Ferrell: I am, it’s very, very mys-
terious. I feel like we're kept on our toes the
whole time, which is a really good feeling. And
we are prepared for all the unexpected things
that might happen.

MP: You're alert?
VB: I am really alert.

MP: This consciousness was an important aspect
of your work in Reykjavik. That invocation of
the senses and all the associations that come of
it, is a wonderful thing. I wanted to know about
the UP-CREATE project as it appeared to you
and the importance of it to you, your experience
as a person and as an artist, its effect or impact
on you.

VB: If I was to start from the open call, I was re-
ally curious about the project. I really love food,
it’s my favourite hobby, I would say. I spend
hours cooking at home and watching cooking
shows; I just love it. I guess my other hobby is
making sculpture, so seeing these two things to-
gether, there was a switch in my mind: I had
never thought of combining those two things. It
was a really interesting opportunity to get the
chance to experience the merging of these two
things and what it would be like. And I got to
play a tiny bit.

MP: It's funny that you use the word hobby be-
cause these are real loves of yours. I like the no-
tion of loves and playing that the project pro-
vided. I suppose that art making is serious

Did o : ided by the

VB: I'm just answering from
Iceland. For me it was very difficult because we
had very short time. We had only five days for
the project. Maybe some others had an idea pri-
or, as I did. But the time of cr
very short and I'm a person
a longer time. So that was the
and it was a good challenge.’

MP: Do you imagine that th:
as short as it was, to be a pla
ture practise as an artist?

VB: I didn’t think of it that w
think the UP-CREATE projec
it's a wonderful opportunity:
get the chance to explore diffs
ilar fields from different pers;

rospect, yes.

MP: With regard to Venezia, |
project here helping you in th

VB: Well, maybe going back t
being on your toes, I think t ;
preparation. Non expectance
but being open towards eve
collaboration, open for new p
think this project is definitely:
Meeting new people from dif
MP: Does that also expand y

your work can be?

VB: Yes and no. I already ha
view on what my work cou
kind of just reassures that vie:



Mark Pimlott: Vladislav Gaspari, good mogn-
ing. The UP-CREATE project is quite unusual
because it's multidisciplinary, putting people to-
gether with unexpected ways with unexpected
themes. What effect has it had on you?

Vladislav Gaspari: The call was such an oppor-
tunity because at first it gave me the chance to
imagine myself at work, to create something, to
write something, and show this to people, work
with incredible people that work in the theatri-
cal sector. Now again, also the possibility to stay
here in Venice is quite amazing because it is fun,
with incredible people.

MP: What you were doing before the call?

VG: I was just studying; I was just starting
school, going into university. It was just a project
that my Italian teacher proposed to me, and she
said: “Well, look at this, it could be quite cool

_ if you try to get into this.”, also because I know
she thinks that I like this stuff, and thought that
s could be quite an opportunity.

1t I found that I was the one

rform it, and ¢

" who was going to
unexpected.

ATE project is to allow young arfig{s to have a
platform for developing their work, their rela-
tionship with institutions and n
for their practice. I know it’s very
young age to define yourself in
other, but can you imagine, this
of stepping stone for developing?
in your life? 4

MP: The theatrical aspect, the performance aspect... L

VG: For someth ' think so. I'm
not so sure beca §
future a%d also

ent plans for my
have to have dif-

se I don’t like to
: onest. But if they
7 that wouldn’t be so

r because I like it, it

write plays that
presented the op
bad. Writing co
was always a pa : e.

.
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T —

MP: Yes, of course, with an audience you have™
a lot of critics in the room all at once. One of the
aspects of the workshop, is this dimension of
other people and different practices, different or-
ganizations, different places for work to appear
and I'm wondering if the suggestion of UP-CRE-
ATE, and its connections, is something you can
imagine will be useful to you in the future as a
way of finding other spaces for your writing in
whatever form it takes?

VG: Yes, this is probably going to give me some
hints, something that I can use in my future. I

don’t know what to expect because this project
is kind of weird because we don’t know what we
are going to do right now... but probably this
can be something that I can use in the future.



Mark Pimlott: AlmaDis Kristinsdéttir hello. The
Einer Jonsson Museum is a partner in this project.

MP: Involvement in the UPCREATE Project, as
you said yesterday, was quite an unusual depar-

ture from your work because you have a museum
with a very concentrated programme and mission,
and as a museum, it is very fixed. The UPCREATE
project must have been an unusual proposition for
you. How did that affect your idea about how the
museum could operate or address different audi-
ences, young artists, and so on?

AlmaDis Kristinsdéttir: Well, I think the key to
this project was the collaboration with young
people and that’s something that is very impor-
tant for the museum. Although we don’t have
the resources to do that very often, this was a

welcomed opportunity. We could relate the art
history of the area to the museum - because they
were quite separate before - and I felt like with
this sculpture workshop we could integrate both
with the current art history.

MP: I don’t know enough about your education
programme or your outreach programme, but I
wondered if this was pulled in a direction which
you hadn’t anticipated?

AK: Of course, we haven’t been operating nor-
E mally, because of Covid, so that’s a factor. But

so using the outside area, the sculpture garden
‘was important because we had been focused

more on the museum itself and programmes in-
side the museum. So, the activation of the sculp-
ture garden was important. And that also relates
outdoor exhibitions in the

to the history of

27

area. So i‘m at we can develop it fur-

1e Covid period and of
tutions have undergone all
imagine there are funding

MP: Do you imagine that this kind of project,

and the expansion of your programme, to incor-
porate this sculpture garden, might also encour-
age or allow other funding possibilities to grow?

AK: Of course, we're always trying to find funds
for different projects, but the focus has main-

ly been on the inside of the museum, so, seeing
how this went, it was in fact, beyond what I ex-
pected. And this issue of trust, trusting young
people to work in this unpredictable space and
trusting the audience to honour what’s going on
there. That was not a given, but it was something
that is quite beautiful to see happen. That might
give us more confidence too. To use the sculp-
ture garden in a more constructive way.

MP: The effect on the artists that were involved
seems to have been profound.

AK: Yes, and I was happy to see that as well

and they were so dedicated and they took this
very seriously and that was owed in part, to the
teacher of the workshop, the artist, Sindri Leifs-
son. I think he did a really good job of allowing
them to develop their own ideas within this con-
stricted area. We have to think of the museum
guests, and we have to think of the works and
what you can do and cannot do, and things like
that.

MP: I understand that role of the museum’s ser-
vice. In this case, there was another set of allianc-
es that were being made between young artists,
that will hopefully extend to established artists
and allow the museum to have an ongoing rela-
tionship with culture as it is made. You are pre-
serving culture, this is a really important thing.
It seems to be very valuable resource, for the
public, and for artists, too. Ultimately, I think the
artists not only feel affection for the institution
or its events, but the people who run the institu-
tion. Which brings me to the last question here,
which has to do with the unusual nature of this

evi : in Venezia, where we have all sorts of
' brought together and you're put into this
10p, in the subject area which wouldn’t




* Mark Pimlott: Ana Porok, good morning ;
The institution, the partner, you represer ! stricted time during the COVID
Museum of Galleries of Ljubljana and esf S tions, we were closed for a long
ly the Joze Ple¢nik house, which is a ver ¥ ‘
’mstltutlon Of course, you are connected ;
many things, but the thing that struck me

. the UP-CREATE project, is its particular
. with the house. It represents a very partlc
’ historical figure, a cultural figure, a very o
# ular discipline, perhaps the most discipline
' - chitects in Ljubljana. And I was wondering
the impact, the involvement with the UP-C
ATE project had on your thinking of what t
~  Plecnik house and garden could do, and ho
1§'ght relate to publics. :

P

Ana Porok: Yes, I think it was very unusual

se usually, we do programmes for the get
eel public and the people who are really inters
‘ ested in architecture and Plec¢nik and probably =
know Plecnik, but for this young audience, th
is somehow not too appealing to them. So, wit

this k%ld of competition and these creative id
that also deal with the Ple¢nik structure of archi-

| tecture, it has really created this open spacein
vhich the young people can also feel that some-
ow their ideas are appreciated. So yes, for us
an institution, this was unusual; we were not

What you say about young audiences

ing that’s very 1mportant %




Mark Pimlott: Good afternoon, Daniele Sepe,
head of the Associazione Marchigiana Attivita
Teatrali. Otherwise known as AMAT. Unlike the
other organisations we’ve been involved in to-
day, one could say you are small, but of course
you are enormous as well. You are helping the
activities of 100 theatres across the marche with
a lot of artists many activities that would seem
to be beyond the conventional boundaries of
theatre. So, you have already built into your
own DNA collaborative and inte&saplmary
work. I was wondering if you could, just in re-
lation to the specific nature of UPCREATE, de-
scmbe the relation between your activities and
the call to young arfists to make work, and may-

the nature of the work you did with those

ng artists, which took them to places they
eren’'t expecting to go.

Daniele Sepe: Yes, in our DNA, there is this net-
working with the artist associations, local asso-
ciations in municipalities, policymakers and cer-
tainly schools. When we decide the programme

for one season or one festival with municipali-
ties, we invite artists to perform. We invite audi-
ences to come to see and we decide all this with
the municipalities or regional governments or
policymakers. But as soon as this programme

is decided, we immediately share this informa-
tion with the students and we try to invite them
to see, to participate in the activities and this is
something that works well. But we had the feel-
ing and request from the students that they
didn’t want only to come to see, but to do some-
thing. For this reason, I was very happy when

I received the invitation from Professor Fisk-

er from Aalborg to create a project, in which we
try to go a step further in our activity, and this

is the reason why in this case it was not us who
decide what to do with an artist, but we pro-
posed a goal. So, it was the students to propose
what that the theme and the argument which we
should work on. In this case, we had the oppor-
tunity to talk and to connect art with food. In our
goal, we invited students from 18 to 26 years old
to write a textbook with memories. A book about

DS: It

food, dishes, stories from their families, friend-
ship experiences, or desires, or also difficulties
connected to food. We had a good reaction. We
had about 30 texts, which was unexpected. So,
we were very happy, and we had once again a
confirmation that we need to work on these el-
ements: not only proposing things to students,
but finding the processes and the organisation
to allow them to express elements, feelings and
themes on which we can work together.

MP: Did this particular call and the way it was
structured makeb_y(ou think that the call for
young artists is something that would become
much more part of your work?

DS: Yes, I think so, because we are trying to cre-
ate connections-at national and international lev-
els to share best practises, and to allow young
artists who know they want to be artists and also
the ones that potentially still don’t know, they
could be artists, but giving them opportunity to
experiment. It is samething very important, to
allow them to understand if this is a possibility
for their life or not. So, I'think this is something
we will keep as a kind of standard in our activity
to create a long-term process.

MP: I spoke to-everybody whoiis involved this
morning and it’s clear that it’s had a real effect
on them. It’s Chang_ed the way they regard them-

 selves and who tﬁ‘ey are as active'and collabora-

tive citizens or agents in society. But could you
say somethmg about the bringing togethemof
different pe‘ ople. "To create through a play? I was
wonder}nﬁflf you saw it as a model for theatre or

as a mode E}x%q{:iety?

mk in the.Central point itis the partici-

pator TOCESS, wlki‘&z‘ls something that is be-

. coming more an;j méré.gmportant for our big

challer%es in our life. Wf have a lot of transfor-
d1g1tal and ecolo %1 In order to al-
ens to express:th nselves to understand
' one of us is' nn rtamt it must be able

ach ﬂnportah‘t thmgs, bagﬁe they hold

the big changes. It concerns each one of us. So,
I think this participatory approach has to stas :
in the very beginning of the schools and it has
to be in all the fields. It must be in the creative
field, because if you have such an exercise when
you are a child or when you are a young person,
you start to participate in the processes and you
learn how to do it. Also, creatively, I think it’s a
bit easier to approach the challenges of life and
then you can become an artist or not. But it’s
something that will remain in your personal ex-
perience, and I believe it can help you.

MP: It is a real challenge, of course, because

the way that the ideological winds are blowing,
whether they're neo-liberal or neo-fascist, these
kinds of relations that you are talking about in
schools are things that get pushed away because
education becomes about, for example, getting
a job. There is an active policy of not trying to
build a society, but to build an army of labour-
ers. | understand that what you are saying is es-
sential. But I can imagine in the current politi-
cal environment it’s also increasingly difficult,
so of course the later it comes, the more difficult
it is to break down the boundaries that people
set around themselves and their relation to oth-
ers. To imagine that another is like themselves.
Not the same but another self. Your response
about the role of this kind of work, I think is ex-
tremely important. Could you just in a very sim-
ple way, say how this UPCREATE project helps
your own objectives?

DS: I will give you a very concrete example.
Once you do a project, you have to stay in the
place where you are doing the project. Regard-
ing this week in Venice with the young people
from around Europe, from colleagues and uni-
versities, I would normally have my ordinary
bureaucratic work that I have left for one week. I
will be back next week in my ordinary business
bureaucracy. I am sure that I will be ab%tyto look
my daily work on a high, because this is a rich
week in which I will rece1%lements

be back to my ordinary work with a

.

am certain of it.
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Mark Pimlott: You are a partner, and you are a
representative of the art Museums of Skagen. I'd
like to ask you about the impact of the UP-CRE-
ATE project on the museum’s activities, the pos-
sibilities it might have created, new relations
with audiences and artists, what do you imagine

could come out of this?

Kirstine Bjerrum Voetmann: Well, the impact
that I'm already seeing is, of course, because at
our museum we struggle to attract young peo-
ple. They're not really within our usual user
group. I think there’s actually a lot of children
who come to our museum with their schools,
and then a lot of older people. I think the aver-
age age of our guests might be over 50. So, we
have a gap of people from 18 to my own age,

28. Those people are not really visiting. In the
UP-CREATE project, we struggled to figure out
what kind of young artists we should work with:
that was because we were lacking the relation to
them already, so I'm really happy that we found
BGK North which is pre-programmed to the

art academies, who disseminated the UP-CRE-
ATE call to not yet established young artists. The
good impact is now we actually have a relation-
ship to an art school that is relatively close to

us and also an art school with ambition. We are
going to do a project called “Zgte ung” which
translates into ‘young for real’. We want to make
an Advisory Board for young people, because of-
ten when there are projects for young people or
are meant to attract young people, it’s older peo-
ple who are making those kinds of projects. So,
now we talked to the girls who won the compe-
tition to see if they would be interested in being
part of such an Advisory Board and they were
saying “please sign us up”. So that’s already a
relationship starting there, and we have a good
contact with teachers at the school. Other im-
pacts are to do with realising that there are wid-
er connections. I was talking to Daniele Sepe yes-
terday, and I mentioned one of my colleagues
and he said “Oh, I already know her”. Suddenly,
our institutions are starting to speak to each oth-
er without relation to a specific project. So now,
Daniele will do some sort of play from some of
the photos that we have in our collection, appar-
ently because he heard someone from some oth-
er meeting, talking about it. It seems the doors

MP: There is a tradition, of museums of very
particular sizes and characters speaking to each
other, forming networks, but to have a sense that
you would be associating with an institution
outside the discipline is really exciting.

KBV: We borrow paintings and objects from oth-
er museums all the time. But these other creative
institutions we have worked with before, al-

low us to discover that we can actually move be-
yond our own field, not only representing the art
of painting, but also establish stronger relation-
ships with the art of 'sculpture or the art of archi-
tecture.

-

L

KBYV: To keep our institution relevant by in-
viting contemporary artists into it? Yes, I think
we’ve had that ambition for a while. Like the
idea of artists in studio programmes has been
there for a while, actually for many years I
think. But we haven’t really been able to.form it
or figure out where, how and when to get fund-
ing. I think the participation of the UP-CREATE
project is our first EU project of this kind, and
now suddenly we see a possibility. We’ve start-
ed up a new EU project where we are the lead
partner. Of course, we would never have done
that if we didn’t know Anne Marie Fisker - she

i

;v‘ “IMP: It struck me that when you were describ-

B 1\ ing the origins of the Museums of Skagen, there

led us through the process and helped us make
the application. I don’t think we would have
dared to start a project like it without testing it

, -{‘:‘is the core idea of the art colony, and the cultiva-

)

o ; ) ;
are open for us to be able to contact each oth- Eix 611 of artists and culture. It would seem to be an  as we are now, and now it seems more possible

er freely. What are we working on? Can we do R dn(':redibly important thing to keep relevant and  through this kind, of project, to make the phys-

something together? } \‘ aliye. Is there a possibility for the museum now,  ical framework in order to invite those contem-

B 4]
4 ('se):tmg up a new artists’ cultural scene? porary artists into our museums.
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Mark Pimlott: Good morning Morten Solvig, in
this case a partner of UP-CREATE representing
the Gustav Mahler Festival am Steinbach and
Attersee. This is quite unusual gathering, the
UP-CREATE project. As you noted yesterday,

it brought new possibilities. Introducing food
nsideration of the Mahler festival, and of

e, as a project that welcomed young artists

omposers. Could you say something in ret-

°t, regarding your experience of the project
s benefits?

en Solvik: Absolutely positive. Of course
present challenges, and overcoming those
ou to the rewards. Being challenged and
ing completely outside the box, going to
nark; by knowing this was a project that

>oing to be multidisciplinary with diff
s and different types of museums an
ved with each other. I knew all that, th
there was the challenge to combine the abstract-
ness of music with the concreteness of of the
experience of food. And then of course bring-
ing young people into all of this. But no, I'm de-
lighted by the results. Of course, the piece that
we managed to get for the call is a tremendous
piece and our young artist called Tertio Druml
is a real find, so he has been a real addition to
not only the experience of the festival guests,
but of course to what we can offer as a festival. I
learned a few things about what I need to think
about in terms of marketing and reaching that
audience, which of course is part of the reason
for doing it in the first place. It's trying to get
more young people involved in something like
Gustav Mahler or the types of events that we of-
fer and thinking about the venue, the repertoire,
~ the marketing, the
It has been a big ]

way we reach our audiences.
rt of that.

il T

MS: We've worked with your
time. We have had young peop.
for us. I normally choose youn ,
ists too for solo and ensemble re
but that has been a rather majo;
part of the festival, so getting yo:.'
perform and to present is one thi

need to think more in that dlrectlon. So, the pro-
ject has been very good for thinking about that.
I think in the first instance it was meant to at-
tract young creative artists and perhaps other
people who want to hear that music, and I t hinl
it’s it characteristic of the situation th ‘
ed up with such a unique piece. Th
too was challenged and that, :
prising but also very I th

dInd we

gain, this is a

MP This week and the w
zia, we have seen new and

'ting mixes and

to reenact t
Death in Ve

challenges - of relations between people. The in-
terdisciplinarity of the whole project is rath-

er central. What effects have you experienced?
What can you imagine at this stage? For exa
what the interaction or thii or differxit :

of artists may have some i

MS: I host a
Mahler"l‘Hou
I'm the Vice
tion on the b
month I'm i

act on the wa
think about the making of a Mahler festiva

MS: Yes, first of all, these are wonderful people. is an expert ¢

It’s just great, enormously fun working with cre- ing to be co
ative and friendly people. So, I mean, the whole er in film. A
experience can only be positive even if it chal- one of the m@s
odies of this

and they're g

lenges us but that’s part of being creative. As

far as the format is concerned, something rath-
er curious developed out of the challenges of the
UP-CREATE project that didn’t become part of
the project. When I first thought about the ques-
tion of Mahler and food, I thought, wouldn't it
be interesting for an audience to attend the din-

we're going
in all those w
al guy having al sort
ain an n

5

of music tha

in these film t is an aspect of belng in

ner that Mahler came to, and we had sort of a di- Venice right atis entlrely fitting perfect.
alogue, a dramatic piece around the dinner.
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