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	Peter Mares
	Hello, I’m Peter Mares, welcome to this Melbourne Conversation about Art in the City.  We’re going to imagine what the arts in Melbourne could look like in about 20 years from now.

I begin by acknowledging that we’re meeting on the lands of the Kulin Nation, the traditional owners of this place known to us today as Melbourne, and I pay my respects to any Elders who might be here with us tonight.

This evening’s event is part of an ongoing conversation about the future of Melbourne, a conversation instigated by the City of Melbourne itself and, in our case, by the City’s Arts and Culture Branch within the City of Melbourne.  The Future Melbourne program is a way of garnering public input into policies that will shape our city in the decades ahead. 

And I’m very pleased that Carol Schwartz will be able to say a few words to set tonight’s forum in context.  Carol Schwartz is, of course, deeply engaged in Melbourne’s arts scene.  If you name an arts board or a cultural institution in Melbourne then Carol’s either on it or has been on it in the past.  She is currently President of the Melbourne International Arts Festival, Chair of the Vic Urban Art Panel Advisory Committee and, of course, she’s a leading business executive as well, Director of Highpoint Property Group and Chair of the Industry Superannuation Property Trust.   So a busy woman with many hats and many passions and Carol joins us this evening in her capacity as Chair of the Future Melbourne Reference Group which is a group of eminent thinkers and civic leaders whose role is to champion and guide the Future Melbourne project.  So please welcome Carol Schwartz:

	Carol Schwartz
	Thanks Peter and welcome everyone to this evening and thank you so much for coming along because I guess what I wanted to do very briefly was just talk a little bit about the Future Melbourne Reference Committee and what we’re doing.  As Peter said, it’s a group of Melburnians—I would call us passionate Melburnians rather than eminent thinkers—who are really focused and dedicated on pulling together from the broadest communities possible all the ideas, all the passions and all the thinking that’s out there about how we can plan this city for the next 20 years in the best possible way using, you know, the most innovative thinking that’s out there.  So really this engagement with you tonight is part of that process, it’s part of pulling together the ideas and so I really thank you for coming along, I thank the panel for participating and please don’t stop getting those ideas and let’s present it to the Council together.  Thank you.

	Peter Mares
	Thank you Carol.  We’re very lucky to have a very star cast, a real star cast of panellists to gaze into the future tonight.  Professor David Throsby—I’m going to introduce them all to you now and then we’ll go into talking about the future.  Professor David Throsby is Australia’s leading thinker on the relationship between the arts and the economy.  He’s Professor of Economics at Macquarie University in Sydney and has consulted for many private firms and government agencies and international organisations including the World Bank.  He’s Chair of the New South Wales Arts Advisory Council and has served on the board of many other arts organisations including as the Foundation Chair of NARVA, the National Association for Visual Arts.

Gabriella Coslovich is Senior Arts Writer with The Age and last year she won the Bates Smart Award for Architecture in the Media for a series in The Sunday Age.  Gabriella joined The Age in 1997 after beginning her journalism career with The Herald Sun and she’s also been a secondary school teacher of English and Italian and worked in public relations.

Robyn Archer, of course, is a singer, writer, director, artistic director and public advocate for the arts and I think Robyn’s probably lost count of the number of festivals she’s directed.  She is currently the International Artistic Advisor for Toronto’s Luminato festival, an advisor for the Dublin Theatre Festival and the Mildura Wentworth Arts Festival and her new play Architektin will be produced by the State Theatre of South Australia next August.  Robyn’s also writing a new set of songs to perform with Paul Grabowsky at the Canberra Music Festival in May and she’s just been appointed Program Curator for the Alfred Deakin Innovation Lectures which happen here in Melbourne in June so that will be a very interesting—I’m sure with Robyn as a director—a very interesting series of lectures.
Pip Shea is a multi-media artist, a web designer, an information architect—that’s a term I first learnt when I spoke to Pip earlier today—and a community arts worker.  She’s done a lot of work for ABC Online and currently designs content for the website of the Australia Network, that’s the ABC’s international TV service.  She recently travelled to India with funding from the Australia Council to look at the role of media art in community cultural development and she’s been involved in the Next Wave festival and worked as an artist in residence at the Melbourne Aquarium.  And you’ll find examples of Pip’s personal work and community projects on the website popomo.com.
Rupert Myer is Chairman of the National Gallery of Australia and a Board Member of the National Gallery of Australia Foundation. He chaired the Commonwealth Government’s Inquiry into the Contemporary Visual Arts and Craft Sector which reported in 2002 and he is deeply engaged in cultural and community activities in Melbourne in a range of capacities with Mission Australia, with the Kaldor Art Project, as a Board Member of The Felton Bequests’ Committee and Director of The Myer Foundation.

So please join me in making our panellists welcome.

[applause]

Writer and academic Tony Birch was going to be with us tonight.  Unfortunately Tony’s unwell so he had to give his apologies.
Now before I invite our panellists to hypothesize about our cultural future in Melbourne, I’m going to paint my own perhaps somewhat dark vision of what the arts scene in Melbourne might look like 20 years from now.

It’s the year 2027 and political changes are sweeping the nation a year after the retirement of long serving Prime Minister Julia Gillard.  The popular Gillard stepped down on her 65th birthday, declaring that she wanted to go out at the top of her game and not hang around and let the electorate turn against her as it had with a previous long‑serving leader who stayed past his retirement age.

Gillard took office in 2010, of course, when Kevin ’07 Rudd gave up the Prime Ministership to become UN Secretary General.  And Gillard’s 16 years, 1 month and 9 days in office surpassed Sir Robert Menzie's record by one day of the longest uninterrupted stint of any Prime Minister in Australian history.
But her departure and the simultaneous retirement of her loyal deputy Maxine McKew ended two decades of Labor dominance and party stability.  Bitter factional rivalry immediately erupted between the new generation of leaders led by Sarah Crean, on the one hand, and Rachel Beazley on the other.  Party unity was destroyed and the new Green-Black Coalition swept into power.

The coalition is an alliance of the Greens and the conservative Father Knows Best Party led by Melanie Howard and the Green-Black Coalition has pursued an agenda of environmental authoritarianism.  It’s built on pervasive anti-terror laws to create a surveillance society to enforce compliance with the strict Eco-Code.
No one doubts the urgent need for environmental action.  As a result of global warming, average temperatures in Melbourne have gone up one and a half degrees and water use is strictly limited.  The peak in global oil production has pushed petrol prices over $10 a litre.
But critics say the Green-Black Coalition and its Eco-Code go too far.  The new rules impinge on fundamental rights, particularly when it comes to art and creative expression.

Ridiculous as it seemed, most artists initially accepted the ban on watercolours without protest.  They thought it was more symbolic action than a serious attempt to kerb their creative expression and the decision to turn off the water wall at the NGV raised barely a ripple of protest but the edict that all forms of cultural expression must promote environmental consciousness was a bridge too far.

The Green Arts Minister has declared that all art that doesn’t serve the cause of planetary survival is frivolous and wasteful and any art that deviates from the strictures of eco-realism is seen as encouraging individualism, anathema to the well-functioning eco‑society.  And although such art is not actually banned, galleries, theatres and other venues that promote such forms of cultural expression will have their water entitlements revoked which is the ultimate sanction in contemporary Australia. 

Only two categories of art projects are now eligible for government funding and given the centralised power of Canberra, that means state as well as federal funding.  The first, as I’ve already mentioned, is eco-realist art, projects that have clearly defined environmental outcomes and celebrate efforts to protect the planet and preference, of course, is given to art that uses only recycled materials and has a low carbon footprint.

The second category of approved cultural expression is Integration Art, art designed to help our Pacific Island brothers and sisters with the process of settlement in Australia.  In recent years, tens of thousands of Pacific Islanders have come to the country on AC visas—AC for aged care.  The visa is open to any Pacific Islander whose homeland is more than 20 per cent submerged and who undertakes to spend at least six years working in an approved Sunset Years facility—used to be called nursing homes.
Integration Art celebrates the noble profession of aged care and encourages the process of settlement through the adoption of Australian values.  And I should, of course, add that as a condition of the Green’s Coalition agreement with their junior party, the Father Knows Best Party, all publicly supported art must also be respectful of Australia’s Christian heritage and traditions.

So this is the new regime in Australia 2027 but resistance is strong especially in Australia’s cultural capital Melbourne, home of the AA party—AA for Art is the Answer.  AA has secured the federal seat of Melbourne in a by-election and the AA manifesto, jointly supported by hundreds of Melbourne artists, runs as follows:
The existence of art as independent expression is in danger.  Today, eco-realists and their camp followers threaten to benumb the wit and intellect of art with their bland admonishments to live 'green'.  We’re witnessing yet another attempt by puritans and utilitarians to reduce the living speech of art to propaganda.  We defend cultural freedom because art that is truly free offers the best escape from the consumerist treadmill that has our planet on a path of destruction.  Barbara Kruger's late 20th Century motto for the times was 'I shop therefore I am'.  AA’s motto is 'flex your mind, not your credit card'.

The activist wing of the AA, known as Art Attack, has been conducting guerrilla operations around the city.  Their recent actions have involved things like chalking the streets with images of free flowing fountains, long since banned, of course, fountains, and they’ve also been known to collect spontaneously as choirs posing as commuters on crowded trains and burst into, burst into songs like Rubber Ducky which, of course, celebrates the now banned art of taking a bath.

But Art Attack guerrillas have also occupied the top 20 floors of the Eureka Tower, the ones that were closed off when the power restrictions came in, and they’ve been bombing passers by with water colours, little coloured water bombs attached to little parachutes so they float down just at the right velocity to implode on impact.  The Green Arts Minister has condemned this carefree use of Australia's most precious resource as a shocking waste but children regularly gather beneath the tower to enjoy the fun.  And the Art Attack guerrillas say that’s exactly the point: they want to put some humour back into Melbourne and to emphasise that art is an essential service, just as important to the life of the city as public transport and sanitation.
So there we have it, the bleak vision of 2027, and I’m going to invite our panellists to either build on that vision or to offer their own alternative vision of what the future might hold beginning with Professor David Throsby.

	
	PANELLIST PRESENTATION: Speaker 1 – Professor David Throsby, Professor of Economics, Macquarie University

	David Throsby
	Thank you very much Peter and good evening ladies and gentlemen.  I’d like to pick up on the environmental theme that Peter introduced because I think the relationship between arts and the environment is one which we need to think about.

I was at a week‑long seminar just a few weeks ago in Salzburg in Austria which involved academics and artists and arts administrators and policy makers in discussing the question of new models for arts and community interaction, and the environment was very much on the agenda, surprising enough.  It was a conference or a seminar about the arts but the environment featured very strongly.

And one of the projects which somebody talked about there was a rather strange project which involved a group of artists crewing a ship, a sailing ship, to sail to the Arctic in order to look at the ways in which climate change was affecting the global icecap. The purpose was to go up to the Arctic and to create some artworks and to sort of draw the public’s attention to the problem of global warming.  Well, they set out from South Hampton and unfortunately the navigator was a visual artist who had a rather creative approach to reading maps and they finished up in Bermuda which sort of spoilt the image a little but they had a good time anyway.

The points that I would like to stress are twofold.  Firstly, artists have always been in the vanguard of social change and the environment is no different and so I think Melbourne in 2020 is likely to be a city in which artists will continue to play that role of being in the forefront of public, of leading public opinion and criticising and holding up for criticism the ways in which our society works and indeed the ways in which our cities work.  And so I think that urban environmental issues are very much likely to be on the agenda in 2020.
The other point that I want to make is probably more important, a rather more conceptual one, and that is to draw the parallel, a parallel between the notion of the natural and the cultural worlds.  As you know I work as an economist, and my work has been mostly concerned with looking at the relationships between the arts and culture and the economy.  It’s unusual for economists to be involved in this sort of thing; economists are usually fairly dull and boring people. You probably know that an economist is somebody who is sometimes defined as somebody who doesn’t have sufficient personal charisma to become an accountant and, and yet there is, in fact, quite a lot that can be said about the relationship between the arts and the economy.

And, in fact, if one looks at the natural world and the cultural world, there are some very clear parallels.  We are accustomed to thinking about natural capital, the resources which nature has given us, and there’s a very close relationship between that and cultural capital which is the tangible and intangible capital or assets which we’ve inherited of a cultural sort from the past and which we create and which we hand on to the future.  And the notion that the environment and the natural world has long‑term concerns which we need to be worried about. The cultural world has exactly the same sorts of long‑term considerations.

The question it raises is the question of sustainability and the idea of a sustainable city is something which has been around for some time.  We tend to think, when we use the word sustainable city, to think in terms of an environmentally sustainable city, a city which has clean air and clean water and open spaces and good public transit and good waste disposal and all the rest of it, but also we can think of a sustainable city in cultural terms. That is a city where the cultural eco‑systems work and function just like the natural eco‑systems do.  This sort of parallel between the natural world and the cultural world is something which is starting to take some shape now and it gives us some clues, I think, to the ways in which we ought to imagine culture and the arts in the context of a sustainable city in the future.

And so, being an economist, I think about all of this and how this relates to the question of the economy and, of course, the, the relationship is very close.  We’ve now become accustomed to thinking and to understanding the ways in which the natural environment and the economy are related and if you disregard the natural environment and let it deteriorate then the economy will suffer.  And the same ponit can be made very strongly in relation to the cultural environment: the cultural networks, the cultural eco‑systems, if you like to call it that, the infrastructure which supports the cultural life of a city is just as important in supporting the city’s economy as the natural environment is.
And so this notion of the relationship between the economy and the culture is something which I think, in terms of planning for the future of a city like Melbourne, is something which really has to be borne in mind.  The fact is that the planning processes, of course, are looking to the nature of the economy, the economic growth which a city, a dynamic city like Melbourne can generate, but it has also to think in terms of the ways in which this is supported by and made to happen by the cultural growth which is also happening.  And so the incorporation of the cultural sector, the artistic activities into a city plan is absolutely vital from an economic point of view.  Of course, it’s vital from an artistic and cultural point of view too in its own terms but the relationship with the economy is something which shouldn’t be forgotten.  So in the planning process—and I know this is what’s happening in the planning process for Melbourne—the role of the arts and culture both as contributing to the economy of the city but also contributing cultural value to the life of the city and the quality of life for the inhabitants is absolutely essential.

	Peter Mares
	Thank you David.  Gabriella.

	
	PANELLIST PRESENTATION: Speaker 2 – Gabriella Coslovich, Senior Arts Writer with The Age

	Gabriella Coslovich
	Well thanks very much David.  That provided a fantastic framework for me to work with and it makes me want to study economics which is something I’ve never had the remotest inkling in.  Sci‑fi is also not my forte so I’m not going to respond to Peter Mares’ incredibly clever scenario in a particularly futuristic way.

And what I’ve done instead is try to think about the here and now which is, you know, as a journalist, that’s the area that I always look at.  I observe what’s going on right now and the reason I think David’s discussion is such a perfect framework is that he did talk about planning processes and how do you keep a city vibrant, and I think we are thinking that we are very good at that already in Melbourne.  I think in so many ways it’s already a great city for the arts and for artists and I think that’s the way we’re perceived interstate.  We’ve got some fantastic institutions.  You’ve got to hand it to Kennett for some of the works that went on—Federation Square, the Australian Centre for Contemporary Arts, the refurbished National Gallery of Victoria, ACMI.  All of institutions create a sense of vibrancy and artistic activity in the city.

Then what’s wonderful too is what’s happening in the intersticies of the city, the smaller spaces, artists‑run studios such as West Space or BUS or Loop, Loop Bar which shows films, moving image and so forth, or even Saint Jerome’s café, those great little things that are happening in the laneways that the Melbourne City Council is supporting through their laneway artistic projects.  I mean how wonderful it is to stumble along, into a laneway and be confronted by not more advertising or billboards but actually art?  Places like Hosier Lane and Centre Place are fabulous when you’ve got wonderful stencil and graffiti art.  They’re places that I love and that make me feel that we’re part of a— thast we’re citizens, not just consumers, and I hope that’s something that we develop.
We’ve got these fabulous festivals and I think we should pay tribute to past artistic directors of festivals including Gian Carlo Menotti who started the first one or Jonathan Mills who brought us our first Spiegeltent, Kristy Edmunds who started up the artists’ lounge where this year at the festival you could go after a show and rub shoulders with Laurie Anderson or Merce Cunningham.  An ordinary person could just walk in there and hang out with these people.  It was like being in New York.  It’s fantastic.  And I was trying to think of something fabulous that Robyn Archer did  but—she did give really good interviews always.

And there are also great benefactors in this city too.  We’ve got one sitting here, Rupert Myer.  The Beason family who started up [Turrawarra], Dame Elizabeth Murdoch, Maurie Schwartz who, you know, funds the monthly magazine which is hardly - well I doubt that it’s making heaps of money, and so forth.  His brother, Danny Schwartz, is a big proponent of ensuring we have spaces in the city for artists but I’ll talk about more—I’ll go back to that. 

So there’s a lot for us to build on and there’s also lots for us to protect and so I’d like to now turn to that and the planning processes that David alluded to.  So, I think we’ve got basically a state government and the Melbourne City Council who care about the arts and we just need to ensure that we’ve got adequate funding for our museums and our big institutions and that’s been a bit of an issue.  I think we need to look after those smaller, smaller spaces like the little bars or the artist‑run spaces and ensure that they’re not pushed out of the city as gentrification occurs.  And I know that the Melbourne City Council has looked into this: there’s a report, there’s been lots of work done on housing the arts, it’s a Council initiative, and I mentioned before—and it’s got various members on it including, I think I mentioned Danny Schwartz who’s a property developer.  Now that might seem incongruous and yet that’s the kind of city Melbourne is. You can be a property developer and still care about the arts.  And being a property developer, he knows where all the empty spaces are and he’d like to, in the next few years, have 200 of those spaces used for artists to remain in the city.  I spoke to him today and he pointed to Paris where there are 600 of these spaces in the city used by artists.  That’s how you maintain the vibrancy and build that cultural capital that David was talking about.
I think, however, as someone who grew up in the western suburbs, I think we also need to look beyond the inner city and look at what do we provide for kids growing up in Narre Warren or Frankston, places where they can escape the multiplexes or Fountain Gate, the shopping malls that can dull their imagination rather than inspire them.  And I thought of places such as the Footscray Community Arts Centre or the Frankston Arts Centre or the McClelland Sculpture Park which I discovered just the other day which is four kilometres out Frankston.  That place is magnificent and that’s another example of a private benefactor creating some amazing property.  It’s Harry McClelland but also Dame Elizabeth Murdoch has been incredibly supportive of that.  I mean it’s a place where you can, you know, disappear and go through bush trails and chance upon sculptures.  You’re not consuming, you’re not consuming anything; you’re just consuming art and it’s broadening your imagination, it’s not dulling it.

And, look, graffiti, that’s an area that I’d like to see people just chill out a bit on because I think jailing kids for putting a few tags around - I think that’s really harsh. I know the Melbourne City Council’s pretty fair about these things but other City Council spend $140,000 a year cleaning up graffiti.  Why not put that money into a community arts centre for local kids?  I mean it’s not going to build one but it could be the seed funding.

Another wish, another thing that’s on my wish list is I’d like to see more openness to the arts and less cynicism and disingenuousness.  I’d love to see Andrew Bolt actually sit through some Melbourne Festival productions rather than condemning them, condemning the festival by misrepresenting Age critics.  You know, I’d also like to see the end of hysteria when an artist decides to paint some trees blue or install a geometric, yellow sculpture in the city square or spill some fake blood on the stage.  I mean let’s get over it and actually talk about the work rather than just get all hysterical and —Wow, blood, blue trees.  Big deal.  I hope we’ve seen the end of the word elitist used against people in the arts, perhaps things will change since Saturday’s election, however I think we also need to be mindful that artistic cliques can be intimidating to someone who is not part of them and I think artists, people who are already in the arts need to be open to those people who are not as comfortable amongst the arts.

One of my big bug bears about a development that I’ve seen happen is that online edition of newspapers seem to be burying home grown arts stories and if you go to most homepages you don’t have Arts, you have Entertainment and then you click on it and what do you get?  Who did Brittney lose her virginity to or New Paris sex tape or Madonna cancels Christmas.  Where do you find the true art stories?  You’ve got to go lower and sort of find it somewhere and I think that’s a real disappointment and it’s something I’d love to see changed.  I checked The Guardian website and it’s not like that on their website, the arts are listed right at the top.

I’d love to see the Walkley awards and the Quills actually have a category for arts journalism because that might help create a sense that the arts are important.  Perhaps we need a private benefactor to sort of say, Hey, I’ll sponsor a Walkley award for the arts or a Quill award.  And I’d love to see more book stores in the city, that’s one thing I loved about Paris.

And as for the environment, I know that’s really one of the issues we’re talking about, I agree with David wholeheartedly that artists, creative people are often at the forefront of social change and they do consider environmental issues.  I spent a day driving to Cape Schanck and back today, to interview an architect called Paul Morgan who won this year’s national architecture award for best house and it’s this fabulous modular place that could be out of, you know, the film Solaris, and in the centre of his living room there’s this huge bulbous rain tank.  It’s fantastic.  It’s like a sculptural form.  And he did, he put it there as a symbolic gesture.  He describes it as a propagandist gesture because he wants people that walk into that space to consider those kinds of issues.  So, I mean that’s a perfect example and that’s as sci‑fi as I’m going to get, and I’ve finished.

	Peter Mares
	Thanks Gabrielle.  I did have a little bit of a scenario, a sci‑fi scenario about graffiti and stencilling and that’s a new technology called Defensive Paint which has micro processors imbedded into it and instead of being able to stencil on it, people can project images.  So what happens, of course, is that all the laneways in Melbourne in 2027 are now, have projected advertising on them in place of stencils, so just make my vision a bit bleaker.  Robyn Archer

	
	PANELLIST PRESENTATION: Speaker 3 – Robyn Archer, singer, writer, director, artistic director and public advocate for the arts

	Robyn Archer
	It’s 2027, 20 years ago.  Melbourne, its city, the state, the corporations and the private philanthropists decided that what mattered in the arts was artists and they started to invest in them.  The buildings that had been built had already been invested in were still being programmed and used.  This, of course, was recognised at the time as a great subversive tactic by sometimes more conservative art forms.  Quite clearly if it was hard to attract audiences and it was becoming a continuing problem to get them to go to chamber music or recitals than build a building that has to stay up for at least 50 years and it’s likely that the concerts will still be well subsidised in 50 years time.
So that kind of worked and indeed that kind of program of building great buildings to house largely art from the past or forms from the past were still maintained because it was still cheaper to maintain them and attract audiences to them than pull them down and so 19th century forms were still preserved.  However, at the same time what they did was start also to invest in an equal amount, which wasn’t happening in 2007, an equal amount in living, breathing, working art.  They did, however, build the last, and what had been for a long time most needed, building in Melbourne and that was the all‑purpose, blank box.  People had had some feeling a few years before that the new workshop built next to the Malthouse might be such a building but they used it as a workshop so people couldn’t get in and do shows in there, but nevertheless they did build a great big beautiful green sustainable, absolutely open, seriously flexible place which was all‑purpose and artists could go in.  It was rent‑free and it was served out on a first come, first served basis with people for good ideas that wanted to get in there.

Also what happened shortly after the building of that great space, a set of new, gloriously green and sustainable residential and studio spaces went up, I think they might have been built by Paul Morgan actually, beautiful spaces.  These were for artists and they were first taken advantage of by Chunky Move and the Malthouse who had been for a very long time agitating for such spaces where they could house invited guests.  They really wanted to bring national and international artists of all kind to come in and collaborate with them but they needed somewhere to place them and somewhere to make their work.  So they took up on this offer first up and it proved to be incredibly successful.  Again, these were freely available, they were provided by a consortium of city, state, private and corporate money, they were freely available for artists and companies who had really good ideas about who were good people to bring to Melbourne and collaborate with.

This spurred on new ideas, a new mix of people and projects and soon more low‑cost spaces and facilities were built, renovated and found for artists.  The worth of it all was demonstrated in an even greater sense of excitement and creativity and ideas in the city and it was already pretty good in 2007.  This expansion in fact made absolutely no orthodox financial sense whatsoever but it felt good.  Indeed, it felt about as good and started to feel about as good as Berlin had been in 2007 when this all took off because in 2007 anybody that went to Berlin could have a sense of excitement.  Hundreds of artists flocking to live in that city.  Why were they living there?  Because the place was bankrupt and there were so many great spaces, rent was cheap, three or four artists could even buy an apartment in Berlin cheaper than Melbourne or Sydney or anywhere else in Europe and so because of that, they flooded to Berlin and there were productions everywhere and nobody actually realised that the place was bankrupt.  It looked like one of the most exciting cities in the world and Melbourne thought, We’d really like to feel like that.  Corporations realised that this spirit of open‑ended creativity was a good thing for their business and for their staff.  Their staff felt as if they lived amidst a sense of excitement and new ideas all the time.

At the same time, philanthropists had been looking for a long time at the Rolex program.  The Rolex program was in fact started in 2004 and it’s called the Rolex Protégé and Mentorship Program.  In this, probably at the cost of maybe one or two million dollars a year, seven great artists in seven disciplines chosen by a wide panel of artists and experts are chosen as the mentors.  The mentors are given $50,000 a year and an extensive panel for each discipline selects two people for the mentor to choose to work with.  The protégés are given $20,000, all airfares and expenses in order to spend at least six weeks of that year with their mentor.  This has been going for three years.  I was at the dinner—it had been going for three years in 2007—I was in the dinner at that time when they honoured the mentors and the protégés and you could see that young people’s careers were being forged in theatre in the presence of Robert Wilson, Sir Peter Hall, Julie Taymor.  In 2008, the film mentor was Martin Scorsese so one young kid in that year got to spend the year with Scorsese.  And they were not only just taking the kids for one year, but they were actually keeping them together as a great family of artists who regularly came together to collaborate.  The philanthropists of Melbourne liked this idea.  They saw that young people spending their time with older masters really, really worked and they built, built up a great collaborative family.  So, therefore, now in 2027, we have a family of artists now peaking in their 40s who were at that time in their 20s.  They collaborate cross‑discipline, they have faithfulness and a faith in Melbourne, they are in turn mentoring themselves and they maintain strong links with the Rolex family.

This belief in creativity, in human endeavour, open‑ended experimental, collaborative, sometimes failing, sometimes succeeding, this belief, economically backed rather than mainly in buildings, in results, box office or political agendas, but all of which are still around, has marked Melbourne out as playful, engaged, a great place for anyone who loves to be stimulated and over‑stimulated with the ideas, spectacles, colours, sounds, stories and environments which artists create.  What the artists do is as predictably and varied as humanity itself.  Some are engaged with community, some with the issues of the day—environment, space, neuroscience, ethics, money, health—some are just self‑indulgent wankers but they’re a lot of fun, some produce simple beauty, some continue to replicate 19th century art forms such as chamber music or opera and some are at the sharp end of the beyond digital revolution which now, in 2027, alas is completely beyond my comprehension.  Indeed, many artists’ projects now are also beyond my comprehension and they happen everywhere: in laneways, yes, in shopping malls, bus stations as well as dedicated spaces for the art but now I’m an old lady and I love it.  I love being here in 2027 and we all knew that in 2007, in any case, that it was never up to us to describe the future that artists gave us but just to work passionately to enable it.

	Peter Mares
	Thank you Robyn, and now you can see why Melbourne is the centre of resistance to the cultural scriptures of the Green‑Black Coalition of 2027.  Pip Shea.

	
	PANELLIST PRESENTATION: Speaker 4 – Pip Shea, multi-media artist, web designer, information architect and community arts worker

	Pip Shea
	Thanks Peter.
My presentation is essentially about the influence of echnology and the media space are going to have on artistic practice as we head towards and beyond 2020.

We are increasingly seeing new modes of artistic production, curation and delivery.  Art is changing, artists are changing and audiences are becoming artists.  About six months ago I uploaded a photograph to a photo sharing website called Flickr.  Flickr is a website made up of millions of photos submitted by users organised by tags and groups.  Flickr groups are created by users and other members, and other members add their photographs to these groups based on the group parameter.  So it could be the sort of camera you use or the subject matter of the photograph.  The group I chose for my photograph was called the League of the Empty Chair.  Now this is a group made up of almost four and a half thousand members across the globe and all of the photographs are of abandoned chairs and there are some incredible photographs in the group.

So I have a few questions to pose.  Is a Flickr group a group show?  Is Youtube a gallery?  Is Facebook an artist‑run space?  Is Code art?  And how will digital publics and sophisticated networks shape artistic practice towards and beyond 2020?

In the 70s and 80s, writers Marshal McLewin and Alvin Toffler predicted that with the evolution of electric technology the role of producers and consumers would begin to blur and merge and we’re beginning to see this happen right now with, well thanks to the internet, the interweb.  As more and more people try to harness the commercial and distribution potential of the web, grassroots activity is proving to be the dominant force shaping and shifting the web’s form and function.  The term Web 2.0 refers to a perceived second generation of websites and it’s essentially talking about web‑based communities such as social networking sites and wikis—wikis are editable websites that anybody can change and edit.  The web sites aim to facilitate creativity, collaboration and sharing between users.  The term peer production is a phrase used to describe communities of prosumers collaboratively producing goods and services.  It’s premised on a fundamental economic innovation that Web 2.0 technologies make possible cheap co‑ordination.  This production phenomenon is fundamentally reshaping industry economics and structures across markets.

Enter the Open Source movement.  Open Source is a set of principles and practices that promote access to the design and production of goods and knowledge.  This term is most commonly applied to the Open Source software movement which essentially is software that’s written collaboratively that is free for people to use in any way they wish and add to and change and share.  Many people are beginning to choose Open Source software solutions over proprietary solutions not only because they are often free or inexpensive but because there’s better scope to retain control over your content.  The Open Source model also moves beyond software, it can be extended to culture and incorporates decision making and that can allow for input of different agendas, approaches and priorities.  And a good example of this is the online site Wikipedia, which I’m sure a lot of you have used.  Again, a wikie is an editable website and Wikipedia is a wiki encyclopaedia that currently has 75,000 active contributors working on some 9 million articles in more than 250 languages.

Mark Pesce is the author of five books about the future of technology and he believes the future lies in making networks happen.  He’s written extensively about the futility of online censorship and how continued attempts to control the internet backfire or fizzle.  And interestingly Peter’s scenario about Art Attack, the activist wing of the Art is the Answer party, they were utilising mobile phone networks to spread their message even though they had to use a secure, offshore location to kind of make it all happen but this example indicates that networks find ways to disseminate their messages.

Web 2.0 technologies have also propelled remix culture into full flight.  Remix culture is a term coined by author Lawrence Lessig to describe a society that allows and encourages derivative works.  Lessig presents this as a desirable idea and argues that the health, progress and wealth creation of a culture is fundamentally tied to this participatory remix process.  And also new copyright models such as creative commons that allow different levels of copyright and usage of people’s work are also contributing to this remix phenomenon.

So, to conclude, again, the production distribution and value of art is changing and more and more I think we’ll be seeing art being exchanged as opposed to bought and sold, remixed and mashed up rather than passively consumed.  Open Source culture, we’ll see more people accessing resources and ideas enabling peer production models that will undoubtedly influence artistic practice.  And, interestingly, although there’ll be more people creating more artwork, I think the dissemination potential of sophisticated networks will probably increase access to audiences that were previously unreachable.

So how do we facilitate a thriving cultural democracy as we head towards 2020 and beyond?  Maintain decentralised control of networks I think is probably a really important thing and facilitate, facilitating community access to those networks.  Thanks.

	Peter Mares
	I think we saw in the election campaign some of the stuff Pip was talking about.  I mean the most exciting side of politicians discovering Youtube and the Internet and MySpace were the mash‑ups that resulted from people then doctoring their messages to create much more interesting ones.  Rupert Myer.

	
	PANELLIST PRESENTATION: Speaker 5 – Rupert Myer, Chairman of the National Gallery of Australia

	Rupert Myer
	Thank you very much Peter for that future that sounds both bleak and very exciting.  It would be a very interesting place to live.  In that context, in 2007, I’m sure it would be of no surprise to a number of you in the room that there are submissions to philanthropic trusts and also to public funding bodies that seek grants for projects that are associated, particularly in the visual arts, with the depiction of drought and water issues and climate change and all of those are very prescribed fields of artistic interest because those happen to be the areas at the moment that are very popular to be funded.  And, you know, in the realm of censorship, it’s interesting that, you know, the level of self‑censorship that’s imposed on those sorts of issues is actually a here‑and‑now scenario so we didn’t have to wait until 2027 to learn about eco‑realism as one of the very, very current issues.
The expression ecology which is used and which David has talked about is actually a very apt one because if you imagine the sort of Melbourne that you might want to have in 2027, you know, waking up in the morning, going to The Age website, seeing the five pages of literary and arts reviews, or maybe it’s 50 pages, you know, being able to take in reviews and criticisms of exhibitions that were opened within the previous 24 hours and all of the blogs that attach to them and a sense of real excitement about exhibitions not just in the metropolitan area but all around Melbourne.  As Gabriella as said, at Langwarrin something might have opened last night that’s of relevance, at Maribyrnong something might have happened.  In fact, artists have moved to these parts of Melbourne because that’s where the rents are down and, of course, artists attract others to follow and businesses thrive.  So around Melbourne you’ve got this vision of an exciting hub where a million visitors come in every day to work and play in the city but there’s also something going around in all of those other areas also.
As you come into the city after you’ve left home and read a couple of those pages that interest you, you’re practically blinded by the mandatory solar panels that are on every building.  You don’t need an umbrella, of course, because it never rains anymore, and you begin to explore those parts of the city, some of which we know today and were described earlier such as the National Gallery and other important cultural institutions. The fun of discovering some new artist‑run initiatives, of going to the commercial galleries that have flooded back into the city again, of going up and down on the green art tram between RMIT and Melbourne University where there are several new galleries, heading down into the VCA and the other artist spaces, and going to ACA.  You could spend your day going up and down, visiting the new installations and other galleries that come in between.  Craft Victoria has extended its premises way beyond Flinders Lane and there are small outlets in other parts of the city also.  That night you might contemplate one of half a dozen auction houses that have made Melbourne their centre to consider new contemporary artworks that are being auctioned for the first time instead of through the traditional gallery network because there are already collectors who are rushing around trying to find who the newest artists are from the spaces that they have in all of those communities that I’ve described.

There’s a sense of Melbourne’s brand new tradition of competitive philanthropy.  Competitive philanthropy arises from all the new wealth that was created in the early part of the century as different prospective philanthropists compete for really interesting and wonderful projects and if one project comes up, someone else wants to do the next best project.  And there are great new institutions and wings being created on the institutions themselves but, in fact, there’s a really exciting sense of supporting the projects and the individual artists and it’s not about bricks and mortar, it’s actually about what happens inside them and there are salaries being paid for really interesting things and there are artists who are actually on retainers to do fantastic work that’s being taken internationally, you know, to places like South America, to parts of Asia.  So we love competitive philanthropy.  It’s really fantastic.
And there’s also a great confidence that’s come into the city recognising that all of this happens within a national context.  Now back in 2007 we Melburnians used to wear almost as a badge of pride the fact that we never went to Canberra, for example.  We never have conversations about other exhibitions that take place in other cities and the exhibitions seldom travel but in 2027 we are an assertive, confident, cultural capital that’s not even brought into question.  One of the reasons why we can be so assertive and confident is because we feel so connected to what’s going on in the rest of the country and we’re constantly moving around ourselves on Tiger Airways at $10 a flight to places like Darwin and Alice Springs and to Cairns to visit places like Kick Arts and 24 Hour Arts and Watch This Space and any number of other contemporary arts spaces as well as the artists who live there and the studios that they work in.  So that sense of assertiveness and that, that rather non‑sensible title of capital actually has some resonance because we, we feel confident enough that we don’t even have to assert it anymore.  Thank you.

	
	OPEN DISCUSSION

	Peter Mares
	A much more optimistic scenario for 2027.  I’m going to invite you to contribute to the discussion.  Now please remember that we will have some refreshments later when we wind up so you’ll have a chance to speak individually to the panellists or people from the City of Melbourne later on, but I’d like to give you a chance to talk about your vision of Melbourne and the arts or to ask a question of any of the panellists.  

	Tai Snaith
	I’ll break the ice because no one ever wants to ask a question.  I’ll ask it to either Rupert or Robyn, I think is most appropriate, but I guess—I’ve just been overseas and the perception of Melbourne as an arts capital on the other side of the world, like if you’re in Berlin or in Paris, is fairly small and I know being here we all know that it’s this great city but how do you guys see our connection with the rest of the world in a global art making climate in the next 20 years?

	Rupert Myer
	I think one of the real opportunities is for more contemporary Australian art to travel internationally.  At the moment we play sort of great hosts to something like the Venice Biennale  and some of the other biennales that operate around the world and its—we all know almost, you know, on the fingers of one hand the success that some of our artists have in moving to those in any 6 or 12 month period.  But in order to get some, some real traction, there needs to be a far more committed program of having artists, our artists with greater international visibility.  We can’t expect that collectors are going to flood to Melbourne or that curators are going to flood to Melbourne but we can do more to attract them also.  But it’s, it’s getting out there.  You know, the boutique brands are really powerful and I think Melbourne’s opportunity is to create a really potent boutique brand that’s known around the world as a very significant place to come to and I think that should be where we’re aiming.

	Robyn Archer
	I detect an enormous enthusiasm.  I mean artists may not yet know about it and we may not be, you know, advertising as a cultural centre but when I ask people if they want to do projects here—and that’s in a couple of dimensions at the moment, I mean lecturers for the Deakin lectures, people for the Light in Winter project that I’m doing at Federation square—I detect enormous enthusiasm and certainly as Director of the festival, there would be no artists that I would approach anywhere in the world who would have a minute’s hesitation.  I mean, that said, performing artists are sluts and they’ll go anywhere that pays, you know?  So, you know, it’s a bit—I mean I say it lightly because I am one but I mean, in fact, if the conditions are good and the invitation is good, the main thing you want to know is that it’s a city that you can deliver your work in and be successful in, that there is an audience for it and that there is a good mix of understanding.  I have never met, and I mean Carol [Schwartz] I’m sure your experience at Melbourne Festival is the same, that it’s about choices and if you offer people the opportunity to come to Melbourne to do their work and you can say Well we’ve got fantastic audiences here, they come, they’re longing to come.  And what you need is always to make sure a little bit what Rupert is saying: you strengthen your institutions, and by that I don’t mean just buildings, I mean festivals and programs and those things so that you’ve got the great conditions, you can host people wonderfully.  I think that’s the first thing.

Of course when those artists then come it’s important to show them what we do here, it’s important for them to get into the mix and understand what local artists are doing so they can form friendships, collaborations, partnerships.  That’s one of the ways in which the work can get out.  I mean I think of a number of the successes we had in Melbourne bringing Nitin Sawhney out here doing a project with nine young musicians, two of them eventually went with Nitin back to the United Kingdom and did the next project with Akram Khan.  I mean there are success moments like that where you put internationals together with locals and I’ve just recently approached a really important artist and just said would you ever be interested in doing something for us for Federation Square and the answer came straight back: Yeah, I’ve looked at Federation Square, I’ve heard all about the city, I’d really love to do something there.

So I think while it’s not a banner I think you only have to tell people and draw their attention to it and of course digitally now it’s so easy to show them the city to say get online and look at this and look at that.  I think Melbourne’s reputation is good and I have to say that I find an unsurprising, for me, number of artists who prefer Melbourne to anywhere else, mainly the Europeans because they find something here that is less immediately beach-seductive than Sydney, it’s a bit bigger than Adelaide.  They actually feel quite at home here, they like it.  And then all the other things come into play: they like eating here; they like the coffee here, you know, it’s a good place.  I wouldn’t worry about that bit, I think we’re doing fine, you know, I think the reputation is very solid frankly.

	Peter Mares
	There was a statistic I came across recently and I can’t vouch for where it comes from, I may have even made it up but, it was that people visiting Australia when asked about their cultural experiences named the Melbourne laneways alongside the Sydney Opera House.  So I think that what Robyn is saying is right, that Melbourne does already have, you know, it’s not Berlin, we all know it’s not Berlin, but it does have something of a reputation.  Okay, another question.

	Leslie Rosenthal
	Good evening, Leslie Rosenthal, writer and filmmaker. Money, money, money, money.  Can we try and get the organisations coming forward, business and corporate, to give some more money.  Why is it left to Melbourne City Council to help artists?  No one else— I hope I’m not going to get murdered or something outside but no one else wants to help. The only people that have helped me are local governments: Melbourne City Council and the City of Stonington.  When you want to screen a film overseas you can only get money from Film Victoria if you're in the top film festival.  Other countries around the world get support but, you know, it’s so embarrassing when you go overseas and no one wants to support you from Australia.  So I would like to see, and I’m opening this to the panel, where the money is going to and how we can get together with industry and tell them sport’s finished now, how are they going to support the arts?  And that’s across the board: filmmakers, writers, visual artists—how are we going to get them to open up their purses?  And see people, not just top people, all levels of artists.

	Peter Mares
	We know that the arts are never going to have their reputation ruined by drug cheats for example, not like sport.  David Throsby, you're an economist, show us the money.

	David Throsby
	Yeah look I mean that is, it’s a good question and I think there are a number of different answers.  I mean I think that one of the things that does sustain the arts in a country like Australia, in a city like Melbourne is a diversity of sources of funding and you have to work at them all.  There’s a good chance now I would hope with the change of federal government that we might get a somewhat more generous attitude at the federal level.  At the state level you’re doing okay but maybe, I mean you can always do better.  One of the things which we always find in the work that we do on the economics of the arts and the ways in which funding is supported and justified is that the popular mood is always for increased levels of funding.  The levels of funding which go from government to the arts are really quite small and not nearly as much as could be, would be justified by the sort of data that we get from community surveys and so on.

So don’t overlook the public sector as a source.  Having said that, you know, you mentioned, you know, sort of businesses and so on and there’s no question that that’s increased.  If you look around and quantify the amounts that are being contributed by the corporate sector to support the arts, it has increased but again the, getting the right sort of mix and the right sort of match for businesses with the arts is something which really needs to be worked at.  And I think there’s probably quite a lot of money out there that could be got and that we don’t yet tap and we don’t really know very well how to do that.

	Peter Mares
	Any other comments from the panel?  I’d be interested too in your thoughts on what strings come with the money, I mean we’ve seen for example, the Howard Government make a focus on history and telling Australia stories but that came, I would suggest, with a certain kind of agenda attached to it.

	Rupert Myers
	I perhaps just had one comment.  One of the recommendations from the report from a couple of years ago was that there be made available, particularly for the arts, additional benefits for what was described research and development.  If you are in business and you're doing R&D then there are all sorts of encouragements tax-wise to fund R&D that of course have consequences down that the track.  But you know in the arts, the visual arts in that example, there are all sorts of new things happening, you know, we’ve heard about some fantastic digital work, multimedia, new resins for sculpture, you know whatever that might happen to be.  If it’s R&D, maybe you should get a 125% tax deduction if you’re contributing to an artist for that.

There are also some limitations about actually being able to support individual artists themselves.  There’s a requirement to support auspices and institutions rather than individuals and that’s partly so that you don’t end up giving up, you know, a grant to your daughter or you know where there’s a related party involved.  But some of those things are fairly restricted as well and hopefully might get reviewed.  I hope that 125% deduction one comes up again.

	Robyn Archer
	Just to pick up on a sort of territory that I think Pip was getting to as well that I’m really—and it was sort of when she started to talk about blogging and networks, I think one of the most phenomenal reordering of the way art is made and shared is happening at the moment.  And I’ve been talking a lot in addresses I’ve been doing around the world about this strange moment when, at the exact time when those who don’t have our great blessing of compulsory voting and I hope when we become a republic we never lose it because polling day is one of the best days in Australia, but in those countries where they are not blessed with compulsory voting, there is an incredible lack of faith in the democratic process.  And while that has been failing there has been in almost exact inverse proportion the growth of a cultural democracy, and what I mean by that is voting for things.  So there is no mistake in my mind—and I don’t know what the reasons are, I’m not clever enough—but there is no mistake that as people feel they lose their grip on the political process: at least I can vote for Dancing with the Stars or American Idol and my vote counts, I can see it and I don’t think there are any hanging chads, I think they counted the numbers and it’s real and I got a result and too bad if I didn’t win.
And it’s happening everywhere.  I mean the fact that now name your own price for the CD—you don’t have to get a record deal anymore to go to the top of the charts: you can make it in your bedroom, you can share the stuff, you can get the backing vocals done in another country and the guitar riffs in another and send it in and let the people decide.  And that’s really happening, and blogging is the same.  The questioning of artistic authority is really draining out: less and less people maybe reading newspapers, more blogs being looked at.  There’s some breakdown there and at the same time I’m answering your financial question because I think there’s a whole group of artists in a lot of disciplines that are just saying I will never make sense of all these ropes that I have to go to, I’m just going to beg, steal and borrow—I’ve got my brother, my father, my uncle, I’m going to get, you know, the deal with them is ‘try to pay me back, if you can’t it’s alright, try and get the state money, try and get the cocktail working’.
But it’s a sort of a similar mistrust or “fedupness” with the appropriate channels to go through to get your work on and therefore we’ll just do anything.  And of course younger artists have much more energy to do that, they always have: they can get out there and do it and work for a while and get the project.  It seems to me there is a bit of a—and Pip, I don’t know if you’d agree—but there does seem to be a bit of a breakdown of the feeling.  It’s like copyrights, there’s a breakdown and I can’t actually expend all this time trying to protect my copyright when, you know, I mean I even turned up on iTunes; somebody is making eight quid a record out of my material and I don’t even know who it is, I’m trying to find out who it is.  When I asked my agent Who’s selling my records?  I don’t know anything about it they say Oh look, 80% of the Copyright Council’s time is chasing things like that.  We’ve got no idea and at a certain point I think Oh I’m actually quite chuffed I’m on iTunes, you know, someone else can have the eight quid a record, I’m not really caring.

So I think there’s a bit of a breakdown in all those really tight systems that we all try to put together to make funding proper and copyrights proper, and there is something looser going on.  The question becomes: when those artists grow up can they feed a family?  But Pip, what do you think about that?

	Pip Shea
	Well I’ve got a day job so, yeah, well yeah.

	Robyn Archer
	But that’s what David Young said we’d have, that there would be a kind of, in this atmosphere a kind of attrition when artists might not be only to be able to be artists for sometime, they would have to have other jobs which they might also enjoy in order to make their work until perhaps they got to the point where they could drop the day job as well but more of that would have to go on.

	Pip Shea
	Yeah, and I think with Open Source, the Open Source movement, say for instance I’m a digital artist therefore I need software and, you know, the more people working in the Open Source movement to create software that is free means that I need less money to live or, you know, practice.  So you know, it’s kind of in its infancy and you know, it’s sort of chipping away sort of at early stages but, you know, that sort of, I think it’s just sort of the beginning of that sort of freeing up of, you know, how much sort of work you might need to do in order to sustain your practice.

	Robyn Archer
	As for showing a film overseas, we may still, we may soon get to the point where, you know, the, it’s great if we can fly around to the Northern Territory but I don’t know how we offset, you know, what used to be my badge of honour is now my avenue of shame.

	Peter Mares
	No there’s going to be a new fast rail network which is, um, uses geothermal energy that …

	Robyn Archer
	I mean there just might be more and more of sending files over and not actually … 

	
	[inaudible comment from the audience]

	Robyn Archer
	That’s not quite true, they do but it’s a competition.

	Peter Mares
	Gabriella, I just wanted to pick up one thing you said.  You talked about the entertainment section now being, you know, Madonna calls off Christmas or whatever, but I mean in fact, the limitations on arts writing for the newspaper have now disappeared.  I mean you no long need to be limited to 400 words reviews in the printed edition of the paper, I mean the, you could have, you know, The Age could actually have a whole arts section where they expand it and you could get the 1,000 words you want instead of the 350 that the editor is willing to give you.

	Gabriella Coslovich
	It doesn’t really—I mean yes, you’re right but if that 1,000 words is buried at the bottom of the homepage of The Age, what does that mean about the priorities that that 1,000 words is given?  And also, um, I was fascinated by Pip’s talk and I’m, you know, that sort of world to me is almost an area that I feel really uncomfortable with, being a print journalist, you know, I’m a dinosaur already.

	Peter Mares
	And look, I work in radio.

	Gabriella Coslovich
	Sorry?

	Peter Mares
	I work in radio.

	Gabriella Coslovich
	I love radio, um, and this thing about blogs worries me.  Part of me also thinks there’s a lot of crap on the web, you know, there’s blogs where it’s just I read it and think why would I bother?  When I write an article …

	Pip Shea
	There’s a lot of crap in newspapers.

	Gabriella Coslovich
	There is a lot of crap in newspapers but, um, but journalists are accountable.  When I sit down and write a story I’ve got to make sure that what I write makes sense: I’ve interviewed, I’ve researched, I’ve tried to make it accurate, I’ve tried to make it fair and I’m accountable.  Um, so it’s not a matter of either/or but I just, you know, when I say I was fascinated by what you had to say Pip, I’m interested, I think it’s great to have a positive, for me to have positive perspective on the internet because a lot of the stuff I find on there I find dismaying frankly.

	Robyn Archer
	You see Gabriella I’m somebody who’s model is Edward Gibbon, I mean you know that’s my model for prose writing so I can barely read blogs, you know, it’s repulsive to me.  On the other hand I am aware that for many, many hundreds of thousands of millions of people it is all they read, it is where they get their information, some blog that they trust and enjoy says I really like this show, I’m going to it, you know?  It’s—and you know, Facebook’s becoming the same, I’ve got a friend who doesn’t want to be on Facebook but says she’s missing out on all the invitations to things in her town because they are only issued on Facebook.  I mean the whole social networks are changing completely.  So I mean it becomes a question in terms of authority and criticism that I asked the Adelaide, talked to the Adelaide Critics Circle about a year ago saying if one wants art criticism still to be valued in a sense it’s just got to stand out there almost as an artwork in itself.  It’s got to be so dedicated, crafted and good that by the sheer brilliance of its prose people want to read that and are convinced by that more than they are by a blog.  Alright, so it’s a swelling environment.

	Peter Mares
	Okay we’ll take another comment from the audience.

	Joanne Cooper
	Joanne Cooper, I’m the director of the City Museum at Old Treasury.  This is probably a bit of a question for Rupert and Gabriella.  I note in some of the readings on Future Melbourne that it’s estimated into 2027 that there’ll be five million people in Melbourne which I find is interesting because it’s almost not up for debate but that’s a side issue.  And I assume the city is going to be such an amazing sprawling city, I mean it is now but presumably that’s, you know, adding kilometres to the length and breadth of the city.  So the question is the real challenge of how you get—are you talking the whole of Melbourne as a vibrant art city are is it still at its central core.  And I’m wary of getting involved with elitist tags, we don’t sort of want to keep pinning that, but how do you make for a thriving arts community outside the 10 kilometre radius that we sort of perhaps, probably nearly everyone in this in room, you know, perhaps lives in?  Isn’t that a real challenge for a city of five million with our great, you know, the geographic size I suppose?  You mentioned perhaps artists will move out to Langwarrin because it’s cheaper, I mean that would be great, all those things, but is it all that likely or probable?

	Peter Mares
	Rupert?  Anyone else?  Or David?

	Rupert Myer
	There was a vision back in the 60s of the National Gallery of Victoria being the cultural jewel box and satellites being set up and, you know, Heidi was one of those and Banyule was one of those and so forth.  And so there was a vision 50 years ago that saw a whole lot of really interesting cultural hubs happening around Melbourne.  And I mean I think it’s perfectly reasonable to think that at Maribyrnong for example, where there’s a fantastic arts space and plenty of studio space that that will become, you know, potentially a zone that artists get attracted to.  And I meant what I said, you know, as soon as artists move in so do the developers and so do the businesses and so, you know, the commercial enterprise because artists come first.  So I think it’s perfectly conceivable that there will be—in Parramatta and Sydney for example, the local council there has taken a really progressive approach to this and actually, um, they’re funding artists' spaces.  And in addition to the artists spaces that are being funded hey guess what, there are others that are following suit to get some critical mass.  So I think there’s quite a realistic vision that you could have, you know, some really interesting spaces going on outside of the centre of Melbourne.

	Peter Mares
	David, you wanted to add something?

	David Throsby
	Yeah I wouldn’t be worried about that.  I think if you look at other big cities around the world, much bigger than Melbourne, you do see the way, exactly what Rupert was saying, it happens, you know, it just, it grows.  I mean I’m thinking just off the top of my head about a city like Buenos Aires in South America, it’s a, in Argentina, a city of I’m not quite sure how many, about 9 or 10 million people I think, it has the most thriving theatre industry.  They’ve got 250 live theatres that happen all over the place and they just, they spring up and they work and most of them are not funded and most of them have ticket prices of about $10 and they’re support by the local communities.  And they go and they do really interesting new work, there’s lots—and it supports lots and lots of artists.  So I think it happens like that.  There does tend to be sort of nodes of activity and sort of clusters of things that do happen and that’s not surprising in the sense that you know it tends, communities tend to work together as networks and so you can start these things going by seeding, like they’re doing in Parramatta, you know, they seed the growth of an artistic community there and it happens.  Or it may happen just almost spontaneously but I would see this sort of diversity as being really characteristic of a city.  And if Melbourne grows to five million or six million people I’d see that as being the way it would go.

	Robyn Archer
	And interestingly a lot of those theatres are just people’s bathrooms and indeed one of the productions that we brought to the Melbourne Festival by Federico León was in a bathroom because it was created in his bathroom.  And so many of those 200 independent theatres are just people’s houses converted along the same lines as I was saying that, you know, if we can’t get a theatre and we haven’t got the rent for the theatre we’ll just convert the bedroom into a theatre and make it.  And in sprawling cities I think that’s probably happening quite a—I think it’s happening in Tokyo as well, artists are creating spaces all over and as Rupert rightly says, the minute that happens you get a different kind of energy in the area.

	Rupert Myer
	Or you take an art project, a Gregor Schneider space in a suburban house and everyone goes there.

	Peter Mares
	Okay, a couple more.

	Gabriella Coslovich
	And of course on a more really basic level, um, just little dance academies in the suburbs are great.  Carol Ferry’s Dance Academy, that’s where I started as a little kid and you know then—I didn’t become a dancer but it gives you the sensitivity or the sensibility to you know, go off to see Merce Cunningham and understand and enjoy.  So even, it doesn’t have to be, it can be really basic stuff like that too.

	Peter Mares
	Okay.

	Female
	That leads quite nicely into my comment too.  First of all I love the idea of competitive philanthropy, I think that’s a great one, but my question was going to be to all the panel members: in your 2027 scenario, what’s happening in the schools and how are young people engaging in the arts and how are they preparing for the revolution of the next 20 years?

	Peter Mares
	Okay.

	Robyn Archer
	Well they’ve all got computers, they’re all … yeah but imagine what they’ll have then.  They’re all digitally linked to everything and they’re probably making a lot more art that way, I mean if the shared, the Open Source and the shared resource and network is happening and being encouraged I guess they’re able to make a lot more work than in the past.  So art will be thriving on their terms I would have thought.  I don’t know, I guess the main thing that education needs to do is encourage creativity.  I don’t even know that it necessarily needs to encourage art, yes that would be a good thing but in a way if you encourage creativity and new ideas then art will surely come in there somewhere.  I wouldn’t want to limit it just to art.  Um, yeah, of course you’ve got to encourage that appreciation of things but I think they’ll be making more.  Pip, what’s your feeling?

	Pip Shea
	Well I’ve, in the last couple of years I’ve done three projects in schools and one of the stipulations for the funding was that you, that the program implemented required me to teach them how to create art digitally.  So you know the agenda was skilling up kids in using computers and software but to create artistic work.  So I think there’s a lot of funding out there at the moment for projects in school that are, you know, getting, yeah, like giving kids vocational skills which I think in turn then, you know, they get skilled up and then there’s all, then they have all of these resources, providing that they have access to the internet, and then the, and that’s when the remix culture sort of starts to, you know, continue.

	Robyn Archer
	That’s when you encourage them to play with it.

	Pip Shea
	Yeah.

	Robyn Archer
	I mean that follows the kind of, the model of somebody like Marianne Weems who is invited into various corporations who are developing all kinds of soft and hardware—she’s a theatre director who works with technology and they say Come and play with the new stuff and see what you can do with it.  So it sort of may—pardon me—it may start with something practical and vocational but if you encourage creativity and playfulness then I guess that comes then.  How you actually invite or teach or educate kids into the art forms that we have loved is another question.

	David Throsby
	But I think, I would hope that by then the penny would finally have dropped about the link between creativity in kids and academic success, I mean it’s something which is now well and truly established, particularly in music.  I mean I think that—I don’t know whether music has some special role to play here but certainly there’s very much evidence now that if kids learn to play an instrument, learn to sing, learn to engage in musical expression, understand the logic of music, it’s really quite abstract in a way, it has a terrific payoff in terms of other areas of their learning.  Now we know that and yet we still don’t, um, and music is still very poorly funded around the country in terms of the education system.  I can’t understand why.

	Robyn Archer
	Do they have to make it to do that or can they just listen to it, or do they have to make it?

	David Throsby
	Well I think making it helps.  I guess listening to it is also a part of it, understanding the nature of music, I mean music is one of the most ancient forms of communication and creative expression, and just understanding what it is and how it works.  But I think making it is, adds another dimension to that and anybody who has made music, like either it be singing or playing an instrument or something, would know the power of that whole process.

	Peter Mares
	Okay we need to wind up in a second but we’ll have a final question from Carol […].

	Carol
	It’s actually, um, I didn’t want to ask a question, I just wanted to make a comment on Joanne Cooper’s question about a growing population and how we engage the growing population because an organisation like VicUrban for example, which used to be a pure property development arm of the government, through its taking over the Docklands where we had an integrated art program as part of what the Docklands developers had to fund, has now introduced that into all the VicUrban developments.  So you have developments that are happening 40 kilometres from the CBD where you are introducing integrated art and this creates such an awareness and such interest and adds such a new dimension to the community that’s being created there that I think it creates a fantastic foundation for the building of little dance schools, little community theatres.  I mean it just generates that germ of artistic expression and what the arts adds to communities and I think it’s fantastic.

	Robyn Archer
	I agree Carol.  It’s a very successful program in Singapore where a developer wants to put up a massive new high‑rise outside the city they basically said By all means but you’re going to create a community centre, a theatre centre, a gallery—they just, a bit like the way Angel Place happened in Sydney: AMP wanted to build a new building and they said By all means you’re going to have to help with Angel Place.  I never can quite understand why there couldn’t be a bit more pressure with all new development out of which people are going to make an enormous amount of money that you insist that it has a component dedicated to the arts attached to it.

	Carol
	Absolutely and …

	Peter Mares
	Hard enough to get them to put solar hot water heaters on.

	Carol Schwartz
	Can I just say one more thing because I really want to pay homage to the artistic directors of the Melbourne International Festival because in the context of introducing Melbourne to overseas artists and overseas cities, I have to say it’s artistic directors like Robyn, like Jonathan, like Kristy who are actually creating an incredible awareness of this city and of the, you know, of what happens in the arts here.  And I think that’s absolutely illustrated by the stature of the artists that we have coming here to perform.  And I know that Robyn has done an enormous amount in introducing Melbourne into the international arena and I think that you know, it’s sort of culminated this year in our festival where we have, you know, an artist of the stature of Merce Cunningham, Robert Wilson again coming into this city and absolutely loving it and having a great experience.

	Anne Marie Power
	Anne Marie Power, visual artist/crafts person.  I want to give a scenario of something that was historic here in Victoria, here in Melbourne: we actually had a centre that actually supported people who created with the medium of glass, wood, metal, textiles that seems to have disappeared.  And it would be wonderful that perhaps by the time of 2027 there actually was a centre here in Melbourne that was a centre that actually promoted excellence in all of these arenas, that we’d perhaps go under the title of craft, that would have all of the things that you have, um, the panel have actually mentioned to us, a centre that actually actually supports the individual practitioner that brings in international, the absolute best, that actually has residencies where people come and live and practice, where they actually share the skills that they have.  As we have an example that people have mentioned in regard to the arts festival that I think has been just phenomenal and this is another way that we might be able to share our expertise and our skills within this arena.  I just think actually …

	Peter Mares
	I need you to wind up so that we can—everyone …

	Anne-Marie Power
	Oh okay, um, I was wondering if maybe the Melbourne Town Hall might be a useful venue for a centre like this but perhaps people have other suggestions as well?  Thank you.

	Mick Douglas
	I want to boost the competition for the competitive philanthropy and also pick up on that point about economic capital, cultural capital and maybe ecological capital.  If we do have the percent for arts schemes as a model for investing in the bricks and mortar version of arts contribution just to the city, of which the Docklands is a big one now, and the City of Melbourne leads in investing for percent for arts, I wonder what the panel thinks it would take to have a percent of profit for artists and for art making within perhaps regions like the City of Melbourne whereby there is a constant reaffirmation of those links between cultural capital, economic capital and environmental capital?  Just like we pay water taxes, even if we shut off our connection to Melbourne Water for incoming and outgoing water we’ll still pay taxes for the river system, etcetera, can you imagine in that 20 year scenario that there might be a percent of profit that businesses or other profiting making ventures make that goes to arts processes and artists rather than necessarily the bricks and mortar version of art?

	Peter Mares
	Alright well we’ll take another two from the back and that will have to be it, those two at the back.

	Margie O’Connor
	Margie O’Connor, I’m just a mere consumer and, um, I’d like to know, we’re now in 2027 and do I still have to go to Ticketek to get access to everything?

	Peter Mares
	Okay, Amanda.  … I think the answer to that is no, everything will be done online, individually but …

	Robyn Archer
	No, no, no.  No, you’ve got …

	Margie O’Connor
	No, no, no.  I see Ticketek as the conduit …

	Peter Mares
	I know, I understand, yeah.  Amanda?

	Amanda
	There’s been lots of discussion over the last few years in the consumer culture about there being too much choice and the kind of ludicrousness of overabundance.  In 20 years time in Melbourne can there be too much art and too many artists?

	Peter Mares
	Okay I’m going to—I’m sorry I have to wind things up and I’m going to invite each of the panellists to pick whichever of those comments they want to respond to and make some final remarks.  So who wants to go first?  Rupert.

	Rupert Myer
	Perhaps I might just make a remark on the competitive philanthropy, I mean I suppose in a sense that’s the sort of my public project is bigger than your public project and my foundation is bigger than your foundation, that hasn’t happened yet.  But you know there is every chance.  There are now 700 of these prescribed private funds with assets collectively of about $1 billon and they haven’t really come into their own yet.  And they’re all growing because they have accumulation plans; they’re actually required by government legislation to grow up to their, the capacities that they have nominated.  So that’s all, that’s here and now and there’ll be many, many more of them created.  And as the people responsible for making them get the hang of it I think there are some quite exciting things that might follow from that.  The risk about having a prescribed amount of profits or anything else to go to a group of artists, it actually raises one of the really interesting questions and that is: the more you perhaps identify artists as a protected species the riskier it is in respect of the compact that we all have with the whole community.  And you know whilst it might be a great idea, you know, there’s a risk that the rest of the community begins to take umbrage that there’s something going on with a protected group.  So ultimately it may not be as helpful as to leave it as a wider competitive process but that might—David might have a view on this too and it’s a wider sort of economic argument I suspect. 

	Peter Mares
	Okay, Pip do you want to comment on any …?

	Pip Shea
	Yeah the question about the abundance of artists, you know, could there be too many and I think, um, Robyn’s example about Facebook and her friend who doesn’t want to get on Facebook but is missing out on the invites is an interesting one because I am so much more—I joined Facebook in April and I’m an addict.  And I’m so much more aware of the cultural activity of this city and beyond as a result of being hooked into that social network and, um, I just think that it’s, you know, some people will probably think that there are too many artists making work now and a lot of it is crap but—and that will just get worse.  But I think, um, I think that as—I think the audiences will increase with increased networking and with, as more people get access to the information about the artwork that’s being created so maybe with the increase of the work and the artists there’ll be an increase in audience and therefore it will all work out in the wash, possibly, I don’t know.

	Peter Mares
	Robyn?

	Robyn Archer
	I imagine that in terms of percentage of profits for long-time corporations will always want to show a bottom line that’s not profitable so the art component will always come out firsthand rather than coming out afterwards so I doubt we would come to that.  Maggie, of course not, you will press your finger which now has a beautiful nanobot inside it on your screen and the money will automatically go out of your account; Ticketek will be over I’m sorry, that’s …

	Peter Mares
	Unfortunately the nanobot is owned by News Corp but there you go.

	Robyn Archer
	Yeah well that could be true as well.  Um, art is a matter of expression and we look at kids’ paintings and we think that’s cute and it’s really interesting and some of that eventually develops into things that we pay money for but art is, professional artists are a continuum of creative expression and interpreting the world.  I mean I share your feeling, from time to time I come home from an eight-week trip somewhere and all I want to do is eat a pastie and go to the football.  I just am up to here with art but there can never be too many because in that space it art we’re telling stories, we’re interpreting the world and we’re learning how to live and art is our philosophy, it’s our gauge, it’s our catharsis, it’s our way to work out the world.  Whether you’re talking about too many things to pay money for, I think that’s another question but I don’t believe there can ever be too many artists.

	Peter Mares
	Gabriella.

	Gabriella Coslovich
	Oh, the question that—I really enjoyed that question about is there too much art and I have to admit to fatigue as well, especially with all the festivals that we have going on and being an arts writer, you go to so much that yeah, I’m really getting into sort of just hanging out in the garden and planting basil and that kind of stuff.  So there could be a good effect of too much art might lead people into organic farming or, you know, sustainable gardening, I don’t know, which could be a good thing.  I don’t know how to answer it.  I think it’s a fantastic question and maybe it’s just a matter of you’ve got choice, you decide with it what you do.  Maybe it becomes more splintered, more niche—it sounds like things are becoming more splintered.  I can’t, I don’t have an answer suffice to say that I’m one of those people who refuses to join Facebook or any of that stuff.

	Robyn Archer
	Just one question: but would we ever say there are too many books?  We can never ever read—so it’s the performing arts …

	Peter Mares
	But there are a lot books that should never have been published.

	Robyn Archer
	Yeah but that’s another question too, I mean even with the good ones we can never read them all but we don’t deny their existence and I think performing arts are surely the same.

	Gabriella Coslovich
	But the point you made before about indulgent wankers, I mean there are indulgent wankers as well, we have to admit that.

	Robyn Archer
	And good luck to them, more indulgent wankers, I love that.

	Gabriella Coslovich
	They’re the people that turn people, ordinary, you know, people that don’t like the arts off the arts.

	Robyn Archer
	They don’t have to look at the arts, they, you know, that’s—no I completely disagree.

	Peter Mares
	Yeah I think we do get indulgent wankers in all disciplines.

	Robyn Archer
	Absolutely.

	Gabriella Coslovich
	We do, we do, absolutely.

	Peter Mares
	David Throsby, final word.

	David Throsby
	Yeah well it’s true that there is, there are indulgent wankers.  I think the—I agree with Robyn, I don’t think you can have too much art because there is a process by which we judge art.  What’s interesting I think is what art, which art lasts and that’s a, you know, that’s another question.  An awful lot of art is created which is consumed and that’s it and this has always been the case.  In the 18th century there were any number of musical works which were completely forgotten because they were just the stuff that people enjoyed and then they threw them away and that happens all the time.  What’s interesting is: what’s the test of time; which arts, which art lasts; which plays have been written in the last 100 years which we still perform today because they’re, because they’re really, really, really good and that’s an interesting question.  And I think in many of the …

	Peter Mares
	But I’m going to interrupt you there.  Does it matter if art lasts, I mean I, you know, ephemeral art can be some of the most joyous …

	David Throsby
	Oh sure, oh absolutely, I mean indeed and I mean it’s like food, you know you have terrific enjoyment from the meal that you have tonight and then tomorrow it’s forgotten, or at least not forgotten but it’s gone, if I can put it like that.  So it’s really, yes of course it’s, um, the whole process of consuming art is the thing but there’s also the question of what of it lasts and there’s a sort of winnowing process that happens through the critical sort of process of people looking at it and critics responding to it and so on and how it lasts.  And I think the question about the percentage of profits for arts is—I rather tend to agree with Rupert I think, that you’ve got to be a little bit careful here.  Percent for art to put, you know, sort of to say developments must have an artistic component or a component towards the arts of theatre or some space or sculpture or something or other is fine and that’s good.  The question of support for artists, which is absolutely critical, is a decision which we have to make ourselves and I would much rather see some of the exorbitant profits of large corporations being subject to a little bit more tax to give a little bit more to public revenue so that we can give it to, we can make collective decisions about what, how we want to support our art.  And we do that through the processes that we have set up for disbursing public funds for the arts.  So I think in the end you finish up with a sort of cocktail I think was the word that Robyn used, you know, when you’re making art you look, or you’re an artist, you look around to a whole variety of sources of funding and, um, that’s one of them but there’s also plenty of others.

	Peter Mares
	Okay I’d like to thank the City of Melbourne, particularly the Arts and Culture Department and Jeff Taylor and Morris Bellamy for organising this evening’s discussion.  And remember that if you want to have input onto the development of cultural policy for the City of Melbourne, now’s the time to bend their ears and you can do that right now over a drink here in the foyer so I’d invite you I’d invite you to join us for some refreshments.  And I’d like, if you’d like to come to future Melbourne Conversations or other Future Melbourne events, then please put you're name down, there’s a piece of paper up there. Finally thank you all very much for coming and please join me in thanking our panellists.
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