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O
n view

ing C
hristopher K

ulendran Th
om

as’ film
 60 M

illion Am
ericans Can’t Be W

rong 
(2016), one could easi

ly m
istake the w

ork for another ironic critical take on the contem
po-

rary obsessi
on w

ith the virtual; one in w
hich people’s lives are experienced through sm

art 
technologi

es and social m
edia. 1 H

ow
ever, this film

 is not a tongue-in-cheek spoof but rather 
a real-w

orld proposal for a ‘dem
ocratised off

-shore econom
ic system

’ that allow
s people to 

becom
e or rem

ain transi
tory citizens – ‘citizens of the cloud for w

hom
 the w

hole w
orld could 

be hom
e.’ 2 Th

e film
 is part of a project by K

ulendran Th
om

as and A
nnika K

uhlm
ann titled 

N
ew

 Eelam
 (2016–ongoing), a start-up com

pany billed as a ‘subscription housi
ng’ service. 

Th
e project am

bitiously proposes to cross legal and nation-state boundaries in offering a fluid 
form

 of citizenship in w
hich w

hat w
e call ‘hom

e’ could be anyw
here. It plans to reorganise 

housi
ng to ‘function m

ore like inform
ational goods’. 3

 
A

 w
ork like N

ew
 Eelam

 begs the question, w
hat m

akes artists suitable figures to pro-
pose new

 or alternative econom
ic m

odels? In recent years a num
ber of artists have engaged 

in proposi
ng and also effectively em

ploying alternative econom
ies. W

hat is m
eant here by 

alternative econom
ies are practices that, by extending artistic strategi

es into the w
ider eco-

nom
ic sphere, articulate non-standard m

odels of econom
y as w

ell as of artistry. O
perating 

beyond the institutional space of the gallery, the goods and services produced here go beyond 
the artistic.  O

f course, such strategi
es have 

them
selves been subsum

ed w
ithin dom

inant 
m

odels to an extent. It is perhaps w
orth reit-

erating the now
-w

ell-rehearsed story of the 
co-optation of the artist as m

odel w
orker in 

the contem
porary period. In Th

e N
ew

 Spirit 
of Capitalism

, origi
nally published in 1999, 

L
uc B

oltanski and Eve C
hiapello observe the 

w
ay in w

hich m
anagem

ent discourse from
 

the 1990s began to absorb the ‘artist critique’ of capitalism
. 4 A

s a result, a R
om

antic m
odel of 

the artist becam
e a validated m

odel of productive w
orker. Traits such as creativity, thinking 

‘outsi
de of the box’ and flexibility becam

e desi
rable qualities for the new

 w
orker. H

ow
ever, as 

M
aurizio L

azzarato has argued, this conception of the artist w
as already out-of-date by the 

tim
e of its capitalist co-option post-1968. 5 It is a conception based on the problem

atic nine-
teenth-century bourgeois conception of the bohem

ian artist as freed of capitalist production. 
Th

e stereotype that results from
 this is still com

m
only found in creative industry discourse

6; 
m

oreover, it is w
ell understood that the idea of the artist as un-alienated w

orker m
akes the 

role particularly conducive to the neoliberal w
ork environm

ent. 
 

Th
e neoliberal ideology has been crucial to fostering values of individualism

 and 
selfhood and, in the U

K
, the birth of the ‘C

reative Industries’, cem
enting the inclusi

on of 
‘creative’ values w

ithin dom
inant econom

ic m
odels. N

ew
 w

orking m
odels associated w

ith 
im

m
aterial, flexible and service-based w

ork thus becom
e aligned w

ith a certain assum
ption 

of w
hat an artist is or does. W

hen labour begi
ns to adapt to skills aligned w

ith a certain con-
ception of the artist, it is unsurprisi

ng that the artist becom
es com

fortable in crossi
ng the line 

betw
een art and the econom

ic to propose their ow
n econom

ies. 7 
 

In the docum
entary 60 M

illion Am
ericans…

, N
ew

 Eelam
 is fram

ed as a project for 
the displaced. Its title is based on a lost Tam

il state in Sri L
anka – E

elam
 – that follow

ing the 
neo-M

arxist revolution w
as governed for three decades (until 2009) as an autonom

ous state, 
and w

as also the hom
e of K

ulendran Th
om

as’ fam
ily. Th

e film
 tells of how

, after the state fell, 
the people of E

elam
 travelled to the W

est to look for a better life. Th
is form

s the inspiration 
for N

ew
 Eelam

’s proposal of a m
odel of housi

ng for the displaced and transi
ent, categories 

that today resurface in the form
 of the flexible w

orker. From
 this proposi

tion, it appears that 
K

ulendran Th
om

as and K
uhlm

ann m
ight be developing a housi

ng m
odel for the precariat. 

A
rtistic E

conom
ies: Shelter, Food and C

lothing
—

 D
anielle C

hild 

D
an

ielle C
hild exam

ines the extent to 
w

hich artists' proposals for alternative 
contem

porary econom
ies successfully 

revive the historical avant-garde project of 
return

ing art to the praxis of life.
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E_LB_13, 2019. 
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process, in addition to foragi
ng for botanicals in local 

urban parks. For som
e this is a nostalgi

c return to a lost 
tim

e in w
hich leisure and labour w

ere dem
arcated for 

w
orkers w

ho stayed on the farm
s for around four to si

x 
w

eeks per year. 13 B
ut w

hile looking to the past, the proj-
ect also m

akes visi
ble the new

 w
orkers w

ho undertake 
the labour of fruit picking for com

m
ercial farm

ers in 
K

ent today. In the C
om

pany D
rinks and M

yvillages film
 

Foreign Pickers (2016), w
e m

eet a sm
all group of E

ast-
ern E

uropean w
orkers w

ho com
e to K

ent to w
ork on the 

farm
s during the picking season. B

y m
aking these con-

tem
porary w

orkers visi
ble, the project exposes som

e of 
the econom

ic conditions of global labour. A
lthough the 

location of origi
n of the w

orkers has changed, the idea of 
a tem

porary relocation of people to undertake low
-cost 

seasonal w
ork has not.

B
öhm

 stresses that C
om

pany D
rinks is ‘run 

in a w
ay that is clearly not a neoliberal m

odel’. 14 It 
is im

portant that the com
pany offers an alternative 

econom
y to that posed by contem

porary capitalism
. 

Its production process is based around the com
pany’s 

five ‘C
’s – culture, collective, com

m
unity, collaborating, 

com
m

erce’. 15 It started from
 the idea of returning to a 

historic com
m

unity practice and, as B
öhm

 explains: 
‘It is trying to m

erge a cultural idea w
ith an econom

ic 
concept.’ 16 R

ather than prioritisi
ng the econom

ic in 
this relationship, the com

pany reverses a typical com
-

m
odification of the ‘local’ or ‘artisan’ under neoliberal-

ism
 by em

ploying a practice in w
hich the ‘com

m
ercial 

supports the com
m

unal and cultural’. 17 Th
is is perhaps 

w
here art has a role to play in a project that is also a 

functioning busi
ness. 

B
öhm

 insi
sts that w

hat she term
s the ‘privilege’ 

of the art w
orld should be ‘shared and interconnected 

w
ith other efforts.’ 18 She uses art as a w

ay to think 
about econom

ic practices that take place outsi
de of the 

art institution (including the art m
arket), developing 

a practice that attem
pts to avoid neoliberal econom

ic 
m

ethods. H
er posi

tion and skills as an artist help her 
facilitate a project that m

ight otherw
ise be ‘just another 

com
pany’. She m

aintains that the com
pany is part of 

her art practice, w
hile si

m
ultaneously being view

ed as a 
place for em

ploym
ent.

B
öhm

 is not alone in initiating a com
m

unity 
project that resulted in the establishm

ent of a C
IC

. In 
2014, artist Jeanne V

an H
eesw

ijk w
orked w

ith the local 
com

m
unity in A

nfield, L
iverpool on H

om
ebaked (2010–

ongoing) initiated as part of the L
iverpool B

iennial. L
ike B

öhm
 the artist did not approach 

the com
m

unity w
ith an idea for a busi

ness m
odel, but began to talk to those interested in 

w
orking w

ith her in m
eetings held in an em

pty, closed-dow
n bakery. Th

e idea of resurrecting 
the bakery – once part of the com

m
unity – cam

e from
 the participants. Today H

om
ebaked is 

run as a cooperative busi
ness in A

nfield selling pies to football supporters on m
atch days, and 

bread to the locals. A
s w

ith C
om

pany D
rinks, the artist m

ade use of distance to allow
 for the 

projects to develop from
 the w

ork of participants rather than top-dow
n. Th

is artistic distance 
(beyond econom

ic thinking) allow
s for the developm

ent of long-term
 collaborative projects, 

such as the C
entre for Plausi

ble E
conom

ies (w
hich B

öhm
 w

orks on alongsi
de curator K

uba 
Szreder and econom

ist K
atherine G

ibson) that focus on the representation of local econom
ic 

practices w
ithin com

m
unities. B

öhm
 does not avoid politics in her practice: 

 
In his book Th

e Precariat: Th
e N

ew
 D

angerous Class (2011), G
uy Standing observes 

that the precariat do not yet constitute a social class. It is not, he argues, a hom
ogenous group 

but rather one that ranges from
 cleaners, care w

orkers, refugees and m
igrants to creative 

w
orkers. 8 A

lthough the practical application of N
ew

 Eelam
’s econom

ic m
odel is not yet fully 

realised, the view
er is told that there w

ould be a flat rate subscription to the proposed housi
ng 

cloud ‘at a level equivalent to the cost of rent’, reduced over tim
e to a ‘trivial rate’. 9 From

 the 
outset, then, N

ew
 Eelam

 is presum
ably initially available only to the em

ployed, or to those 
w

ho can afford rent in cities across the globe. A
lthough the film

 and title suggest that the self-
governed housi

ng m
odel is for the politically displaced, such as those w

ho left E
elam

 to look 
for a better life, the literature that accom

panies the project at B
ristol’s Spike Island pitches the 

housi
ng m

odel to people w
ho ‘w

ork freelance or change their job frequently’. 10 Th
is propo-

si
tion seem

s to appeal to one group w
ithin Standing’s understanding of the precariat – the 

creative, flexible w
orker – w

hile potentially excluding those w
hose m

obility or transi
ence is 

m
ore a result of, say, im

m
igration status than career path. 11 

 
O

ther contem
porary artistic econom

ic practices return to questions of m
aterial pro-

duction, thinking in particular about co-operative production. C
om

pany D
rinks (2015– 

ongoing), based in E
ast L

ondon is an exam
ple of one such project, w

hich, in stark contrast to 
the ‘real estate technology com

pany’of N
ew

 Eelam
, 12  returns to m

aterial production in the 
field of soft drinks. C

om
pany D

rinks is a C
om

m
unity Interest C

om
pany (C

IC
) that began 

as an art project titled Com
pany: M

ovem
ents, D

eals, and D
rinks in 2014 (subsequently 

regi
stered as a C

om
pany D

rinks C
IC

 in June 2015), initiated by the artist K
athrin B

öhm
 in 

D
agenham

 and B
arking, E

ast L
ondon. B

öhm
’s practice, as part of the M

yvillages collective, 
puts forw

ard a new
 understanding of the rural as a si

te of cultural production. C
om

pany 
D

rinks builds on B
öhm

’s interest in the rural through exploring its relationship to urban 
w

orking-class history. L
ike N

ew
 Eelam

, it revisi
ts for its inspiration a lost historical practice 

associated w
ith a specific place: that of hop picking in K

ent. In the early tw
entieth century, 

locals from
 the E

ast E
nd of L

ondon w
ould travel to the nearby countrysi

de in K
ent to un-

dertake the seasonal labour of hop picking. It w
as largely w

om
en and children (those not 

in perm
anent em

ploym
ent) w

ho m
ade the journey, escaping the congestion of the city. Th

is 
practice ended in the 1950s, but has been revived as part of C

om
pany D

rinks’ production 

Christopher 
Kulendran Thom

as in 
collaboration w

ith 
Annika Kuhlm

ann, 
N

ew
 Eelam

, 2017. 
Installation view

, 
‘N

ew
 Eelam

: 
Tensta’, Tensta 
kosthall, Stockholm

. 
Photograph: Jean-
Baptiste Beranger. 
Courtesy the artist
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Com
pany D

rinks is a cultural project
 but 

also a pract
ical one in term

s of how
 w

e 
reorganise resources, trade differently, 
have different ethics and ultim

ately take 
back the econom

y as a richer cultural 
realm

, different from
 this m

achine that 
dest

roys us. 19 

 
B

öhm
’s intentions are to create an 

econom
y as an alternative to that of the 

destructive neoliberal capitalist m
achine.

 
In a final exam

ple of alternative 
econom

ies in art, another historical m
odel 

of labour is invoked to develop an econom
-

ic practice. U
nlike N

ew
 Eelam

 and C
om

-
pany D

rinks, this project is less engaged in 
aspiration than w

ith the preservation of 
history. 20 Irena H

aiduk’s N
ine H

our D
elay 

(2012–58) returns to m
aterial production, 

this tim
e through shoe m

anufacturing: 

Th
e Borosana shoe w

as first
 developed over a nine-year period (1960–69) at Borovo Rub-

ber Indust
ry H

eadquarters in Vukovar, Yugoslavia. After being desi
gned and test

ed by 
the Borovo fem

ale w
orkforce and an orthopedic surgeon, the shoe w

as m
andatory for Yu-

goslav w
om

en w
orking in the public sect

or. Borosana w
as launched in 1969, in w

hite and 
navy colors, featuring an ergonom

ic platform
, calculated as ideal for nine hours  

of st
anding w

ithout hurting the w
earer’s spine. In the declining years of Yugoslav com

m
u-

nism
 the m

odel w
as w

ithdraw
n from

 m
ass product

ion. Fabrication w
as abandoned w

hen 
Vukovar becam

e a w
ar zone in 1991. 21 

H
aiduk resurrects the B

orosana shoe by putting it back into production. W
hen the 

w
ork/shoe w

as exhibited as part of docum
enta 14 (2017), H

aiduk sought out the skilled 
w

om
en w

ho w
ere able to produce the shoe (and other products know

n as Y
ugoform

) for the 
exhibition. D

uring the exhibition, fem
ale gallery w

orkers w
ere asked to si

gn a contract in 
w

hich they agreed to only w
ear the B

orosana shoe during their w
orking hours. A

s H
aiduk 

explains: 

 
N

ine H
our D

elay (N
H

D
) has m

ade som
e-

thing half alive, and by delineating betw
een 

labour and leisure (w
om

en w
earing the 

shoes w
ear them

 only w
hen w

orking), art 
w

ork im
poses an opposi

tion to the endless 
labor hours that fill ‘the new

 spirit of capi-
talism

’. 22 

Th
e artist refers to this process as the 

‘continuous zom
bification of Y

ugoslavia’ 
that is financed by keeping the historical 
Y

ugoslavian factory (now
 in C

roatia) alive 
after the country itself has ceased to ex-
ist. H

ere, skilled w
orkers are em

ployed to 
m

anufacture the shoes for w
orkers, but these are not w

orkers em
ployed to undertake the 

sam
e kind of w

ork as those for w
hom

 the origi
nal shoe w

as desi
gned. W

ith the eradication 
of the ‘clocking-in card’ of the factory, the shoes act as a rem

inder that w
ork and leisure tim

e 
w

as once clearly divided, som
ething not so com

m
on w

ith the advent of im
m

aterial form
s of 

labour that blur w
ork and life. Th

e skilled m
anual w

ork of the shoem
akers here is juxtaposed 

w
ith the im

m
aterial labour of the gallery w

orker. 
 

N
ine H

our D
elay form

s part of a larger project that has been exhibited under the title 
Seduct

ive Exact
ing Realism

 (SE
R

) (2015). In the process of producing the shoe, H
aiduk 

W
hen labour begins to 

adapt to skills aligned w
ith 

a certain conception of the 
artist, it is unsurprising 
that the artist becom

es 
com

fortable in crossing the 
line betw

een art and the 
econom

ic to propose their 
ow

n econom
ies.

Irena H
aiduk, Spinal 

Discipline: Julia 
Allnoch, Isabella 
Artadi, M

ustafa 
Boğa, Annika Katja 
Boll, Beryl Chepkirui, 
M

ona Eing, Ozgür 
Genc, M

ila Gligorić, 
Josefine M

undri, 
Andara Shastika, 
W

enti Sheng and 
Alm

a W
eber w

orking, 
Kassel, 2017. 
Photograph: Anna 
Shteynshleyger. 
Courtesy the artist

Previous page, top to 
bottom

:
Christopher 
Kulendran Thom

as in 
collaboration w

ith 
Annika Kuhlm

ann, 
N

ew
 Eelam

, 2016. 
Installation view

, 
9th Berlin Biennale, 
Akadem

ie Der Künste, 
Berlin. Photograph: 
Laura Fiorio. 
Courtesy the artist

Christopher 
Kulendran Thom

as in 
collaboration w

ith 
Annika Kuhlm

ann, 
N

ew
 Eelam

, 2019. 
Installation view

, 
‘N

ew
 Eelam

: Bristol’, 
Spike Island, Bristol. 
Courtesy M

ax 
M

cClure 

Christopher 
Kulendran Thom

as in 
collaboration w

ith 
Annika Kuhlm

ann, 
N

ew
 Eelam

, 2016. 
Installation view

, 
11th Gw

angju 
Biennale. Courtesy 
the artist 
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Irena H
aiduk, 

Seductive Exacting 
Realism

, 2015–
ongoing. Installation 
view

, W
aiting 

Room
, N

eue N
eue 

Galerie, Kassel, 
docum

enta 14, 2017. 
Photograph: Anna 
Shteynshleyger. 
Courtesy the artist
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established a new
 L

im
ited L

iability C
om

pany (w
hich is referred to as a ‘blind non-aligned 

oral corporation’ 23) called Y
ugoexport, regi

stered in the U
S. 24 In SE

R
 H

aiduk presents a 
‘transactional area’ in w

hich visi
tors are able to purchase item

s. B
ut this is a shop w

ith a dif-
ference. O

n entering, visi
tors are show

n neither the item
s nor a price list. In order to see the 

item
s, they have to ask an em

ployee; H
aiduk has described this as a w

ay of slow
ing dow

n 
the transaction – the visi

tor has to talk first. 25 Th
e visi

tor is then asked to define their incom
e 

level for the price (of the B
orosana shoe or another item

, such as a functional dress desi
gned 

in the M
ussolini era) to be revealed. Item

s can also be purchased from
 the Y

ugoexport w
eb-

si
te. 26 Th

is is a fully functioning com
pany – H

aiduk draw
s a salary from

 Y
ugoexport, and has 

stated that the corporation's profits finance the salaries of its w
orkforce as w

ell as the devel-
opm

ent and production of current and future artw
orks. 27

 
Th

e task of the historical avant-garde w
as to return art to the praxis of life. In the ex-

am
ples discussed here, artists have initiated new

 econom
ic practices, each returning in som

e 
w

ay to history for their m
odels – be they the historical state of E

elam
, previous practices of 

hop-picking or an ergonom
ic shoe desi

gned under com
m

unist rule – as if to alert us to the fact 
that contem

porary econom
ic practices have in various w

ays failed. Th
ese are also political 

practices that in different w
ays refer to the displaced. N

ew
 Eelam

 appeals to the voluntarily 
displaced creative w

orker w
hile im

agi
ning a future in w

hich hom
e could be provided for the 

those displaced due to political circum
stances. C

om
pany D

rinks offers an econom
ic m

odel 
for a deprived and overlooked area in w

hich B
öhm

 has identified possi
bilities. A

nd N
ine 

H
our D

elay keeps alive a factory and form
 of production that once belonged to a now

-lost 
country. 

O
f these contem

porary w
orking practices, N

ew
 Eelam

 is the m
ost aligned w

ith ‘the 
artistic’, offering im

m
aterial services through a m

odel that em
braces the criticised techni-

cal determ
inism

 of M
arx and E

ngels. 28 Th
e course of history has dem

onstrated – as R
aniero 

Panzieri w
arned us via M

arx – that capitalist technologi
es are not neutral. 29 It is diffi

cult 
to distinguish betw

een the new
 ‘platform

 capitalism
’ and the alternative m

odel of housi
ng 

that K
ulendran Th

om
as and K

uhlm
ann describe. Th

e financial details of N
ew

 Eelam
 are 

still unclear, particularly in term
s of the cost of the service.  30 C

om
pany D

rinks w
orks on an 

alternative pricing structure. Th
e drinks produced are priced in accordance w

ith the local 
dem

ographic: in the area in w
hich the bottled drinks are produced, they are sold for £1 and 

in W
est L

ondon they are priced at £3. Th
is practice is echoed in H

aiduk’s Yugoexport, w
here 

each product – be it a rubbing of a contract from
 a m

arble engraving, the B
orosana shoe or a 

functional dress – is priced according to the buyer’s incom
e. 

Clockw
ise from

 top 
left:

Com
pany Drinks 

Bar, Frieze Art 
Fair, London, 2018. 
Photograph: Jennifer 
Balcom

be

Kathrin Böhm
 

explaining the 
diverse econom

ies of 
Com

pany Drinks at 
‘Centre for Plausible 
Econom

ies’ Study 
Day, Com

pany 
Drinks, Barking, 
2018. Photograph: 
Kevin H

aegele. 
Courtesy the artist

Sue Giovanni, still 
from

 Foreign Pickers, 
2018, film

, 22m
in 

05sec. Com
m

issioned 
by Delfina 
Foundation

Sue Giovanni, still 
from

 Foreign Pickers, 
2018, film

, 22m
in 

05sec. Com
m

issioned 
by Delfina 
Foundation
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Th
is ‘econom

ic’ or ‘busi
ness’ turn in recent artistic practice could m

istakenly be under-
stood as an effect of the neoliberal ‘new

 spirit of capitalism
’. M

istakenly because the practices 
discussed here explore (w

ith varying effi
cacy) the possi

bility of m
icro-econom

ies that attem
pt 

to escape the econom
y of contem

porary capitalism
. Th

is takes form
 in post-capitalist, coop-

erative or historical production m
odels (but w

ith revised pricing based on incom
e rather than 

production of value). Som
e artists m

ight now
 be m

ore com
fortable crossi

ng the line betw
een 

art and production. Yet these com
panies aren’t si

m
ply the result of out-of-date notions of 

artists exercisi
ng creativity in the service of neoliberalism

. Th
e em

ergence of these kinds of 
artistic econom

ies could be understood as critical responses to the capitalist co-option of ‘un-
alienated’ artistic labour. Th

at is, a response to the return of art to life praxis w
hen the w

ork/
life boundary seem

s less and less visi
ble.  

1 
I am

 rem
inded of H

ito Steyerl’s H
ow

 N
ot to Be Seen: A Fucking D

idact
ic Educational .M

OV File (2013),  
 

w
hich unveils the often hidden relationship betw

een w
arfare and digital technologies.

2 
60 M

illion Am
ericans Can’t Be W

rong, dir. Christ
opher Kulendran Thom

as in collaboration w
ith  

 
A

nnika Kuhlm
ann, 2016, available at https://dis.art/series/60-m

illion-am
ericans-can-t-be-w

rong/  
 

(last
 accessed on 5 D

ecem
ber 2019).

3 
Ibid. On a related project

 see also Renate van der Zee, ‘Fairbnb.coop launches, offering help for social  
 

project
s’, The Guardian, 13 N

ovem
ber 2019, available at https://w

w
w

.theguardian.com
/travel/2019/ 

 
nov/13/fairbnbcoop-holiday-rental-w

ebsite-launches-help-social-project
s (last

 accessed on 29 Jan- 
 

uary 2020). 
4 

See Luc Boltanski and Eve Chiapello, The N
ew

 Spirit of Capitalism
, London: Verso, 2005.

5 
See M

aurizio Lazzarato, ‘The M
isfortunes of the “A

rtist
ic Critique” and of Cultural Em

ploym
ent’,  

 
2007, available at http://eipcp.net/transversal/0207/lazzarato/en (last

 accessed on 20 January 2020). 
6 

See m
y discussion of Lazzarato’s critique in relation to a possible contem

porary m
isconception  

 
of artist

 in Danielle Child, W
orking Aest

hetics: Labour, Art and Capitalism
, London: Bloom

sbury/ 
 

R
adical Aest

hetics R
adical A

rt, 2019, p.77.
7 

There are, of course, prior exam
ples of art crossing into the realm

 of product
ion, such as early  

 
tw

entieth-century Russian Product
ivism

 and the A
rtist

s Placem
ent Group in 1960s London. 

8 
Guy Standing, The P

recariat: The N
ew

 D
angerous Class, London: Bloom

sbury, 2016, p.3.
9 

Christ
opher Kulendran Thom

as, ‘N
ew

 Eelam
: Brist

ol’ (exhibition leafl
et), Spike Island, Brist

ol,  
 

2019. See also 60 M
illion Am

ericans Can’t Be W
rong, op. cit.

10 
Ibid.

11 
It is perhaps telling that the project

 w
as initiated by a conversation betw

een Kulendran Thom
as  

 
and Kuhlm

ann about ‘w
ays to st

ream
line how

 they had both been living’. Louisa Elderton, ‘Proto 
 

typing the Future: A
n Interview

 w
ith Christ

opher Kulendran Thom
as’, Berlin Art Link, 27 Septem

ber  
 

2017, available at http://w
w

w
.berlinartlink.com

/2016/09/27/w
ork-prototyping-the-future-an- 

 
interview

-w
ith-christ

opher-kulendran-thom
as/ (last

 accessed 14 Septem
ber 2019). 

12 
C. K

. Thom
as, ‘N

ew
 Eelam

: Brist
ol’, op. cit.

13 
In the short fi

lm
 Com

pany D
rinks, one participant recalls how

, as a child, she w
ould see her  

 
 

cousins at this annual event. The fi
lm

 Foreign Pickers further confi
rm

s this nost
algia w

hen those w
ho  

 
used to go hop picking as children return to the site of w

ork. See Com
pany D

rinks, 2019, https://player. 
 

vim
eo.com

/video/326901966 (last
 accessed on 4 Decem

ber 2019) and Foreign Pickers, dir. Com
pany  

 
Drinks and M

yvillages, 2017, https://vim
eo.com

/181628877, (last
 accessed on 4 Decem

ber 2019). 
14 

K
athrin Böhm

 interview
ed by Ellen M

ara De W
achter, ‘Arteconom

ies’, Art M
onthly, no.429, Septem

ber  
 

2019, p.3.
15 

Com
pany D

rinks, op. cit.
16 

Ibid., p.2.
17 

‘About’, Com
pany Drinks w

ebsite, http://com
panydrinks.info/about/ (last

 accessed on 5 Decem
ber 2019).

18 
K

. Böhm
 interview

ed by E. M
. D

e W
achter, ‘A

rteconom
ies’, op. cit., p.3.

19 
Ibid.

20 
H

aiduk uses the Balkan phrase ‘hope is the greatest
 w

hore’ in her w
ork to refer to the idea that by  

 
eradicating hope, you eradicate the cruelty of w

aiting. N
ada Endrissat and A

na A
lacovska, ‘“H

ope is  
 

the Greatest
 W

hore”: hope, critique, and m
anagem

ent st
udies in Irena H

aiduk’s artw
ork’, M

@
n@

 
 

gem
ent, vol.23, no.3, 2018, pp.1135–53.

21 
Irena H

aiduk cited in ‘Borosana Shoe Issue w
ith Irena H

aiduk’, docum
enta 14 w

ebsite, available  
 

at https://w
w

w
.docum

enta14.de/en/calendar/15826/borosana-shoe-issue (last
 accessed on 20  

 
January 2020).

22 
See M

onika Szew
czyk, ‘R

ealism
ically Speaking, Irena H

aiduk’, M
ousse, vol.50, p.243, available  

 
at https://renaissancesociety.org/m

edia/fi
les/m

m
50_haiduk_doppie.pdf (last

 accessed on 4  
 

D
ecem

ber 2019).
23 

Expanding on blindness, H
aiduk notes that oral hist

ory is changeable and can be m
isunderst

ood. See  
 

I. H
aiduk, ‘A

gainst
 Biography’, Seduct

ive Exact
ing Realism

 (ed. H
aiduk and Solveig Øvst

ebø),  
 

Berlin: Sternberg Press, 2017, n.p.
24 

The nam
e is a play on a Yugoslavian clothing com

pany that w
ent bankruptcy in 2003.

25 
See M

. Szew
czyk and Yugoexport / I. H

aiduk, ‘Political Futures’, talk at Kunst
halle W

ien, 2 February 
  

2018, available at https://w
w

w
.youtube.com

/w
atch?v=xklM

fvG5PV0 (last
 accessed on 4 D

ecem
ber  

 
2019).

26 
The Yugoexport w

ebsite also asks the cust
om

er to defi
ne their incom

e – m
id, low

er or upper –  before  
 

prices are revealed.
27 

See M
. Szew

czyk and Yugoexport / I. H
aiduk, ‘Political Futures’, op. cit.

28 
M

arx and Engels have been criticised for their em
phasis that they placed in their analyses of  

 
indust

rial capitalism
 on the role of technology in advancing capitalist

 product
ion and, subsequently,  

 
society, in their analyses of indust

rial capitalism
.   

29 
See R

aniero Panzieri, The Capitalist
 Use of M

achinery: M
arx versus the Object

ivist
s, 1964, available  

 
at http://libcom

.org/library/capalist
-use-m

achinery-raniero-panzieri (last
 accessed on 30 January  

 
2020).

30 
See N

ick Srnicek, Platform
 Capitalism

, Cam
bridge and M

alden, U
K

: Polity Press, 2016.


