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SPEAKERS 

Chrysa Parkinson and Gill Clarke  

 

(Introduction: Renée Bellamy speaking in 2021 over spare guitar chords)   

 

Welcome to Independent Dance. This talk is part of our digital library, which houses an extensive collection of material to 

read, watch and listen to, drawn from ID’s programme over the past decades. The library offers multiple perspectives on 

dance and choreographic practices in relation to other fields such as science, architecture, sociology and politics. The entire 

library is free to access at independentdance.co.uk/library.  

 

This is a field recording of variable quality with a live audience at Siobhan Davies Studios.  

 

(2010 audio or video file begins)  

 

Gill Clarke 

I'm really delighted to Chrysa who is teaching our workshop. This week, Chrysa sent through these wonderfully provocative 

quotations:  'art without commerce is a hobby' and 'high achievement without recognition is unquantifiable'. And my sense is 

that you've got questions around those statements. In a sense, we could help you chew on. That you'd give us a little bit of 

your own background to thinking about them to start us off.  

 

Chrysa Parkinson 

The statement 'art without commerce is a hobby', is a quote from a man named Joe Bastianich, who is the business 

manager for Paul Bertolli, who is a famous chef, and my sister is involved in the food world. And she quoted this to me 

saying, you know, it's very interesting, it's very controversial, because she was very sort of agitated and interested and I was 

just like, Ah, it's just, I can't even hear that statement. Like it just, it offends me on so many levels. But I love my sister. But I 

had to kind of engage with it. And I started to think about it and I looked it up online. And I found there's, there's another it 

was quoted in The Times on the New York Times, from Joe Bastianich, and then I, another man named Haskell Wexler, is 

quoted as having said it, and he's a he was an interesting guys, cinematographer who did very radical work, and, but worked 

very much within the industry of Hollywood also sort of in and out of it. So let's see where I am, I have I have to use my 

notes because. So I felt that I had to somehow take this, this statement seriously, particularly in the economic climate that 

we're in. And also because in my own trajectory, as an artist, I find myself at the age of 46. In, in a job that pays me more 

money than I've ever been paid before. And means that I perform more often than I ever performed before. But if I were to 

use that statement, art without commerce is a hobby, to help me define my work and help me understand where I am, I 

probably wouldn't be in this situation. Because the most of the work that I've done, has been marginal because of the culture 

that it was in, or because of the type of work that it was. In New York, any contemporary dance that you do is essentially 

marginal to larger culture, even the people who are working full time for Cunningham, or Trisha are also doing other work 

and they're not actually employed full time. So the qualities, the problem I have with this statement is that it robs me of 

language to use about what I do. If I if what I do can only be understood as either bringing money in or not, then I then all I 

have is retrospect, I can only look back and say, well, that job gave me money. But looking forward, I can't use the same 

criteria that I've used that I've worked very hard to develop, which that criteria is based on my perception of people's 

qualities, as physical beings. Of what matters in the world, what I can understand as material and concrete to me physically 

in experience and what has both metaphoric and actual resonance as an action, so something that, that when you do it, it 

can both mean more than it does mean mean through action and also be valuable. Occasionally an artists position in the 

market influences whether I work with them or not. But that's not that's pretty low in the in the sort of hierarchy of criteria that 

I use to decide what to do. So where am I now? 

 

Gill Clarke 



You talked even in New York about you experienced that shift in culture, when there was some subsidy for the arts and then 

that disappeared? 

 

Chrysa Parkinson 

Yes. So, the way that I've made decisions in my career has been based on this, these perceptions of what matters and 

what's important to me. And that has not been economically determined. So I worked for Jeff Monson for two years, we 

performed it about 12 times. And the results of that work process sustained me artistically for five years, probably just alone, 

that thing. And then other things added in the work that I'm doing now with Rosas, I will have performed more than 30 times 

in the last since August. And, and it pays a lot of money. But I don't really know what it's going to produce for me, in terms of 

work or material. What I consider transferable,  exchangeable, important, valuable, sustainable things, it may, you know, it's 

interesting, it's not that I'm not interested in it, it's just I don't know what it's gonna do. So I can't, I can't use that criteria to 

make these decisions that just it doesn't, it doesn't work. So that's one aspect of my problem with the statement. And the 

other aspect is what Gill pointed to, which is when I, when I arrived in New York, I came into a subsidised community. So 

there were a lot of artists working and surviving in various ways. And it was cheap to live in New York. Within two years, the 

NEA was gone. And there was no, there was really almost no subsidy for art. There was corporate subsidy, but that was a 

really another category difficult to arrange yourself in relation to. And so what happened was that there was a spectrum 

between commercial and non commercial art that I would, you know, I would go to see things because they were friends, or 

they had been doing it for a long time, or I had heard of this person was supposed to be trendy, it was supposed to be not 

trendy, it was supposed to be, you know, really fucking great. They're supposed to be kind of interesting. There's just many, 

many different reasons to go see things. And when the subsidies were taken away, and the corporate funding began to be 

primary. This spectrum just imploded. And there were two categories, non commercial, and commercial. Were the two ways 

that you could look at what was happening, either it was going to sell or was not going to sell. And we try to look at things a 

lot of different ways because that's, it's normal to do that. But still, depending on the venue, depending on the people who 

were doing it, depending on the background of those people, you could evaluate you really were basically evaluating it in 

those terms. And now when I teach in, I teach at P.A.R.T.S and in Brussels, and I noticed this is this is happening, even 

there where there is a lot of subsidy, they still still the work is especially with young artists has been considered as either 

marketable or non marketable. And I'm I'm very concerned or very interested in re-complicating or re-elaborating how I look 

at art. And I realised that I have to make that decision consciously now, it's not something that just happens, because the 

forces of the needs are so high that in order to actually see things outside of those criteria, it takes effort. And so that's, 

that's part of why I'm interested in bringing the topic up. 

 

Gill Clarke 

Can I ask one question, just because it feels like these cultures differ, sometimes so much. Could you say what in in 

Brussels seems to make something marketable or not marketable? What's that? 

 

Chrysa Parkinson (15 minutes) 

I think that I mean, it's tricky, because I'll probably be making mistakes. But one way to look at it is that there, there's a 

network of presenters in Europe who have financial ties, and they facilitate each other's commissioning of works when one 

person says, Yes, I will commission this, and another person says, okay, yeah, me too. And with you and another. So 

they're, they're looking for relationships that they can have through the artist. So the artists work gives relationships to these 

presenters. And often with young artists, they're looking for someone whose work provides perspective on something else 

that has happened. So conceptual work, was a reaction to the sort of overproduction of dance theatre work. And now there 

is a sort of desperate looking around for a reaction to conceptual work, that isn't just dance again, because we know that's, 

you know, impossible. But it goes like that a little bit, that there kind of trends that are corners. You know, this goes this way, 

so we need to go this way, so we need to go that way. So we need to go this way. And then there are also people who 

emerge young, young people who emerge, you have a very generous and specific perspective on culture that is immediately 

evident in that person, and people want to be involved in them, because they're interesting, and they're nice, and maybe 

make nice work and you want to you want to get get with them. So I think I mean, I think it's not just cynical, or self 

promoting. But there's definitely the question of how many people can you convince this is going to go further and generate 

more income for more people and keep the subsidies coming in? And and I think, I think that's another thing. Some people 

fall into those categories, interestingly, and some people fall in those categories in a non interesting way. And some people 

don't fall into those categories and are interesting. And so that's there's a there's a lot of, there's a lot more grey area there 

than gets focused on. Just to loop back a little bit. As an individual, what I began to notice was that the relationship between 

cultural capital, economic class, social status, income, and age, those relationships we're not actually smoothly moving 

forward in an upward trajectory, although it, it appears from, I mean, you could look at my career that way, that oh, yeah, 

you, you made less money, now you make more, you know, you worked you people, less people saw you, and now more 

people seeing you. The actuality of it is that when I moved to Europe, I became an illegal immigrant. And I have an 



enormous problem, I recently got amnesty as an illegal immigrant, I can't vote, I pay 50% of my income in taxes, and I can't 

vote. In terms of cultural capital, I would say, in my 30s, I had in my early 30s, I had a sense of culture, and of what, what 

was absolutely moving right forward. And I knew exactly what to do and where to go, in terms of how culture was moving, I 

felt an intuition for it was very clear to me. When in my 20s, when I first got out of school, I was completely bereft of cultural 

capital. I had, I had training and experience that was absolutely just there was no place for it. And it completely confused me 

in terms of what was actually going on. Culturally, in my 40s, I would say I struggle to maintain culture, cultural capital, you 

know, like kind of like, is that cool, I don't really get that. So, that's another aspect of this discussion about commerce and art 

and hobby is how the signifiers of that connect and disconnect to the activities that you do. I wanted to try to work on the 

statement a little bit with all of you on 'rt without commerce is a hobby', and to set it up a little bit, I would like to read some 

definitions of art, commerce and hobby. And then I'll then there's a game that we can play can be fun. You can write these 

down or not. Art is the human effort to imitate, supplement alter or counteract the work of nature. Art is the conscious 

production or arrangement of sounds, colours, forms, movements or other elements in a manner that affects the sense of 

beauty. Specifically, the production of the beautiful, I quite like that one. Art is a skill that is attained by study, practice or 

observation. Art is a skill arising from the exercise of intuitive faculties. That's an interesting one. This is, of course, the 

archaic ones are always really great, this one; Art and then says, art when stressed. This is art is a second person singular 

present indicative of B meaning thou art, art. Commerce, the buying and selling of goods especially on a large scale as 

between cities or nations, intellectual exchange or social interaction sexual intercourse the archaic and also social dealings 

between people which is a euphemism, I don't know. So you could say outside of the normal commerce of civilised life 

would mean outside the social, normal social interactions. Hobby, an activity or interest pursued outside one's regular 

occupation and engaged in primarily for pleasure and archaic it's a nickname for Robin or Robert hobby and small Falcons 

formerly used for catching small birds or game. So then I just put a couple of these together in different ways. Just to try to 

hear the statement in another way. The human effort to imitate supplement alter or counteract the work of nature, without 

commerce is a hobby. Human effort to imitate, supplement, alter or counteract the work of nature, without commerce is a 

hobby. The conscious production or arrangement of sounds, colours, forms, movements or other elements in a manner that 

affects the sense of beauty. Without the buying and selling of goods is an activity pursued outside one's regular occupation, 

and engaged in primarily for pleasure. Meaning that you're consciously arranging things in order to affect the sense of 

beauty, but without the intention of selling something, you're engaged in an activity outside your regular occupation, and 

you're engaged in it for pleasure. Skill arising from the exercise of intuitive faculties without commerce is a group of small 

Falcon's formerly used to catch game. I think that's a good definition of what I do. A skill that is attained by study or practice 

or observation, but without sexual intercourse is a hobby. A lot of hobbies. So what I would like to ask you to do is to use the 

form; blank without blank is a blank and find three statements. And they can be completely absurd or within the range of the 

topics that we've been discussing here. So it can be a rabbit without teeth is a frightening rabbit or it can be skill gained 

through intuition without bla bla bla. So just take five minutes to write three down and then I'm going to ask you to give them 

to someone else who's going to read them.  

 

Audience (30 minutes) 

A bottle without a lid is a cup. Time without numbers is shade. A challenge without passion is conscious recreation. The 

structure without form is being. Love without a body is a problem. Walking a dog without following his advice is a recipe for 

disaster. A wood without tress is like life without movement. A painting without indicative signature is without authorship. A 

house without heating is pointless. Art without observation is a skill. A life without drama is lost of time. To human effort 

without selling or buying on a large scale is outside one's regular occupation. December without Christmas is a grey, rainy 

day.  

 

Gill Clarke 

Freedom without belief is fire. 

 

Audience 

Dancing without music is strange. 

 

Chrysa Parkinson 

So the thing that I would like to maybe talk a little bit about with this with you is the the experience of exchange and then the 

necessity of performing that exchange and the impact of the performance of exchange and all of those that you have. I 

mean let's see how do we say, if there's anything to say immediately about the experience of doing this, that's fine. We'll 

bring that up now or we can also open it up into other elements of the topic. If you want to go on to talk about other things. It 

might be too quick to sort of process immediately what just happened. My interest in it is the the fact of selection that you 

have to select something that Is someone else's, and then you have to perform it. So in fact, you produce the thing that they 

did, but you also have made a selection. So their work has been transferred out into the group situation, which is basically 



as a dancer, I feel like that happens very, very often that I'm performing something that I've somehow selected of another 

author, that I then present forward into a situation, whether it will be recognised or not, I have a sort of shifting relationship to 

how much recognition that thing needs. But I'm involved in all of those aspects of it. And what I learn in the selection. And 

the process of being getting something is a kind of, it's a very high learning area, that happens very quickly, that really, I 

don't know what function it will have in in the next thing that happens. But I know that it's there's a high impact in terms of 

choosing and performing and dealing with the recognition or non recognition of that situation. 

 

Gill Clarke 

Feels in that situation, there's something about where the authorship resides. 

 

Chrysa Parkinson 

Right? Yeah, in this situation, I've insisted on the context in which the authorship is shared somehow, like, there's a it's also 

very clear for me and dancing, that I'm not the author of the piece that I'm making, I'm the author of the experience that I'm 

having. And that experience is attached to beyond the boundaries of a piece. So in terms of my ownership of the thing, I 

don't consider myself an owner of the piece or of any of the material that's made. 

 

Gill Clarke 

This context I found myself concerned with was I doing? Not the selection, but was I doing a disservice to the author? 

Because I perhaps hadn't understood it properly. So then, that wasn't quite a free choice, it was more which can I represent? 

The best truth?  

 

Chrysa Parkinson 

So you selected the statement according to what you understood, yeah. Which has to do with recognition, experience, your 

own 

 

Gill Clarke 

Yeah, different languages and working with different languages. I really enjoyed the ones that were a bit surreal and thought, 

Oh, why did you need to be so serious? 

 

Chrysa Parkinson 

Well it's interesting how it moved, like, it moved in a lot of different sometimes something pops out as really absurd. And 

then it sort of focuses back into something more to the point and then the next thing you hear you're like, where's that 

between the point and absurd and a nice, nice collect bouquet.  

 

Audience 

Can I bring something up more broadly? I've been thinking about this a lot. Because another word for hobby is past time. 

When I start to think about it, I think, I have a very muddled thoughts about conditionality and sustainability. But I reckon that 

somehow there's a very sort of back and forth relationship between the idea of past time and the idea of commerciality 

because my position is that I don't wat art to be a past time. I don't want to be something that just passes the time, that just 

amuses us for a couple of hours  

 

Chrysa Parkinson 

That’s what shopping's for. 

 

Audience (45 minutes) 

Okay so art without commerce is a pastime, but then I forget in the UK and UK kind of market of dance, the work that is 

most involved in commerce or is most commercial or can survive with less subsidy is the kind that when I'm attending it, my 

experience is closest to be a pastime. So what I'm thinking of is tomorrow, I unfortunately have to go and see Matthew 

Bourne's Cinderella. That's a really commercial choice, not a choice of mine but a choice of the scene to keep it going. And 

my experience of being there has been that it's like a pastime. And that for me really complicates that sort of lineage just by 

changing the word hobby to pastime. 

 

Chrysa Parkinson 

You know, what's interesting, what it makes me think of is, like, one of the ways that looking at commercial and non 

commercial art is that commercial art is making an effort to resolve culture into a consumable hole. And non commercial art 

is trying probably pretty specific, more or less specifically to not do that. So non commercial artists is insisting on something 

not being possible to coordinate or resolve with something else, which is why sometimes non commercial art is a bit 



annoying, because you're like, Oh, come on, just resolve it, you know, suddenly. But actually, that, yeah, that effort is useful. 

So sometimes the thing about a pastime or a resolution, you're like, Yeah, I know. This is, yes, this is resolvable. It's fine. I 

don't need I'm not confronted by. Yeah, but I'm not confronted by men wearing tutus. I'm not confronted by whatever, you 

know, like, it doesn't just it doesn't cause a conflict. So, but it's also, you know, like pop culture. It does provide something 

quite great. Sometimes and it's not, it's not necessarily a bad thing to try to resolve culture, but you can, depending on your 

situation, feel that you're just passing time? 

 

Audience 

Yeah. And isn't that how culture kind of widens, because things like, like Matthew Bourne, for instance, at one point, he 

wasn't within the main stream. And, you know, he did a male Swan Lake, and everybody kind of went 'Ooh!' And now every 

kid in every A level group has seen the male Swan Lake, and it's no longer outside of the mainstream. It's been tucked into 

the mainstream. And now something else is just outside the mainstream, that will be tucked in. And so the mainstream gets 

bigger and bigger and bigger. And that's how culture grows because the edges have to be alive. 

 

Chrysa Parkinson 

I think, well, I'm beginning to think that culture doesn't actually expand on and on and on. I mean, it doesn't actually continue 

to get larger and larger and larger. 

 

Audience 

But don't some things fall away so it ... 

 

Chrysa Parkinson 

Sometimes some things fall away I guess I just I'm, I'm because of my experience in New York, particularly with the young 

artists in New York. Now, compared to 20 years ago. There was always this idea that if you work you start your career 

working non commercially. And then if you're good, and people see it, it will eventually become, that's not exactly what 

you're saying. But I think there's something to be concerned about, in imagining that young people make non commercial art 

that will if it's good, eventually succeed and become commercial art and expand the thing because actually, there's a lot of 

artists, a lot of really good artists who do not move into the commercial realm. 

 

Audience 

Yeah, I don't think I'm talking about artists necessarily moving into the commercial realm but ideas expanding or becoming 

more accepted or more discussed. And that's what feeds into a mainstream. There's something that was very odd is now 

not, something else is now very odd. And that's how, that's the sort of circle that it keeps making. 

 

Chrysa Parkinson 

I think. I think that does happen. But I also think it's not inevitable. 

 

Gill Clarke 

I was going to ask you how that relates to what's your view in not wanting to be involved in something that's a past time in 

relation to? Do you have a need, therefore, to feel that it's your work and that you can receive some remuneration for it? Or 

is the money nothing?  

 

Audience 

I think it's less to do with? On the side of me as the maker, whether I'm whether I'm engaged in a past time or not, but rather, 

what's the job of the receiver? Or the consumer? Are they engaged in a past time? Or are they engaged in art? Or are they 

getting some other experience which cannot be found in TV? Or commercial movies? Or having a cup of tea with a friend? 

Or meeting or something? So I guess it's less to do with? I think it's also like thinking about them or instant value of art? And 

if it is so commercial, or satisfies certain functions that are also necessary, but possible through other means. Then what? 

Why bother? Is it just because we like it? Because probably, that's not good enough? So yeah, I think it's really mixed up. 

But I think it's more to do with the work of the person who comes to see. I don't have to say, see, but maybe next to an art 

thing 

 

Chrysa Parkinson 

I think it's an interesting question like what the audience is doing, does have a big effect on what people make. That's 

something I was speaking with Jill, about the people in independent film industry. Now there's more than there's, there's 

groups of people or one of the ideas that is emerging, is that artists will begin to select their audiences and exclude them, 



they will become small and intense groups of little communities around certain artists and you choose who you want to see 

what you do. 

 

Audience 

They already are, it's already happening.  

 

Chrysa Parkinson 

Right? And I mean, I think it’s particularly relevant when intellectual property is so easily exchanged.  

 

Gill Clarke 

It feels like dance artists do that as well by choosing where they do and don't want to place the work.  

 

Audience 

The programmer chooses for them who the audience should be.  

 

Gill Clarke 

So, the context is useful. Yeah, maybe. But then, I would like to think that one had some agency in that as well, in the sense 

of certain things you would go for, and certain things that you wouldn't go for in a way 

 

Audience 

I would like to think that but it's not true in a lot of cases, because there aren't a lot of opportunities so people take whatever 

opportunity they can, whether it's necessarily the ideal one.  

 

Gill Clarke 

maybe that relates to my thing of wanting to probe what your relationship to your art is, in the sense of is this important to 

you that this is your work and it gets seen and it's not something that you do as a past time on the side of something else? 

That's your whatever it is, regular occupation. 

 

Audience 

I just wanted to have a different experience of filmmaking in this country. Maybe because it wasn't really an industry. Like 

often filmmakers are really interested in finding ways lots of different audiences accessing their work? Kind of the opposite? 

 

Chrysa Parkinson 

Well, just in looking at this question, I ran into some artists talking about selecting audiences, particularly, because they're 

making films, and the plots and the actors and the people working on it gets stolen by the big studios, and they, they just 

have a lot of trouble controlling their product. And then even if they do go into a larger studio situation, they can't control the 

product anymore. Because the producers are saying, it has to be like this, the plot has to go like this. But I will see it in other 

groups of artists in California, particularly, there's a kind of an outsider art situation where people are selling and making 

work with each other and for each other in a very strange bubble kind of situation. But they, they continue to produce very 

heavily, and they're quite respected within this. But it is a very select audience. It's specifically about creating a set of micro 

culture. Microculture. 

 

Gill Clarke 

I'm curious to pursue further a little bit, your own experience. So it feels like one could argue that actually, all of those skills 

that you developed, whilst not being paid, are finally reaping the reward. But it's then interesting to me that you are at least 

questioning in a way, the fact that for you what fields do matter, and what fields of value doesn't necessarily go along with 

that sense of recognition that commerce might add to what you're doing in that way.  

 

 

Chrysa Parkinson 

Yeah. That's how it is. 

 

Gill Clarke 

And what it is that matters, then? It almost seemed you were saying something about, you weren't quite sure if and what you 

were gaining or learning from what you're doing now, that might then have repercussions later on. 

 

Chrysa Parkinson (1 hour) 



But it's kind of what I said before, which I think it's a little bit it seems very clear to me sometimes, but maybe a little bit 

strange way of thinking but I think I learned criteria for making choices about the work that I was going to do. And I learned 

them by observing people who I respected and was interested in. And the criteria were how someone moves. Literally, like, 

like how they move around. What kinds of relationships they they developed with other people, so I would see the like with 

Zoo with Thomas Howard there, there was this group of six people, and they were working on improvisation and they had 

been together for five years. And that is weird. That's weird. That's really they were working full time. For five years. It's very 

strange. Very unusual. So I was like, oh, that's Sure. Yes. I and then people who sort of something that seem they will be 

working on something like Jennifer Monson or something like that. She's working on something that mattered. That was that 

was material, but that I had never seen anybody worry about before. But she she had this kind of elegantly anachronistic 

way of moving and almost brutal and sort of panicked and energetic level that she managed to compose rhythmically and 

spatially in a way that I could really follow. And the combination of those things was just so recognisable to me, but I hadn't 

ever seen anybody else do it, actually. And she was doing it in an improvisation, solo improvisation and also in groups. And I 

just I just thought, well, you know, brutal anachronism. In improvisation with rhythm and format, I would like to, I want to feel 

that I want to, because it just brutal anachronism in itself, is something that I I've seen that in paintings I've heard about in 

music, I've, I've felt it in my body. But I, I don't know how to I don't know how to work in that. So here's someone who's 

working out what I see is them working in that. So I engage with that person, and I use those criteria more or less to work 

with Anna Theresa. There were, she had asked me several times before, but in this situation, she was going to work with 

Mark Lorimer and me. And that made sense to me because I knew the musicality that their relationship produced I had a 

feeling for and I was curious about. And also the way that he saw her work and how they interacted, I could I could articulate 

with but the whole the big, the big Rosas monster, I wasn't interested in really becoming a part of that institution, because 

I've already teach a parts there. And I'm very feel very defined. Often by that situation, I'm not so comfortable with being 

identified with one thing, there are all these things that kind of made me uncomfortable about it. But there's also something 

about her rigour and the processes that she had developed with dancers, that I was curious about being involved in. The 

skill, actually, the artisanship of the dancers in that situation was curious to me. So I, so those things attracted attracted me 

to that. And I don't get to dance with Mark at all. In this piece, I think we hardly even see each other. And in the reality of it in 

the experience of that work now going on tour other things about the image or the world or the commerce that impact upon 

you and feel uncomfortable or feel anathema in some way? No, I'm doing okay. It's not some, there's nothing really bad. 

There's some strange things like I realised that the audience is much, much more tolerant of, well, not here, actually. Not in 

London, but in the rest of the world. The audience is much, much more tolerant of her work, because they know her. And 

they followed it over many years, and they accept it. But also, because of the production values and the situation, they 

accept that this is, this is for real. Whereas when we would go with Zoo, it was 5050 chance that the audience you'd be like 

'Pffffff'. With Rosas, they're always you know, except in London, they're pretty ready for it. You know, it's like it's and that's 

very peculiar, because the work is, as far as I can tell, it's not so much less experimental than other things that I've done with 

people, but the relation to the audience is different. That's something and also the whole administrative condition is different. 

I think what I like what I'm what I'm trying to bring my attention to and talk about a little bit is the intangibles that become 

extremely valuable. And you can't know what's going to become extremely valuable. So that's the problem with considering 

commerce as the reason as the justification for the art that you make, is that you really, you don't you can't or I can't. Like I 

said, I can't use the criteria that I've developed and only do commercial art. It won't. I can't. I won't get there. It won't happen. 

I can't.  

 

Audience 

It's kind of assuming that this art without commerce is a hobby? Uh huh. Okay. All right, then I'm engaged in a hobby, and 

that's okay. If all things being equal, is that not okay. And then I kind of found the word past time, a useful thing. And then I 

thought, we've got to pass the time somehow. And you could pass the time making money. And so you would go into 

business, or you can pass the time having children, and then you can pass the time bringing them up. And that is an option, 

we can pass the time not making money, or you can pass the time in depression, but there's time that has to be passed and 

is one way. I mean, more ways, probably more validated in society. But that's a kind of false structure in a way that do we all 

buy into that to something that somebody said, oh if you make money, it's better than if you don't make money. And then I 

remembered a paper, which I've just found online, which is, actually it's about swing dance. And it's called the evolution of 

the a word, changing notions of professional practice. And the a word is amateur. And it's looking at artists who took the 

word amateur and saw that as a really positive thing. And saw that actually the only way they could work. And it's sort of, 

you know, incredibly established, but very experimental filmmakers that is looking at people like Stan Brakhage, and that 

those kinds of people who the only way they could view it as if they were viewed as amateur, because then no one would 

have any expectations that it would succeed, and then they will, they wouldn't have any fear. Right? So and then also points 

out that the word amateur comes from the same root as amour. So it's about love. And it's about love of something. But that 

being can we not just, I mean, obviously gotta make money somehow, or you have to live somehow, and you make choices 



about whether that's more or less well, are we assuming that because some sort of structure that has been built in society 

says, oh, no, it's only good if you make money? Are we assuming that's true? And that that's value? 

 

Chrysa Parkinson 

Yeah, that's the question. Are we accepting that? 

 

Gill Clarke 

Yeah. And that we value more the people who persuade us to buy things we don't need? Than to come and see something 

they're not expecting. 

 

Chrysa Parkinson 

Berg said that about his generation of poets, said, most of them, most of the best of them have gone into advertisement. 

 

Audience 

But it's a choice. It's a choice for an individual to make. Am I gonna? How am I going to spend my time? How am I going to 

pass the time? Yeah, because there's time to be passed. 

 

Chrysa Parkinson 

There's also an urgency to resist some of the things that are going on. Yeah. For some people, not just passing time, but for 

 

Audience 

For some people there is, and surely those people do, but for the people for whom that's just not an issue. Are we to turn 

around and blame them? Or are we just responsible for whatever we put in ourselves or how we choose to spend our time? 

 

Chrysa Parkinson 

I mean, for sure, like, you know, if you can, if you can not blame that's really great, but there is a kind of, there's a difficulty in 

being marginalised. And there's an advantage in being part of society. Part of part of the having a functional place where 

you where you make money, and then you pay taxes from what you from your work, and then you can feel you know, you 

there's a there's a kind of feeling of solidity and groundedness in that and acceptance and all those things. And when you 

when you're in the position of making, wanting to make work and get better and better at it. And you continuously get pushed 

out of the sort of centre of the society. You develop a resentment towards the centre of society and the sort of the resolution 

that's expressed by that, by the work that does sit there is something that you deeply question, but you can't get. And you 

are in reaction to that thing that is resolved. I mean, it isn't just sort of parallel experiences. 

 

Audience 

The word is kind of like, emerging for me. You said something about, Persky, said something about the experience that you 

go to, it's not seeing work, you know, it's not like as this there's one distinction there about what's happening in space, like, is 

it like, this is entertainment, just this thing that's being fed to me? Or what's happening in space? And then you said, you 

know, anything about, it's about the experience. This was earlier earlier on about your experience as a dancer. So I think 

that's one thing that it reminded me I remember saying, I don't know if I'm linking this incorrectly, but the word entertainment 

popped into my head performance more like entertainment or commercial, commercial art, commercial films. Are there 

different functions for those things? As far as what is art meant to do? Is it you know, what is? I mean, I make work. So I 

always think about that what what what am I doing x bar my idea of myself? Or what function does it serve? Is it there to 

entertain someone? What is it? What am I doing? What's my intention in this? And then also, when I'm going see other 

things? What is their intention? And there is a relationship happening? I just did something last week with someone and he's 

very reactionary to something else. So he's in conversation with, even if he doesn't agree with that, there's still something 

happening. And then the other thing that also I'm thinking about what you were saying about, or you were saying also about 

something that becomes mainstream, like something was, Oh, my God, and now it's mainstream. I guess, I'm definitely still 

a part of this. I feel it'd be a possibly conversation that needs happening. I don't know, I'm just thinking about a lot of these 

things in terms of like, what's the purpose? What's the function in society and what and like you said, what's valued? And in 

the arts thing, what's happened to is that the business model has been laid upon it. And I believe that the arts needs to be 

subsidised. Like, no, it's just not. You know, it just that's what I, like, I'll make it up to me, it's such a valuable thing that it 

means like you said, when the EDA was there, you could just do your work. And that was considered valuable. And they 

could be paid as an artist and whether or not they sold out or not, didn't matter, because the important part was the thing 

that the ideas, how that and the thing is that that has value, because one thing you said, Sorry, this is going to take us 

somewhere else. I was at a topic, she didn't want to talk about the dance piece or film. And you have to remind me now, 

about something that was about was a film or something. And then a couple years later, you saw it in a commercial? Yes. 



Okay. It was, it was actually I think it was something from a piece of live work that I saw, that ended up with a pop video 10 

years later, but I traced the route from seeing it in the green room and sitting next to a man called Mark Okovski. Okay, who 

then I know now he went on a journey to work with a pop band, and then the things that journey that that. And then you were 

saying that about? Like, how far is your select? Like, they don't want their ideas being stolen by Hollywood or by, you know, 

being commercialised. I don't know what this all means, but it's just, it's all these ideas are coming up about, about what it is 

that we're doing what it is, we're making, where we're putting it and my, my experience, I've been living in this country, but it 

started in the States, but what I saw happen with them, when all the money went, and then it happens. It's starting to happen 

here. But you know, there are agendas. The Arts Council has an agenda. And this year, it's trendy to do this in next year it's 

trendy to do that. And so everybody's kind of like to survive has to kind of always be thinking about that. So the integrity of 

their work changes, not the integrity of their work, but like where they can go or just how far they can go changes. Or you 

have to make a decision that you do something else to survive, like, can you survive as a working artist, or what do you do 

and especially dancers. You know, I found out that the piece that they did And then some relevant everybody was like, I 

can't remember the name of the piece, you know, whatever it was coloured clothing and they were going around making. 

Yeah, that one. Nobody got paid for that. Nobody got paid for that, that that and I saw that image in every newspaper 

headline for weeks and it was all over the internet. You know somebody was making money that that those dancers didn't 

get paid for. She didn't get paid for any of that on your pages just because I don't know. And like that blows my mind 

because No, no other industry and no other thing would that happen. You get other businesses, you get paid for your 

training, you get paid for, you get, we don't get paid for any of our things. And we're all working for each other for free and 

filming for each other for free, we have all of these skills. I don't know this is a whole other issue. But I don't know, this has 

nothing to do with this whole thing about commerce and what's value. I started one direction, but it went somewhere else.  

 

Gill Clarke 1 hour 15 minutes) 

About supply and demand as well. Supply and demand. It feels like there's still an issue, for example, about dancers or 

performers where people think, well, if you won't do it, then somebody else will. I remember being appalled once. This was 

in a situation of teaching. And it's a very sort of recognised thing that dancers teach and classes have to happen. And it's 

very ordinary and uninteresting. And so there was a dance agency that offered me something quite insubstantial, to teach a 

workshop, which I felt was informed by every day of my life for 30 years or more. And then offered me three times as much 

to facilitate a talk, which was something I was interested to do, but I had not a well developed skill in. And I just couldn't 

accept that differential. I thought, I don't recognise this sense of your values. And that was really about one of the things was 

a special budget line, a special event that was run of the mill and every day, and the other one was something that could be 

taken or left or anybody could do it all. So what to say, I mean, that just struck me and it made me think that we have a 

responsibility also to to assert our values. Anyway. 

 

Chrysa Parkinson 

Yeah, it's the question of your own value. Yeah, what you value also, that you say, Okay, this is not worth that money for me 

to do something that I'm not going to do well. And, or it is, and it's also something that money for me to do something that I'm 

overqualified to do that you make, so you never make any money. No, I think there's something here that I really don't miss 

again, that like the tendency to jump back into pay not pay as the two categories that we can think in or, or, you know, 

commercial, non commercial. It's, it's very hard to like, unhook from that, from that paradox. 

 

Audience 

I was thinking that maybe our time also in general culture, the speed, things go, it makes it all be by in images, like we want 

to be by images to read out the meaning of things out of their two dimensional images or the way they are referenced in 

some way. And I feel also like the work of dance has a lot to do or maybe mostly or a lot with the context of the way it is 

presented. So, the moment or the labelling, it's the word labelling and labelling means the image that it is given in every 

sense. So, the text is everything, how it is contextualised in order to and then like I feel all the big names of Rosas etc. Like 

people come when they already like it before they saw it the relation of the reaction or the participation as a spectator in the 

event of the show it, it's not necessarily linear, totally related to the contents of the work. I mean, that would be naive, 

somehow. And it's just interesting because I had two days ago, performed in Athens, supported by the main  foundation 

when they opened the new theatre, and we had to show a short piece. And we entered on stage and it felt like, and people 

were having drinks outside. And it felt like the holidays, like they all preferred to have a drink outside than to be there. And 

we had to deal with it. And there was speaking and then they're looking at the mobile phone, and they were like, what's this 

shit? And they're reading what is written in the programme with the mobile phone is the biographies to understand. And then 

we left, the crazy thing was that we left the space free for like, long time, like two minutes. And the moment I exited the 

space, I heard all the people go out. And when we came to bow, ahh there were no people in the audience, and then you go 

out of the space, and I saw the kind of lights they put in the bar and like a disco music, you know? I mean, of course, it's 

okay, it's out of context. And it has such power. I mean, it's all related to the puzzle is made.  



 

Chrysa Parkinson 

Yeah. I think it's, it's very, that's a very good example of the disconnection between you know, economic status, social status 

class, race all of these things. 

 

Audience 

I felt like, the director used it as a tool also, because she wants to educate people don't give something maybe you know, so 

she chooses people that do a work that is not appropriate for this context, and that she, it is interesting to sort of feel okay, 

we need to deal with this friction, like, it's actually a conscious choice. She knew in advance. 

 

Chrysa Parkinson 

It means something else to her also, than it does to you. That's the that's also one of the things that you did. I mean, there's 

an authorship on her part of putting you in that context. And it identifies her as an author in relation to her job, and her place 

and all those things. But you're really your authorship is secondary to that authorship. And fact in that situation for which it's 

interesting to let go of those things to some degree, and then to decide when you don't want to let go. This is the thing about 

choosing your audience. 

 

Audience 

I was just thinking about the first thing that you said about how people already like process before they go and see Rosas or 

whoever. And I was I was talking with a director of one of the national government agencies in the UK, and we're talking 

about funding. And actually, I think there's a flipside to that, where he already knows our board would like it, because it's like 

in the main house at Sadler's Wells or something. I wrote to him because of that, and he said something like, this is horrible. 

But he said something like, so do you think work should only get funding people don't like it? And that's really stuck with me. 

Because I was talking about whether things should get money, because I working as a artistic assessor of the Arts Council. 

But then I was thinking about like, the Arts Council money is  subsidy. It's supposed to be subsidy. So it's supposed to 

support something that otherwise can't exist. So then, actually, the works that can exist in a commercial demain in a way 

should and should be better at that. But few and far between, because it's through the subsidy that the ticket prices 

affordable. So that all the school kids can go see it because they're doing their A levels on it and the parents can take 

families. But that's because of vast, vast subsidies and ticket prices, at Sadler's Wells, you would be looking £100 a shot. 

And no one would go and see, you know, the Hofesh Schechter's and the Jasmin Vardimon's and all those people who are 

on that, it would just be absolutely unaffordable. So there does have to be subsidy really throughout until someone is really, I 

mean, I don't know who can, I mean, Adventures In Motion pictures has done, they're a company that have said yeah, we 

can do it and you know, Cirque du Soleil and STOMP and all those people that really, they're the only people who can do it, 

because it's 

 

Gill Clarke 

but then Sadler's Wells gets a subsidy to show Matthew Bourne and that's yeah, so it's,  

 

Audience 

yes, well, that's questionable for sure. There was something running. Like we've had a lot of things running through my mind 

right now. And I can't really get them together in a thought I could make like a line or something like that. But like, I think one 

thought I had was, if it just takes the quote, 'art without commerce is a hobby,' I was thinking about what, like contemporary 

times like 2010/11 what does hobby mean? I just started to think like, actually, I know, like, some people are better in their 

public appearance for YouTube or whatever, than I am. And it's really like, I don't know, if it's their hobby, but they're kind of 

like working on themselves. And showing themselves getting kind of an audience and, and also the quote, so I was like, oh, 

that's actually really interesting that that like, how much are you seen in certain communities? I mean, YouTube is, of 

course, quite a strange community, but it may be a good example, like, how visible you are there has nothing to do with how 

professional you are. And so this was one and then I thought, yeah, in fina art, for example, like knitting got, like, using 

things that people do as hobby got, like, kind of an artistic statement. But maybe with dance it wouldn't function so well, 

because like the dance of a really hobby is usually like modern or ballet classes. I know, hobby dances were better in this 

stuff than I am. This, okay, there's a twist. Where many, many twists. And then I thought like what is the specific, like, going 

back to this, this reduction of yourself? What's the cultural or social agency somebody has? And then the thought, what the 

interesting thing is that this is shifting, shifting, and actually everybody can have an agency. On the other hand, it's not that it 

might be visible, but it's not there. It's not, the same thing that like maybe in political or cultural agency was 20, 30, 40 years 

before. So there's also something shifting with this 

 

Chrysa Parkinson 



Cultural agency means, like, status, or power, or what does that mean? 

 

Audience 

What I'm producing, what statement I put out to make public like that. Then for a long time, this had kind of, kind of, like 

places where it was possible to, make a statement in the theatre or through writing and now I'm thinking, yeah, it's like, it's 

everywhere, everywhere. It's actually possible to, share a thought or interest or whatever and, and discipline. I just yeah, it's 

like as I said, it's not a coherent thought, all these things together but it's just for me, it started to become like a definitely 

can't base this on the lines of commercial and non commercial because also big hobby communities have a big commercial 

interest. 

 

Gill Clarke 

And it feels a different kind of commerce as well, which is about circulation somehow. It feels through YouTube, for example, 

like you have the quote was about acknowledgement recognition that feels like there's one could feel part of that kind of 

commerce without getting monetary reward. But if one needs some approbation in terms of one's value, or the value of what 

you're doing is something that feels like that's another currency in a way. 

 

Audience (1 hour 30 minutes) 

For me, there's something about work, like work, sometimes work is really work. And I have to, I have to do things that are 

hard and then that don't know how to do them. And I have to accept direction that I don't really understand that. And I have 

to keep working on that thing in order to make it function in the situation that I'm in. And that is not an amateur. It's not about 

love. Or pleasure. It's, it's about commitment to a form and just being like, yeah, fuck, you know, I have to do this, I have to, 

like get this right. And it's the piece doesn't work. This is not happening. We have to yeah, it's really quite effortful. And the 

skills you know, that I gain, are satisfying and interesting, but they're also things that I gained with a great deal of effort. So, I 

think I think that's one of the problems with sort of accepting that maybe my work maybe I won't get paid for my work I would 

rather be paid. What I'm saying is all different also all different things it's that you know, there is work that I've done that I 

didn't get paid for that has an enormous value in my work life. There's also work that I did get paid for that has enormous 

value in my work life. It doesn't it's just that's not the criteria but in fact, truly if I'm going to work this hard, I would like to get 

paid for it. And I like I also like to work hard it's a pleasure you know, it's like something that like yes, I put the time in with 

this took hours to figure out this relationship I had to really you know, figure out and then we did this thing and the piece is 

more or less good but the work that went there. And also like the work that we do in class you know, it's not I'm not 

interested in your pleasure. I'm interested in the professional qualities and skill and artisanship and exposure of relationship 

to culture and all these things. It's not about feeling good particularly, secondarily maybe 
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