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Exhibition Beyond Green. Toward a Sustainable Art. 
Between art and art of sustainable display 

"Besides the production of objects, two new 

elements have been added to artistic practice: par
ticipation and action. But these new possibilities 

have also created problems of interpretation that 

must be addressed before we can discuss further 
art's contribution to a sustainable culture." 1 

Victor Margolin 

In 1982, during the documenta 7,Joseph Beuys ini

tiated his five-year project of planting trees in the 
city of Kassel, 7000 Oaks. It was one of the first 

artistic actions recognized as environmental art 

that took place under the umbrella of the biennale. 
Apart from planted trees, beside each one, a four

foot-tall basalt column was placed. After years, the 

basalt retained its form - but the relation between 
the trees and the basalt changed as the trees grew. It 

is essential that this action was no longer restricted 
to a gallery space and, moreover, was aimed at rais

ing a new level of ecological consciousness among 

the public at large. It is not without meaning that 
last year dOCUMENTA (13) continued the tra

dition of ecologically engaged art: a considerable 
part of exhibitions was displayed outdoors, in 

Karlsaue Park, strictly connected to nature. In fact, 

the Beuysian oak haunted dOCUMENTA (13) -

1 Margolin (2006: 25). 

although Beuys really never anticipated it in this 

form. Whereas the Beuys' action was, above all, an 
essential contribution to and a manifestation of 

Beuys's artistic approach, it is still an example of 

art as a cognitive medium, where the process and 
the participatory element are fundamental for the 

artistic dimension itself 
I am making Beuys's eco-performance a point of 

departure for a deeper reflection on sustainable art 

and on its various forms of execution, with a clear 
intention to show how the ecologically and socially 

engaged art faces problems of institutionalization 

of the art world. According to Victor Margolin's 
words from the catalogue of the Beyond Green. To
ward Sustainable Art exhibition: 

Beuys was instrumental in creating the current 
difficulties that surround the problem of "eco
logical aesthetics." He was strategically brilliant 
in trading on his recognition as a gallery artist to 
gain attention for his action projects such as 7000 
Oaks and the polemics of his lecture tours. Ulti
mately all these activities have been drawn into 
an art discourse, but they don't fit comfortably. 
To deal with new forms of human expression and 
action, critics and curators are continually trying 
to stuff them into institutional boxes where they 
don't fit. Old categories need to collapse before 



154 Magdalena Zi~ba 

we can begin to create a different dialogue on aes
thetics in a sustainable culture.2 

Of course, this is relevant for art that realizes the 
premises of sustainability, to identify it in a wider 
context of artistic movements, but it is also indis
pensable to create new perspectives of interpreting 
it in order to create intellectual and institutional 
support. Thus, can sustainable practices be systema
tized and enclosed in terms of art or shall they be 
analyzed from an interdisciplinary point of view? 
Also, are there any characteristics that make sus
tainable art unique and valuable not only as an 
eco-activity, but as an art movement? I will try to 

discuss it giving as an example the exhibition, Be
yond Green. Toward a Sustainable Art. 

We can say that the concept of sustainability 

in art is just another vague category. Just to men
tion how some strategies e.g. art in landscape, art 
responding to social injustice and the usage of re
cycled materials recently framed by a discourse of 
ecology were significant strands of the modernist 
art: in 1971 Beuys opened the information office 
as a part of his Organization for Direct Democ
racy and was involved in the creation of the Ger
man Green Party (1979); Kurt Schwitters made 
collages using the flotsam and jetsam, while John 
Chamberlain used crushed auto bodies to cre
ate large metal sculptures. While looking for the 
origins of sustainable art practice, the reasonable 
starting point would be the Land art movement 
of the 1960s and 70s. Stephanie Smith also points 
out the connection of the artworks presented at the 
exhibition with the countercultural experiments 
of the 1970s and with the environmentally based 
art.3 However, artists identified with Arte Povera 
or site-specific art (like Walter De Maria, Dennis 
Oppenheim, Robert Smithson) aimed to dominate 
the natural world with their artistic interventions, 
while sustainable art's principal criterion of value is 
to bring into being maintainable projects and envi
ronments. "Instead of using a paintbrush to make 
his art Robert Morris would like to use a bulldozer;' 
said Robert Smithson in 1966.4 In Art and Theory 
After Socialism we can read that it was a statement 
that "highlights the 'earthmovers' preoccupation 
with marking, removing and rearranging natural 

2 Margolin (2006: 28). 
3 Smith (2006: 14). 
4 Smithson (1967: 38). 

materials on a grand scale, arguably treating nature 
as a giant canvas."5 Seemingly, most of the interven
tions into the living landscape of the 1970s were 
not very environmentally sustainable, on the con
trary - they were rather aesthetic manifestations 
of a new approach towards the so-called art estab
lishment. While land artists left the white cube to 
undertake institutional critique, activists and artists 
who promote sustainability are not interested in 
such notions. Their works are aimed to be politi
cal within another territory - the territory of social 
needs and common eco-consciousness. 

Maja and Reuben Fowkes in The Principles of 
Sustainability in Contemporary Art state that "the 
canonical account of land art puts man at the cen
tre, while the sustainable practices of many con
temporary artists show a shift away from this an
thropocentric model. In environmental thought, 
existing humans must assume responsibility for 
future humans and other species and grant to ani
mals and plants the right to thrive and exist without 
damage."6 A relevant aspect in reverence to this is 
also the feminist critique of Land art which signifi
cantly contributed to new approaches of sustain
able art; Land art was indeed severely criticized by 
feminist art critics, who called it "the most macho 
of all post-war art movements."7 Furthermore, in 
addition to criticizing the effects of patriarchal 
thinking in art and society, the first generation 
of eco-feminists set out to "establish relationships 
based not on hierarchy and domination, but on car
ing, respect, and awareness of interconnection."8 

We can also classify sustainable practices using 
terms coined by Grant Kester and Nicholas Bour
riaud: "dialogical art" or "relational an;' and we can 
see them as a part of a wider artistic culture that was 
extremely prolific during the mid-to-late 1990s, but 
we shall have in mind another particularity of this 
art. What differentiates contemporary eco-artists 
from their predecessors is their specific sensibil
ity that Smith calls "nomadic" - it is reflected in 
the mobile structures, objects and processes on the 
exhibition. In this characteristic a very important 
feature of their artistic production is expressed: it 

is the usage of the visual languages of design and 
new relational, process-based models of art making. 

5 Jordan, Miles (2008: 106). 
6 Fowkes (2010). 
7 Adams, Gruetzner (2000). 
8 Fowkes (2004: 7). 
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Taking this into consideration, we can see that 
the category of sustainability in art implies crucial 
changes in the way of its perception and intellectual 
distribution. Given that it is intended to have a vis
ible effect on the ecosystem, it is a priori conceived 
as non-displayable; therefore, its presentation with
in a museological or gallery setting is really diffi
cult. This disconnection from the white cube of the 
gallery, an act that has its precursors in dramatic 
interventions in the living landscapes, seems to be 
crucial for the topic of this essay. 

Beyond Green was the first exhibition to show 
the prominence of art socially and ecologically en
gaged in the pure context of an art museum and 
with the emphasis on the idea of sustainability. It 
was on display in the Smart Museum of Art, Uni
versity of Chicago, between 2005 and 2006. It was 
conceived as a travelling exhibition; therefore it was 
shown in various institutions of the United States 
till the end of 2007. In this context, the curator, 
Stephanie Smith, faced a difficult and complex 
problem: how to simultaneously present art that 
brings up the issues of ecology and diversity, and to 
organize the exhibition that fulfils the principles of 
sustainability. Smith managed to create a concep
tual frame for diverse artworks, on the boundary 
between arts, design and action. Furthermore, the 
exhibition design itself was an exercise in sustain
ability: no new walls were built to accommodate 
the works, saving materials and energy. What is also 
interesting, the process of shipping the artworks be
tween the institutions determined the shape of the 
exhibition; it was because all the artifacts chosen to 
be exhibited were those easy to install and reinstall. 

Moving on to the fundamental problem of this 
essay, I would like to show some of the attitudes 
and tactics presented at the exhibition and also 
highlight a considerable change that took place in 
the last years: as I've pointed out before, ecology 
and green art was an important part of the dOCU

MENTA (13), which was even called "dogumenta;' 
which must have been the result of the Handwerk
skammer in Kassel - the city's chamber of skilled 
crafts - appearing in the list of this year's Documen

ta venues which was sent out to the press as the 
"Hundwerkskammer;' "Hund" being the German 
word for "dog."9 

Beyond Green featured the work of thirteen 
artists and artists' groups, and explored the ways 

9 Conrads (2012). 

in which sustainable philosophy resonates in the 
work of an emerging generation of international 
artists hailing from cities in the United States and 
Europe, including Brooklyn, Chicago, San Francis
co, Copenhagen, London, San Juan, and Vienna. 
Artists showcased on the exhibition created port
able, human-scaled works that emphasize the ways 
environmental concerns are linked to other social 
relationships. Some adopted proven principles of 
"green" design; others proposed alternative small
scale modes of living. Still others highlighted the 
problems and contradictions in the very nature 
of sustainability. The exhibition was divided into 
three sections: objects, structures and processes, 
networks - but the artworks presented intertwined 
within those divisions. The great majority of them 
responded to social issues through the production 
of objects and discourses and they recognized the 
idea of sustainability in the way Victor Margolin 
puts it: "The strategy for sustainable development 
aims to promote harmony among human beings 
and between humanity and nature."10 He redefines 
here the definition of sustainability taken from the 
Brundtland Report of 1987 (Our Common Future), 

where the commissioners indicated two central as
pects of sustainability: one is environmental and 
the other is social. In its larger meaning, sustain
ability means the possibility for everyone on the 
planet to have their basic rights and basic needs and 
the proper conditions for their own development. 
However, sustainable art shall be also entailed with 
the non-human world in our moral universe - this 
element is rather unseen at the Beyond Green exhi
bition. Thus, sustainability, as it is shown here, is 
a term incorporating most of all the issues of social 
justice, economics and design aesthetics but not 
usually associated with art. Yet, objects displayed 
at Beyond Green share a common conceptual qual
ity, they are usually artifacts of past or on-going ac
tions. Those which are exposed as autonomic pieces 
of art/ design are few: Marjetica Porn\ Power Tools; 
Frances Whitehead, Primary Plus; and Andrea Zit
tel, Forward Motion. 

Marjetica Potn': focuses on the architecture and 
objects made by the residents of "informal cities;' 
a name she has given to the spontaneous residential 
areas around the edges and in the shadow of global 
metropolises. In her practice she tries to foresee the 
needs of the communities and she uses the method 

10 Margolin (2006: 21). 
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of "urgent architecture" to form temporary sculp
tural installations, collages and drawings. On Be

yond Green she presented some small-scale objects 
from her on-going project Power Tools, in which 
she uses a case study to create functional tools 
from adapted consumer goods. Made by Imvubu 
Projects, the Hippo U'liter Roller that was featured 
at the exhibition is designed to transport and store 
water in impoverished and water-deprived commu
nities in Africa. The artist presents it along with 
a print that indicates some of the social benefits of 
its adoption. The whole series includes prototypes 
for a solar oven, a fuel cell, and a wind-up radio; 
all those devices apply sustainable design strategies 
such as durability and self-power to social needs 
such as lack of easy access to electricity or running 
water. Many of PotrC's drawings address what she 
calls "the struggle for spatial justice;' a process in 
which people reclaim and remake sites that had 
previously excluded them from power and social 
justice. 

Similarly, Frances Whitehead works in dis
turbed urban and rural sites to integrate art and 
cultural expertise into their transformation. Her 
work, Primary Plus, "focuses on the relationship 
between design and disaster."11 This project uses 
found objects that, brought to the museum, be
come objects of reflection on their function. These 
colorful inflatable objects are designed specifically 
to hold different substances, be it drinking water or 
toxic chemicals from spills; they are also transport
able to areas in need of disaster relief. The most 
interesting aspect about this project is the transfor
mation of the object from gallery to the real world. 
These inflatables can be seen in a gallery setting as 
artistic and aesthetic objects, but, at the same time, 
they are fully functional and are used in natural dis
asters of great magnitude to provide for human life. 
It poses an interesting dialect between social and 
formal qualities in art. This dichotomy provokes 
questions about the impacts of environmental dis
asters and thus sustainability itself. 

Andrea Zittel presented one of her living units, 
Single Strand Shapes: Forward Motion (Big Black 
and White X). Her works shall be interpreted as 
an effect of intersection of design and art; through 
modest forms and materials, the artist looks for 
simple forms of living. She shapes furniture and 
clothing from available renewable or waste materi-

11 Smith (2006: 129). 

als such as wood, cotton, wool, and even junk mail. 
Her signature objects, inhabitable sculptures, inves
tigate domestic and urban life in Western societies. 
Her work provokes debates about the changed 
meaning of domestic and collective space. In the in
stallation from the project A-Z Advanced Technol

ogies she used commercially produced carpet and 
paint as an abstract backdrop for several discrete 
elements: a billboard proto-type; one of her trade
mark plywood shelves adorned with hand-felted 
bowls and found objects; and an abstract shape that 
she crocheted by hand. 

A design-related project was also an effect of 
collaboration between Austrian group of activists, 
WochenKlausur, and Midway Studios from Chi
cago. Based in Vienna, this group of activist art
ists has been working together since 1993. They 
develop and realize proposals on invitation of art 
institutions - small-scale but very concrete - for 
improving socio-political deficits. Their name 
translates as "Weeks of Closure" and describes the 
intense, productive time of the residency. In the 
context of many twentieth-century artists who un
derstood how to actively take part in the shaping of 
society, WochenKlausur sees art as an opportunity 
for achieving long-term improvements in human 
coexistence. Invited by the Smart Museum to con
tribute a project for the exhibition Beyond Green, 
WochenKlausur decided to develop an initiative for 
reusing materials discarded by cultural institutions. 
We can comment on their action with words of 
Maja and Reuben Fowkes: "There is another issue 
of art and sustainability to be addressed, and that is 
the question of the sustainability of art structures. 
It involves facing the ecological deficit of large mu
seums and confronting the suspect relationship of 
many art institutions to polluters in the corporate 
world through unethical sponsorship."12 

In this project, nine cultural institutions in Chi
cago supplied materials they no longer needed; the 
usable items were then converted by students at 
design institutes into furnishings and everyday ob
jects that can be used by social institutions. In ad
dition to setting up the network, WochenKlausur 
executed a project in the workshop of Midway Stu
dios to provide an example for the possibilities of 
"upcycling": Deborah's Place, a homeless shelter for 

women, approached the group with a request for 
garden furniture. To fulfill this request Wochen-

12 Fowkes (2010). 
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Klausur designed and built two tables with umbrel
las and twelve stools using cable drums of varying 
size, wooden panels, hoses and other materials. 

Other artists invited to the exhibition that build 
not only objects but also create structures and net
works are Jennifer Allara and Guillermo Calzadilla. 
The duo magnifies areas of political tension in the 
public realm through a wide-ranging body of work. 
They identify and stress the hairline fractures in so
cietal systems (nationhood, environmentalism, and 
states of war and resistance) through performance, 
sculpture, sound, video and photography. At Be

yond Green they presented two videos that bring 
into consideration the environmental condition 
of a small island in Puerto Rico. Vieques remains 
a disputed terrain: after decades of effort by local 
and international activists, the US military stopped 
conducting its notorious bombing exercises on the 
island in 2003. The land is now managed by the 
US Department of the Interior, a shift that raises 
a new set of challenges for Viequenses who wish to 
preserve space for themselves in the face of plans for 
tourist developments and intensive environmental 
preservation. 

Both videos follow a young man around the 
island. In the film Under Discussion (2004-2005) 
a man attaches an outboard motor to an upturned 
conference table and pilots it around the coast of 
Vieques. The work is an understated, evocative 
meditation on Vieques' disputed history and uncer
tain future. In the second video, Returning a Sound, 

the artists follow the path of Homar, a civil diso
bedient, moving throughout the island on his mo
ped. The muffler of his bike has been altered from 
an apparatus used to silence the noise produced 
by the motor to an instrument, a trumpet, used to 
produce a loud resounding call, a call to attention 
and to action, as the island now is entering a tran
sitional period between destruction and recovery 
and a new era of imagining its future development. 

The most powerful work of those presented at 
Beyond Green is Michael Rakowitz's paraSITE. The 
project started in 1998 when Rakowitz began col
laborating with homeless men in Cambridge, Mas
sachusetts, to create their temporary houses. Apart 
from a few prototypes made of vinyl and nylon, 
these inflatable structures are made from cheap, 
easily available materials - tape and plastic bags 
- and then inflated with waste heat vented from 
buildings. When deflated, each paraSITE folds 
into a small, light carrying case. When used within 

public spaces, the plastic structures become shelters 
from cold weather and prying eyes, but they also 
look like mysterious translucent public sculptures. 
The asylum presented in Beyond Green was one 
that Rakowitz created for Bill Stone, who gave it 
back to the artist once he no longer needed it. 

The artist Nils Norman explores public space 
and the ways that urban regeneration often homog
enizes it. He draws on past and present utopian ex
periments in the United States and Europe, as well 
as activist tactics for urban intervention. Norman 
creates artists' books as well as drawings, models, 
and murals that blur the boundaries between art 
and design. For the exhibition in Chicago, Norman 
created a new mural-sized, brightly colored banner. 
The central part of the landscape presents struc
tures discarded from his research on "adventure 
playgrounds" - a term used to describe vacant lots 
in Britain that have been turned into lively public 
spaces through community and child-centered de
sign processes. Norman combines structures from 
different playgrounds to envision an idealized 
play space and emphasizes its utopian possibilities 
through the inclusion of faceted geodesic domes 
like those designed by the visionary architect and 
engineer Buckminster Fuller. Jennifer Allen in her 
review for Artforum writes about Nils Norman: 

Norman's work has been compared to the 
urban projects of artists such as Claes Olden
burg, Robert Smithson, Gordon Matta-Clark, 
and Krzysztof Wodiczko. While these lines of 
influence are readily apparent - especially, with 
respect to Smithson - Norman also belongs to 
a growing group of European artists who work 
with and transform the urban landscape, from 
Atelier van Lieshout's autonomous AVL-Ville, 
2001, in Rotterdam, to Superflex's Superchannel, 
and Elmgreen & Dragset's interventions in city 
parks called Powerless Structures. Vitally linked 
to both continents, Norman's work demonstrates 
that the desire for alternative urban spaces and 
experiences - the renewal of the public realm -
has definitely gone global.13 

Numerous artists presented at Beyond Green 
reflected on the ethics of everyday consumption 
and waste. People Powered, the "brand identity" 
of artist Kevin Kaempf, collects half-used cans of 
paint, recycling them to make all-new hues in Loop 

(2003-ongoing). The collaborative Free Soil in 

13 Allen (2002). 
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its interactive installation F.R.U.IT. (2005) urges 
visitors to question the tremendous resources ex

pended in shipping processes across continents and 
hemispheres, from farm to city. F.R.U.IT. takes up 
the challenge of elevating the ecological knowl
edge of consumers and encouraging a way of life 
that is friendly to the environment. Consumer re
sponsibility is also at the heart of JAM's shoulder 

bag prototypes, equipped with flexible solar panels 
that can charge mobile phones (Noon Solar, 2004). 
JAM, a collaboration between Jane Palmer and 
Marianne Fairbanks, displays a canny awareness of 
how environmentally conscious choices are bound 
up with fashion, taste and the market. 

Summing up, the exhibition Beyond Green. To
ward a Sustainable Art managed to gather diverse 
representations of sustainability in art and to sys
tematize them within a common purpose. Apart 
from creating an artistic discourse, the exhibition 
clearly presented that the world we live in faces se
vere ecological crisis and we shall not talk about 
sustainability as an opportunity for better living, 
but as an obligation. As Margolin states: "Unfortu
nately, as a global society we haven't really learned 
to live together in a sustainable way. The way we 
live is very unsustainable, and it is my belief that if 
we continue this way we shall literally destroy our
selves [ ... ] We have to think beyond just making 
products, which means we have to transform the 
entire way we live."14 In this light the production 
of purely aesthetic art appears deceitful; we could 
even say that the production of art itself is pointless 
at all. Therefore, maybe new ways of presenting sus
tainable art shall be envisioned, together with the 
processes in the artistic practice, where many con
temporary artists generate innovative horizons for 
talking about art and about its non-economic value 
in the context of social activism and sustainability. 

Hildegard Kurt in her essay, Aesthetics of Sus
tainability, argues that questions about the cul
tural and aesthetic dimension of sustainability 
have lagged behind the debates on the topic that 
originated in the natural and social sciences dur
ing the mid 1980s. She criticizes the art world for 
its limited view of sustainability: "In the art world 
lively dialogue is often hindered by errors of see
ing sustainability only as an 'environmental subject' 
and not as a genuinely cultural challenge."15 From 

14 Margolin (2009). 
15 Kurt (2004: 239). 

my point of view, sustainable art is underrated be
cause of its low aesthetic value and its lack of eco
nomic value - it is even more difficult to recognize 
it than purely conceptual art, which, after all, was 
finally adapted to the white cube surroundings. Art 
with its main premise of sustainability is difficult to 
exhibit, because it is based either on a pure process 
and action, either on recycled or upcycled objects 
which are fully functional, but whose form not al
ways meets the requirements of an art institution, 
especially in a sense of aesthetics. Following Kurt's 
thoughts on sustainable art form, it has to be ac
knowledged that, in modernist context, sustainable 
art is a "form of knowledge" - it allows to bring 
"aesthetic competence into the cognitive process -
which makes it different from science and at the 
same time its equal."16 

The artists invited to take part in the exhibi
tion Beyond Green not always identify themselves 
with the term "sustainability;' but they have several 
particularities in common: they combine a fresh 
aesthetic sensibility with a constructively critical 
approach to the production, dissemination, and 
display of art, embedding environmental concerns 
within larger ethical and aesthetic explorations. 
This is why we can relate their practice to concep
tual art of the 1960s and 1970s, when the insti
tutional critique arose; artists started then asking 
questions not only about the status of the object of 
art and its conceptual context, but also about the 
support structures and economics of displaying art. 
Like early Conceptual art, the exhibition urges us 
to think about the production and circulation of 
art. What is more, many works included in the Be
yond Green cross the boundaries of the established 
concept of art as a commodity displayable in the 
institution of the museum or in an art gallery. Art
ists working in an environment of collectives call 
into question the notion of authorship and the 
institutional background of their artistic produc
tion, which sometimes shall be recognized as con
nected to other forms of activity like architecture, 
design and social actions. Despite its interdiscipli
nary character, recently it has become an important 
part of the art world and this fact was clearly illus
trated at dOCUMENTA (13), curated by Carolyn 
Christov-Bakargiev. 

In the area close to the Orangerie and to the 
Museum Fridericianum a garden-as-art was ar-

16 Kurt (2004: 240). 
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ranged. It included various artistic interventions 
into the landscape of Kassel. Kristina Buch's The 

Lover was an open-air butterfly microhabitat in
stalled in front of Kassel's Staatstheater, comprised 
of plants ideal for indigenous varieties of the insect, 
some of which emerged from their chrysalises dur
ing the length of the show. Christian Philipp Mul
ler installed his Swiss Chard Ferry, a group of barges 
filled with different edible varieties, on one of the 
canals in Karlsaue Park. And last but not least, in 
Karlswiese Song Dong created the Doing Nothing 

Garden, a six-meter-high accumulation of rubble 
and organic refuse, sprouting grass and flowers and 
displaying neon signs reading "Doing" and "Noth
ing" in Chinese. 

Furthermore, in the Orangerie Claire Pentecost 
envisioned soil as "a form of currency that anyone 
can create by composting." This idea was embod
ied in the discs and ingot forms made of soil, as 
well as paper banknotes adorned with the portraits 
of figures that have made major contributions to 

ecological thinking. They ranged from Henry Da
vid Thoreau, through Rachel Carson to Wangari 
Maathai, Vandana Shiva, and also included Joseph 
Beuys (1921-1986). 

Other works worth mentioning are those of Tue 
Greenfort and Pierre Huyghe. The latter created an 
installation in the compost area of Karlsaue Park, 
where a fallen Beuysian oak was featured among the 
debris, along with a classical sculpture that sported 
a beehive as a head and a couple of pink-painted 
dogs. The former referred quite directly to some 
works of Donna Haraway (whose text on bio-ecol

ogy appears in the catalogue). His Worldly House 
might bring to mind Henry David Thoreau's hut 
as described in U7alden (1854). 

As T.]. Demos sums up the ecological aspect of 
the exhibition: 

It opened paths for artists to explore the bi
opolitics of nature, the mixed economies of food 
production, and the contested modes of environ
mental governance, present and future. These 
questions lie at the heart of contemporary debates 
over what kind of world we want to live in, how 
it will be organized, and what role art might play 
in its creative imagination, representation, and 
realization. With each passing day, the stakes of 
those debates only continue to grow more mo
mentous.17 

17 Demos (2012). 

Accordingly, the exhibition: Beyond Green. To
ward a Sustainable Art, was the first major attempt 
to gather various attitudes of contemporary artists, 
who try to put ecological theory into their artistic 
practice and make it a valuable point of reference, 
both in the field of eco-thinking, as in the art en
vironment. 
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