
 
1 

When Will The Sleepers AwakenÉ?  

Theoretical influences on a rhizomatic artwork. 

A Caravan Journey from per formative manifesto to creative promise. 

 

Jon Croose 

MA in Cultural Per formance 

Br istol University 2004 

 

It is often interesting to take an established text and replace one key word or concept 

throughout with another, inserting an conceptual ÒvirusÓ into an otherwise familiar, 

coherent narrative in order to observe the resultant shift in its subtext. Earlier in this 

course, during a research placement at the Eden Project, I replaced the word ÒsoilÓ with 

the phrase Òart and performanceÓ in a text describing the Soil Cycle - the natural 

weathering of rocks and organic matter into the ideal material for the support of life. 

This infected text became a stimulus for an interactive wall-poster which viewed 

performance as a part of ecology, and left gaps for participants to create their own 

ecological links through words, cartoons or collage. At Eden, this had the added bonus 

of creating a text with the linguistic appearance of an ecological narrative, but which 

actually addressed issues of art, performance and creative philosophy Ð a chameleon 

text designed to lure unsuspecting Eden scientists into the creative debate. 

In When Will The Sleepers AwakenÉ ? a similar method was used to take a half-formed 

understanding of the Marxist term Òmeans of productionÓ and expand it into the field of 

artistic creation and community festival. The process began on a keyboard 
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at Lanternhouse, home of Welfare State International Ð perhaps the world leaders in the 

Òredistribution of wealthÓ with regard to creativity. As I hit Ctrl/F and watched the text 

change, Marx and EngelsÕ Communist Manifesto and the creative manifestos of some of 

the major avant-garde art and performance ÔmovementsÕ of the twentieth century 

became a launch pad for a project to inspire a political, community artwork. These 

documents spoke of a world in which art and creativity had been stolen from our 

communities, commodified and controlled and sold back to us by the ruling class. The 

texts suggested that creativity, like economy, was suffering from a disease for which the 

now-familiar WSI language of creative empowerment, participation, celebration, 

transformation and aftermath appeared to propose a remedy.  

The mode of production of material life conditions the social, political and 
intellectual life process in general. It is not the consciousness of men that 
determines their being, but, on the contrary, their social being that determines 
their consciousnessÉA  distinction should always be made between the 
material transformation of the economic conditions of productionÉ and the 
legal, political, religious, aesthetic or philosophic Ð in short ideological Ð 
forms in which men become conscious of this conflict and f ight it out. 1 

 

Based on this reading, the cure for the commercial appropriation of our creative 

inheritance seemed to be a grass-roots, revolutionary handing-back of the means of 

artistic production; the mobilisation of artists to immunise their communities against 

capitalist spectacle and designer-festivity; the creation of an artwork which would have 

a life beyond its initial creation and inspire future artworks by the host community 

                                                

1  See Appendix 1 The Effect of Extracts. Source: Marx K, 1859 Ð Preface to A Contribution to the 
Critique of Political Economy, from Baxandall L and Morawski S, 1973. Marx and Engels on Literature 
and Art New York: International General. 
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itself. Strongly influenced by the philosophy and practice of WSI,2 this was the origin of 

the idea for When Will the Sleepers AwakenÉ ? the WorldÕs Smallest Mobile Art 

Gallery, an aging two-berth Castleton caravan, stripped out, brightly painted and stuffed 

with post-modern, neo-Dadaist ÒexhibitsÓ for the delectation of visitors to the 2004 

Staveley Carnival, near Kendal, Cumbria. 

The donation of the caravan by John Fox and Sue Gill of Welfare State International 

provided the perfect ÔvehicleÕ for the project. With the model of a piece of politically 

engaged, active, self-seeding artwork firmly established as my ideal, I turned to the 

manifestos of influential art movements of the 20th century for further inspiration. How 

had the major artists of the modern and post-modern era interpreted this question of 

engagement through art and what poetry and imagery could they offer? 

The Fluxus manifesto of George Maciunas (1963) declares his desire to Òpurge the 

world of bourgeois sickness, Ôintellectual,Õ professional and commercialised culture, 

PURGE the world of dead art, imitation, artificial art, abstract art, illusionistic art, 

mathematical artÉ Ó  and to ÒPROMOTE A REVOLUTIONARY FLOOD AND TIDE IN 

ART.Ó 3 

I was attracted to Fluxus art during a visit to the fifth-floor Manifesto Art exhibit at Tate 

Modern in London, where I found myself drawn in by its self-declared political 

standpoint, its blending of visual arts, music, sculptural and textual elements and its 

                                                

2  See Fox J (1991) A Plea for Poetry, National Arts and Media Strategy. Source http://www.welfare-
state.org/general/johnsessays/poetry.htm 

3  See Appendix 2 Fluxus. Maciunas G (1963) Fluxus Manifesto. Source: www.cornermag.org/.../ 
bernstein04.htm 
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apparent location of art in the everyday world of objects. The exhibition featured 

display cases of objects detached from their expected locations, games, poetry kits, 

tickets and lists of instructions for art ÔactionsÕ in daily life. A particular favourite was 

the Total Art Matchbox by Ben Vautier (1966) 4 a piece with a particularly comic, 

circular dynamism; a challenge to our concepts of action, political activism and the 

nature and value of art itself. MaciunasÕ handwritten manifesto also carries the aura of a 

found object: blocks of text cut up and stuck down in a fusion of dictionary definitions 

with a first-draft revolutionary speech on the barricades. 

The Fluxus influence on When Will The Sleepers AwakenÉ ? lay in the use of found 

objects for the creation of tragi-comic exhibits such as the fictitious Three Drops of 

Semtex Converted Into A Water Engine machine, the practically useless Plumb Line 

which appealed to our sense of vertical stability yet swung constantly as visitors moved 

around the vehicle, and Nails, For Pinning Your Colours to the Mast. Reproductions of 

Disneyland, United Nations and House of Horror tickets, claiming to grant visitors 

Admission to the Corridors of Power, and posted at odd angles on walls and ceiling 

allowed a cut-and-paste, Mail Art sensibility to develop in the caravan. Practical 

engagement with the artwork was also promoted through the exhibit entitled ÔFour 

Volumes of a World History of Peace and Co-operation,Õ a stack of books on top of 

which was an hourglass bearing the inscription Turn MeÉ Before Its Too Late.  It was 

fascinating to watch visitors to the caravan carefully managing the hourglass during 

their visit, as if they felt they were keeping the fragile peace of the planet alive.   

                                                

4  See Appendix 2 Fluxus. Source: www.artnotart.com/fluxus/bvautier-totalartmatch-box.html 
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Reflections on Andre BretonÕs Manifeste Du SurrŽalisme (1924) instilled an anti-

rational lack of boundaries in the developing artwork of When Will The Sleepers 

AwakenÉ ? and an attraction to the juxtaposed imagery of dreams. Together with its 

shifting location of ÔrealityÕ and emphasis on releasing the subconscious to devise 

beyond meaning, BretonÕs manifesto frees the artist from the strictures of tradition and 

allows the random to enter the work. Breton also describes his experiences with 

automatic writing, a narrowing of the gap between impulse and symbol analogous to 

Julia KristevaÕs analysis of the pre-symbolic chora, 5 all of which inspired a desire to 

create an environment in which the participant experienced a feeling of Ôotherness.Õ  

Experimentation with the technique of free-association allowed the transition of the 

caravan project from conceptual thinking to written poetry in the form of an uninhibited 

poetic text.6  This text in turn provided the titles for the final concrete exhibits in the 

caravan. Using BretonÕs suggestions allowed the poetry to emerge as if from the ether, 

informed but not limited by the nature and conceptual thinking of the wider research. A 

key phrase arose which summed up the experiment with neat irony; the caravan was to 

be in some way A Ridiculous Monument to the Absence of Dreams. 

Deleuze and GuattariÕs concept of the rhizome 7 supported this free-associative 

approach in so far as it also encouraged the linkage between image, text, object and 

                                                

5  Kristeva, Julia. 1984, Revolution in Poetic Language. trans. Margaret Waller. New York: Columbia 
University Press. 

6  See Appendix 3 Poetic Titles by Free Association 

7  Deleuze G and Guattari F (1987) A Thousand Plateaus: Capitalism and Schizophrenia Minneapolis, 
University of Minnesota Press p21 
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concept to occur in a multi-linear, multi-dimensional pattern. According to Deleuze and 

Guattari, the rhizome may appear and disappear apparently at random, and it is in the 

gaps between the stimuli that the participant finds their effects. The rhizome is also an 

underground network, a web, a vegetative art-bomb, an invisible connection, a 

happening which may disappear and resurface in a different form. Here also lay the 

inspiration for the aftermath of When Will The Sleepers AwakenÉ ? -  its re-appearance 

at a later date in a new form, from within the host community, to continue its artistic 

journey. 

To facilitate this journey towards  a pledge of action and a changing artistic form, a viral 

text exhibit entitled The Universal Declaration of the Obsolescence of Money 

established the caravan as part of a cash-free economy and promoted issues of 

exchange, pledge and barter which many people found hard to grasp. Despite the anti-

capitalist thrust of the text, which arose from an infected version of the UN Declaration 

of Human Rights, many visitors asked if they had to pay to experience the artwork. 

Many left money inside the caravan by way of thanks, despite being told that the whole 

experience was free. The Universal Declaration of the Obsolescence of Money text also 

                                                                                                                                          

Let us summarize the principal characteristics of a rhizome: unlike trees or their roots, the rhizome 
connects any point to any other point, and its traits are not necessarily linked to traits of the same nature; 
it brings into play very different regimes of signs, and even non-sign states. The rhizome is reducible to 
neither the One or the multiple. It is not the One that becomes Two or even directly three, four, five etc. I t 
is not a multiple derived from the one, or to which one is added (n+1). It is comprised not of units but of 
dimensions, or rather directions in motion. It has neither beginning nor end, but always a middle (milieu) 
from which it grows and which it overspills. It constitutes linear multiplicities with n dimensions having 
neither subject nor object, which can be laid out on a plane of consistency, and from which the one is 
always subtracted (n-1). When a multiplicity of this kind changes dimension, it necessarily changes in 
nature as well, undergoes a metamorphosis. Unlike a structure, which is defined by a set of points and 
positions, the rhizome is made only of lines; lines of segmentarity and stratification as its dimensions, and 
the line of f light or de-territorialisation as the maximum dimension after which the multiplicity undergoes 
metamorphosis, changes in nature. These lines, or ligaments, should not be confused with lineages of the 
arborescent type, which are merely localizable linkages between points and positions...Unlike the graphic 
arts, drawing or photography, unlike tracings, the rhizome pertains to a map that must be produced, 
constructed, a map that is always detachable, connectable, reversible, modifiable, and has multiple 
entranceways and exits and its own lines of flight.  
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asserted the rights of humans to live free of wage slavery and called for an end to 

commercial exploitation, a lifting of economic borders and the right to free migration of 

peoples. The vehicular nature of the caravan ÒMuseumÓ amplified this nomadic notion 

and reinforced a perception of the vehicle itself as a travelling inspiration to further 

artworks, carrying its exhibits around the country and the world like some Victorian 

Great Exhibition. 

Thus, through their interaction with the ÔfreeÕ artworks in the ÔMobile Free StateÕ of the 

caravan, visitors embraced a key question. If money were to be taken out of the 

equation entirely, what options remained for the sustainability of the WorldÕs Smallest 

Mobile Art Gallery? 

The answer came in the form of a posting box inside the vehicle into which visitors 

were asked to place comments, ideas and reactions to the work. 8 Many people 

commented on the comic value of the exhibits and the Òthought-provokingÓ nature of 

the experience. They also commented positively and negatively on the agit-prop quality 

of some elements and on the political slant of the exhibits. This was especially 

displayed with regard to exhibits such as the Bush-Blair Phrenology Cupboard entitled 

Brains of Presidents and Prime Ministers Ð Dissected to Explain Their Behaviours,  and 

the troubling cabinet entitled A Virgin BirthÉ ?  in which Catholic iconography of the 

Virgin Mary was juxtaposed against a kneeling, haloed Action Man figure in a cage, 

hooded, bound and gagged and dressed in a Guantanamo-orange jumpsuit. 

                                                

8  See Appendix 4 Ð ParticipantsÕ Reactions  
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Gentler, environmental responses were encouraged by the exhibit entitled A Pause For 

Thought In the Forest of Reason. For this exhibit the caravan toilet was wallpapered 

with fresh wild flowers, thus transforming it into a wonderfully scented, private room. 

The room contained a golden chair and visitors were encouraged to sit, close the door 

and spend a few moments in isolation. Early 20th century American folk music by Pete 

Seeger, looped continuously in the caravan, added to the displacement of period and 

location. 

Many people commented on their enjoyment of the exhibition, while at the same time 

asserting that they did not know what it Òmeant.Ó They also asked where the caravan 

was going next, to which they received the response ÒWe are giving it away, would you 

like it?Õ    

At this point the posting box became an opportunity for people interested in taking the 

caravan on the next stage of its journey to offer a pledge or promise of some creative 

community action that they would organise and in which the gallery would play some 

role. They were asked to think of ways they might change or adapt the vehicle for this 

purpose and to return with a written proposal which they would leave in the box. They 

were told that the person whose idea best suited the continuing philosophy of the 

caravan experience would receive the vehicle free of charge, delivered to their door, or 

else the artwork would be scrapped. 

It was here that the principles, images and atmospheres experienced within the caravan 

by many visitors, especially children, were transformed into intentions for community 

action and pledges for the rhizomatic resurfacing of the vehicle in a different location 

and in a different form. It was in this moment that the artwork encouraged acts of 

political, creative, community engagement which were inspired in the 
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same, free-associative, multi-dimensional way in which the caravan was originally 

conceived.9 

The nature of the pledges received was also influenced in part by the participation of 

visitors in community mural painting as part of the developing artwork. Three sides of 

the vehicle were already painted with a mural which asked the full, title question of the 

piece, When Will The Sleepers AwakenÉ  and Rid This Planet of War? The mural, 

confrontational in nature yet cartoon in execution, was intended to encourage viewers to 

consider their own position in a world facing a possible meltdown of environmental 

degradation, militarism and consumption. The mural showed the Sleepers, unconscious 

on the last island of pristine nature, oblivious to the pollution of the seas by a military-

industrial complex which turns human labour into money and bombs, the very issues 

addressed by Marx and Engels in their Communist Manifesto. The front of the caravan, 

however, was left unpainted, divided into sections where visitors could paint their 

individual visions of the future as they would like to see it; free space to outline their 

remedies for the situation in which they found themselves. 

Painted in colours of their choosing, these outpourings of visual art reflected visitorsÕ 

responses to the issues raised, their ideals and their reactions to the exhibits inside the 

vehicle. Rainbows, peace signs, beautiful landscapes, birds of love, trees of 

remembrance and messages to the departed, all in different artistic styles, realist and 

abstract, appeared as the community reclaimed the artwork for itself. These were also 

the sentiments which informed the more concrete pledges made by some visitors to 

ensure the continued artistic life of the vehicle. At the end of the three-day carnival we 
                                                

9  See Appendix 5  - Creative Pledges  



 
10 

did indeed make a choice and the caravan was duly passed to a local artist, Sarah Pike, 

who pledged to use it as a resource for two community arts projects. Sarah signed a 

formal pledge to confirm that she would keep us informed of the progress of these 

plans. Where and when the rhizome will appear again and it what form, remains to be 

seen.   

For AffirmationÉ I will use the Caravan as an inspiration and resource for a 
project to encourage as many Staveley village members as possible to write a 
poem, quotation, sentence or word describing what Community means to 
them. These will be printed onto fabric to make a prayer flag through the 
village. Also, I  will use the caravan as an inspiration and resource for a 
project to create a Staveley village sign printed in residentsÕ handprints. 

For Wishes and Dreams and Remembrance Ð Once a year I will use the 
Caravan as an inspiration and resource for a project in which a community 
group will make small paper hot air balloons containing our wishes and 
remembrances to be sent aloft as one big community.  10 

 

The inspiration for this aspect of the work came from the participatory philosophy of 

WSI and was also influenced by the Situationist Manifesto of Guy Debord (1960) in 

which he outlines a participatory revolution of the imagination as the means to 

overthrow capitalism. Debord laments the commodification of art and human 

relationships into mere ÔspectacleÕ and calls on communities to reclaim their powers of 

creation. 

Against unilateral art, situationist culture will be an art of dialogue, an art of 
interaction. Today artists - with all culture visible - have been completely 
separated from society, just as they are separated from each other by 
competition. But faced with this impasse of capitalism, art has remained 
essentially unilateral in response. This enclosed era of primitivism must be 
superseded by complete communication. At a higher stage, everyone will 
become an artist, i.e., inseparably a producer-consumer of total culture 
creation, which will help the rapid dissolution of the linear criteria of novelty. 
Everyone will be a situationist so to speak, with a multidimensional inflation 

                                                

10  Sarah PikeÕs Creative Pledge 
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of tendencies, experiences, or radically different "schools" - not successively, 
but simultaneously. 11 

 

Another influence on this aspect of the work was Jerry RubinÕs assertion of the power 

of the individual to affect change in the Yippie Manifesto, 12 where he states that The 

ground you stand on is liberated territory. The Sleepers represent a generation of 

people akin to the proletariat who have within them the power to bring about radical 

change through their political, artistic and economic actions. In his manifesto, Rubin 

calls on the youth of 1960s America to expose the myths which led to the Vietnam War. 

In much the same way, the Sleepers caravan highlighted the syndrome which led to the 

war in Iraq 30 years later, through its mural and the carnivalesque, bunkum-medicine 

exhibit entitled A Taste of Dr ToxicÕs Oppressive Regime Powder, a bottle full of 

powder which looks like anthrax but is simply salt. The desert wreckage visitors 

encountered when they pulled open the drawer entitled Heads in the Sand to discover 

clay faces staring back at them alongside upturned shoes, beetles and pieces of metal, 

served a similar purpose. The exhibit entitled Umbrellas to Protect Us From Bombs 

sought to point out the futility of the ÒWar on TerrorÓ using World War 2 blitzkrieg 

propaganda posters and skinless umbrellas made of flimsy wire. In Iraq and America 

and also here in the UK, RubinÕs prophetic manifesto rings true yet again, raising the 

central question and challenge of the caravan project When will the Sleepers 

AwakenÉ And Rid the Planet of War? 

                                                

11  Debord G (1960) Situationist Manifesto Originally appeared unsigned in Internationale Situationniste 
No.4   from  Asger J (1994)  Open Creation and its Enemies, London, Unpopular Books. Sourced at 
www.infopool.org.uk/6003.html 

12  From Rubin J (1970) Do It! Scenarios of the Revolution, New York: Simon and Schuster. Sourced at 
www.montgomerycollege.org/Departments/hpolscrv/yippiemanifesto.html 
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To try to suppress youth, Nixon will have to destroy the Constitution. We 
will be presumed guilty until proven innocent. Our privacy will vanish. Big 
Brother will spy on all of us and dominate our lives. Every cop will become a 
law until himself. The courts will become automatic transmission belts 
sending us to detention camps and prisons. People will be arrested for what 
they write and say. Congress will impose censorship on the mass media, 
unless the media first censors itself, which is more likely. To be young will  
be a crime. In response, we must never become cynical, or lose our capacity 
for anger. We must stay on the offensive and be aggressive: AMERICA: IF 
YOU INJURE ONE, YOU MUST FIGHT ALL. If our opposition is united, 
the repression may backfire and fail. The government may find the costs too 
heavy. DonÕt think, ÒThey can never get ME.Ó They can. You are either on 
the side of the cops or on the side of human beings. 13 

 

The community mural transformed this bleak uncertainty about the state of the planet 

into works of positive, restorative art. Painting the vehicle was a shared activity that 

gave ultimate ownership and control of the caravan ÔworldÕ to the people of Staveley, to 

transform as they saw fit. The caravan sat comfortably in its context, as a small part of a 

three-day community event which was the creative result of two months of participatory 

workshops in music, costume making, performance and environmentalism.14 Everything 

that took place over the three days involved home-made artworks and the use of found 

materials amid a suspension of materialism, traffic, pollution and commercialism. No 

money was raised Ð the event existed for its own sake, and people went away re-

energised by its creative celebrations.  

In conclusion, the caravan journey from performative manifesto to creative promise 

arose from the fusions and challenges that the Sleepers caravan presented to visitors - 

                                                

13 From Rubin J (1970) Do It! Scenarios of the Revolution, New York: Simon and Schuster. Sourced at 
www.montgomerycollege.org/Departments/hpolscrv/yippiemanifesto.html 

 

14  See Appendix 6  Staveley Carnival 2004 



 
13 

political, aesthetic and cultural - and the freedoms they were given to interpret and 

change the environment as they saw fit. The rhizomatic absence of a fixed meaning, the 

multi-layered narratives and the encouragement towards free-associative interpretation 

allowed the artwork to function in a democratic manner, with each visitor ascribing 

their own understanding to the work. This democratic freedom of interpretation was the 

fruit of the modern Art manifestos which inspired the research period for the project. It 

sought to smash the ability of the ruling class to decide the relative merits of different 

artworks on our behalf, even to the extent of telling us what Art Ôis,Õ and what it is Ônot.Õ  

In addition, the multi-layered nature of the exhibits inspired the generation of ideas for 

new works of art in a similar vein, allowing the caravan to ÔdisappearÕ as a functional 

object in a rhizomatic sense and re-appear as a different object with a different function 

elsewhere, be it as an art gallery, a Mobile Free State or as a stimulus for a pledge of 

community action.  The further transformation and long term success of the project now 

lies with Sarah Pike and the people of Staveley, Cumbria. We await the no-doubt 

colourful, mailed invitation to their next caravan event with excitement and anticipation. 
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