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ANTONS VIDOKLS

Populara geometrija

Mums visapkart ir deradikalizétas revolucionaras, grafiskas,
ikonografiskas un arhitekturalas shémas, ko atstajis 20. gadsim-
ta sakums — laiks, kad aktivas kustibas politiskaja, socidlaja un
makslas joma izvirzija sev vienu mérki: mainit pasauli. Laikmeta
estétiska izjita saknojas utopiskas ceribas, kuru paliekas — arte-
faktu un modernistisko abstrakciju veida - joprojam caurstravo
misu vizudlo lauku. Tas joprojam mégina funkcionét ka attistibas
un progresa, tatad - nakotnes zimes.

Popular Geometry (Populdra geometrija) ir publikaciju sérija
laikraksta formata, kuru més ar DZuljetu Arandu aizsakam paga-
juSogad. Katru nakamo numuru més publicéjam ar jaunu lokalo
saturu un vietdja valoda, bet ari ar starptautisko laidienu anglis-
ki. Pedéjais numurs iznaca Meksika 2004. gada maija, un kopa
més lidz $im esam izdevusi tris numurus Cetras dazadas valodas.
Pirmais tika radits izstadei Stambuld, kas saucas Bez tevis es
neesmu nekas. Tas ietvaros publiskaja telpa tika izstaditi islaicigi
makslas darbi, kuru pabeig3ana tika realizéta, iesaistot auditoriju
darijumos — tirdznieciska apmaina, kas notika galerijas arpuse.

Ne es, ne DZuljeta pirms tam nebijam bijusi Stambula. Tobrid -

spriedze starp Turciju un ASV sakara ar Irakas karu bija sasniegusi
apogeju - tas mani, cilvéku no Nujorkas, nenoliedzami iespaido-
ja. Pratojot, kadam projektam varétu bit jéga 3aja svesaja pilséta
ar man nezinamo auditoriju, es uzdiros 1973. gada neliela
Pensilvanijas $tata regionald laikraksta publicétam rakstam par
amerikanu skulptora Tonija Smita darbu. Raksts ar nosaukumu
Meés zaudéjam atspoguloja vietéja méroga konfliktu, kas bija
izvérties sakara ar Smita darba - liela izméra skulptiras, kas bija
veltita Amerikas zaudéjumam Vjetnamas kara, — iegadi par no-
dokju naudu. Protams, més tadal grib&am to kaut ka parpubli-
cét, — pat tad, ja tas nozimétu tikai producét Stambulai avizi ar
nosaukumu Més zaudéjam lieliem burtiem.

Skulptira Més zaudéidm ir melna geometriska figira -
apgazta térauda arka; sava zina antitriumfa arka. Raksts ir visai
divains un vaji uzrakstits, autors neparprotami nav laikmetigas
makslas lietpratéjs. Vins cité vietgjo iedzivotaju viedoklus par
darbu, un ari tajos atspoguljojas neparprotams zinasanu trikums.
Tomér tas, ko raksts izradijas visskaidrak atklajam, bija tik zimiga
nespéja uztvert un izprast, kas skira darbu, 1@ auditoriju un
#urnalistu, kurd bija nolémis par to uzrakstit. Tas bija divains
sapratnes parravums, un to bija |oti interesanti papétit dzilak.
Vélak més atradam vél daudzus citus rakstus, publicétus dazados
laikos no 1960. gada lidz mosdienam dazadu valstu vietéjos laik-
rakstos. Tie visi atkal un atkal no jauna apliecinaja to pasu nepa-
tiku, neizpratni un naidigumu, kuru vietéja sabiedriba un prese
izjit pret S0 zanru — abstraktas geometriskas formas publiskajiem
makslas darbiem. Masu avize Populdrd geometrija ir $i diskursa
neilgmiiZigs arhivs. Ta nekada zina nav ieceréta ka publiskas vai
abstraktas makslas kritika - ta ir tikai nesapratnes hronika.

Nuevo

2001. gada es kadu laiku pavadiju Mehiko centra. Jau pir-
majas paris diends péc ieradanas es ievéroju metro &kas. Sis bives
tiidal pievérsa manu uzmanibu - tas bija tik arkartig: ikdieniskas

% un parastas un tajd pasa laika sava dizaina superekscentriskas,

spresivas un eksperimentalas. Tobrid es daudz domaju par
ana dizaina dialektiem un ka tie sasaistds ar modernistu

“abstrakto vizualo valodu.

ANTON VIDOKLE

Popular Geometry

We are surrounded by the de-radicalised revolutionary,
graphic, iconographic and architectural schemes of the early
20th century, a period of political, social and artistic activity,
which set itself the mission of changing the world. At the root of
the period's aesthetic sensibilities lay utopian hopes whose ves-
tiges, in the form of the artifacts of modernist abstraction, still
permeate our visual field. They still attempt to function as signs
of advancement and progress, and thus of the future.

Popular Geometry is an ongoing newspaper publication |
started with Julieta Aranda last year. Each of the successive issues
of the newspaper incorporates new local content and is pub-
lished in a local language, but always also with an international
edition in English. The latest edition was published in Mexico in
May 2004. To date we have produced 3 editions of the newspa-
per in 4 different languages. The first of these was made for a
show in Istanbul entitled Without You | Am Nothing, which
involved ephemeral public works that were to be completed
through a transaction with the audience, in a series of mercan-
tile exchanges taking place outside the gallery space.

Neither Julieta nor myself had been to Istanbul previously.
This was at the height of tensions between the US and Turkey
over the war in Iraq, and this of course affected me as someone
from New York. While thinking about what would make sense in
this unfamiliar city with its unknown audience, | came across an
article about a sculpture by American artist Tony Smith published
in 1973 in a small regional newspaper in Pennsylvania. The arti-
cle, called We Lost, described a local controversy about the pub-
lic acquisition of a large-scale sculpture by Smith that celebrated
America‘s losing the Vietnam War. Of course we immediately
wanted to somehow republish this, even if it meant only pro-
ducing a newspaper for Istanbul with the phrase ‘We Lost’ as the
title in large letters.

The sculpture We Lost is a black geometric form made of
steel in the shape of an up-side-down arc; a kind of anti-tri-
umphal arc. The article was very strange and badly written by
someone who was, no doubt, not an expert in contemporary art.
It included samples of the local residents’ opinions about this
work, and they were equally misinformed. Somehow what it
indicated most was the peculiar misperception and incompre-
hension between the work, its audience and the journalist who
decided to write about it. This was a strange gap in understand-
ing, and it was very interesting to explore it further. Subsequently
we found many more articles published during different
decades, from the late 1960s until now, in local newspapers
from different countries. Basically, these articles stated over and
over again a similar degree of dislike, incomprehension and anta-
gonism on the part of the communities and the press towards
artworks of this genre: abstract geometric public artworks. Our
newspaper, Popular Geometry, is an ephemeral archive of this
discourse, It is in no way intended as a criticism of public or
abstract art, it is merely a chronicle of misunderstanding.

Nuevo

In 2001 | spent a period of time in the centre of Mexico City.
During the first few days after | arrived | noticed the Metro build-
ings. These structures immediately caught my attention, because
they were extremely mundane and ordinary, and at the same



Ka es velak uzzinaju, Sis ékas tikuias pasutitas 1966. gada
ka daudz plasakas pilsétas attistibas programmas dala, un tam
bija jabit gatavam lidz 1968. gada Mehiko olimpiskajam spélém.
Tas ir modificéjamas, un visa pilséta ir vairak neka 40 daZadu ver-
siju. Ekai pie Salto del Agua metro stacijas - manas filmas objek-
tam — bija jabut uzceltai ka vienai no pirmajam. Skiet, neviens
vairs nezina, kas toreiz atbildéja par 5o bivju dizainu, - es taujaju
péc dis informacijas metro sindikata arhivaram, bet vins ta an
neko neatrada. Lielakais, ko izdevas noskaidrot, bija, ka tas
pasdtitas nevis arhitektam, bet gan inZenieru grupai — Civilo inZe-
nieru asociacijas biedriem. Lidz olimpiskajam spélémi éka ta ari
nebija gatava - to pabeidza gadu vélak, 1969. gada. Originalaja
ieceré fasades betonam bija japaliek kailam, nekrasotam.

Kad es pirmo reizi ieraudziju Salto del Agua metro éku, ta
bija neapdzivota. Logu iekipusé bija uzkrajusies bieza putekju
karta, parvérsot tos spogulos. Ta ka logi bija novietoti slipa lenki
pret leja esofo ielu, tajos atspogulojas cilveku un masinu kustiba,
kioski un ielu tirgoni, makonu formu, gaismu un krasu mija. Tas
bija |oti gleznieciski, un, kad mani aicinaja izstadit kadu publisku
darbu izstadé, kuru organizéja viens no Mehiko muzejiem, es
piedavaju nokrasot 3is €kas fasadi spilgti sarkanu. -

$ada iecere balstijas vairakos apsvérumos. Tas ir méginajums
atrast dzivotspéjigu metodi, ka laikmetiga gleznieciba var ienemt
savu vietu dinamiskaja pilsétas vidé — ne ka tiri estétisks Zests, ne
ari didaktiska uzmak3anas, bet — gribétos cerét - ka lietderiga
darbiba. Tapat tas ir méginajums uzsveért sakaru starp moderna
laika agrinajam utopiskajdm sakném un ta pédam musu (joti
neutopiskaja) pilsétas dzives ikdiend. Visbeidzot, tas ir eksperi-
ments: vai makslinieka piedalisanas var tiedi un labvéligi iespaidot
cilveku eksistenci konkrétaja situacija (3ajd gadijuma — pie Joti
dziva transporta mezgla un komercidla rajona)? Pirms daZiem
desmitiem gadu tika pienemts, ka - ja, protams, - maksla,
arhitektira un dizains var mainit un uzlabot cilvéku dzivi un
pasus cilvékus. Sobrid més — makslinieki — Skiet, apmierinamies ar
sava veida “socidlo komentétaju” atviegloto lomu. Ar 50 darbu
es vélgjos no jauna pardomat 30s jautajumus.

Nuevo pirmaja fazé ékas fasades parkrasosana sarkana krasa
notika ki pakapeniski moduléta (step-by-modular-step) perfor-
mance, kas notika no 2003. gada 4. lidz 17. augustam. Krasosa-
na tika organizéta ka sabiedrisks pagaiddarbs, kas sava zina at-
bilst meksikanu sienu apgleznodanas tradicijam un saistas ari ar
agrind utopiska modernisma makslas stratégijam, kuras bija vers-
tas uz sabiedribas parveidi ar vides estétiskas parbives lidzek-
liem. Pakapeniskais kraso3anas process rosinaja performances
idejas paplasinasanu lidz lendarta mérogiem (gan pilsétas kon-
teksta).

Ekai - kas nu jau drizak funkcionéja ka performétaja kerme-
nis — tika pieskirts fragmentétajai un daudzveidigajai pilsétas
publikai adresétas socidlas, estétiskas un politiskas akcijas saturs.
Krasodanas gaita tika uznemta ari 16 mm filma, kuras montazu
vélak veica Dzuljeta Aranda. Filmas skanas fonam izmantots
Kristiana Mancuto autentiskaja norises vieta 2001, gada septem-
bri veikts ieraksts.

time super-eccentric, expressive and experimental in design. At
this time | was starting to think a lot about the urban design ver-
nacular and how it is connected to the modernist abstract visual
language.

As | found out later, these buildings were commissioned in
1966 to be completed for the Olympic Games of 1968, as part
of a much larger urban development programme. The buildings
are modular and there are more than 40 different versions of
them throughout the city. The one located at the Salto del Agua
metro station, the subject of my film, was one of the first to be
built. No one seems to know who was responsible for the design
of these structures, | have inquired about this with the archivist
of the Metro Syndicate but he found no record about this. The
best we were able to find out is that it was commissioned not
from an architect but from a group of engineers who belonged
to the Association of Civic Engineers. The building was not com-
pleted in time for the Olympic Games, but finished one year
later, in 1969. Originally the concrete of the facade was exposed,
not painted.

When | first saw it, the Salto del Agua metro building was
vacant. The inside of the windows had accumulated a thick layer
of dust, transforming them into mirrors. Since they were tilted at
an angle towards the street below, they reflected the movement
of people and cars, the kiosks of street merchants, changes in
cloud formations, light and colour. It was very pictorial, and
when | was invited to present a public work for an exhibition
organised by one of the museums in Mexico City, | proposed to
repaint the facade of this building bright red.

This project was motivated by several considerations. It is an
attempt to find a viable way for contemporary painting to take
place in a dynamic urban situation; neither as a purely aesthetic
gesture, nor as a didactic imposition, but hopefully as a useful
act, It is also an attempt to underline a connection between the
early utopian roots of modernity and the presence of its traces in
our (very un-utopian) urban daily life. Finally, it is an experiment:
can an artist’s intervention have a direct and beneficial effect on
people’s life in a particular situation (in this case a very busy
transportation junction and a mercantile area)? A few decades
ago the assumption was that yes indeed, art, architecture and
design can change and improve people’s lives and people them-
selves. Presently, as artists, we seem to be content with the
reduced role of being "social commentators” of a kind. With this
work | wanted to rethink these questions.

In the first phase of Nuevo the facade of the building was
repainted red in a step-by-modular-step performance, which
took place from 4 to 17 August 2003. The painting constitutes a
temporary public work, perhaps in the tradition of Mexican
mural painting, and also relating to the strategies of early utopi-
an modernist art that aimed at transforming society through aes-
thetic reconstruction. The gradual process of painting suggested
an expanded idea of performance on a scale of land art (albeit
within an urban context).

The building, much like the body of a performer, was made
to contain a social, aesthetic and political act for a diverse and
manifold urban public. Throughout the duration of the painting
a 16 mm film was shot, and later edited, by Julieta Aranda. The
sound track for the film was recorded by Cristian Manzutto in
the same location in September 2001,
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