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ANNIJA FLECERE
Makslas telpa?

Vai ir iespéjams izmantot 3o plaso kultdras aktivitates
kapumu kam citam, izpemot tdrismu, patérinu un kolektivu cil-
vécisko emociju un uzmanibas apstradi?

Braiens Holmss,
www. republicart.net

Saja apceré es vélos izpétit telpas kolonizé3anas ideju,
aplikojot projektu sériju, kas ir apzinati veidota saistiba ar
konkrétu laiku un vietu. Es piedavasu 2001. gada raditos darbus,
kas domati publiskajai telpai, proti, Asjera Peresa Gonsalesa
darbu Kissarama un Laierna Gilika darbu “Lai ierobeZotu domu,
mums jaspéj domat par abam robeZas pusém... Mums jabut
spéjigiem domat to, kas nav domajams.”

Es vélétos apcerét kolonizacijas jédzienu. Laikmetigas mak-
slas kUrésanas konteksta tam ir negativa pieskana. Prata nak
vairaki jautdjumi, un tie var sniegt daZus kritérijus kontekstualu
makslas projektu novértésanai. Kas okupé telpu? Ka informacija
tiek kooptéta, izmantota un izplatita? Vai atveidojumam var ticét
konteksta specifikas ietvaros? Pagatné istenotu projektu par-
likosana varblt varétu dot iesp@ju apdomat Sos jautdjumus un
kritiski izvértét 3o projektu funkcijas. Vai varbit tie nemaz
nefunkcionéja parak labi, un tada gadijuma ir interesanti saprast,
kadel.

Ka kuratoru mani interesé ne tikai makslinieka raditais. Es ari
pievérSu uzmanibu makslas iedarbibai, kad ta nostiprina noteik-
tas konvencijas un domalanas veidus. Vai maksla ar tas klat-
bitnes mehanismiem daZreiz izdz&s citas realitates? Kas notiek,
kad sastopas citddas reakcijas un atSkirigi pretestibas punkti?
Viens no kritérijiem, ko es paturu prata, veidojot savu kuratora
attieksmi pret konkréto situdciju, ir ticamiba. Ar to es domaju
atpazifanas un interpretacijas veidus, kas iesaistas spélé, kad
makslas prakse apzinati vérias pie lielakas un plasakas auditori-
jas. Kas notiek, kad maksla ienak pladaka sabiedriska telpa (kas
Seit tiek diskutéta ka publiska telpa) un vérias pie plasakas
sabiedribas dajas neka ta, kas parasti identificé sevi ka laik-
metigas makslas auditoriju?

Kissarama bija projekts, ko Asjers Peress Gonsaless istenoja
Belfasta ar mérki labot Ginesa rekordu gramata registréto paru
vienlaicigas skUpstisanas rekordu konkrétd vietd. Peresa
Gonsalesa formulétais mérkis bija saaicinat starptautisko presi
Belfasta, lai t@ zinotu par neikdienidkiem notikumiem, proti,
nesaistitiem ar daZzadiem spridzinasanas un slepkavibu aktiem,
kas Zeit notikusi 30 gadu ilga posma. Ta bija dala no lielaka kura-
toru projekta ar nosaukumu “Starptautiska valoda”. To orga-
nizéja Grassy Knoll Productions, piedaloties desmit makslinie-
kiem, kas veidoja jaunus publiskus projektus, atbildot uz pas-
reizéjo politisko un ekonomisko parmainu situdciju Belfasta.
Pirmo reizi 30 gadu laika Ziemelirija bija funkcionéjoda valdiba,
abu pudu paramilitdrie grup&jumi bija noslégusi pamieru un pati
pilséta Skita attistamies un mainamies. Es kopa ar savu kolégi
kuratoru Filu Kolinsu, aicinajam Asjeru Peresu Gonsalesu radit
projektu, kas varétu kaut ka komentét 3o situdciju.

Man joprojam ir |oti interesanti pardomat So projektu, jo
man Skiet, ka tas apspéléja bitiskus jautajumus par Belfastas
télu, mediju darbu un makslas uztveri publiskaja telpa. Darba pie
projekta |oti atri noskaidrojas, ka pilsétas komercialas un pil-
soniskas aprindas bija sajisma par 5o ideju. Més istenojam pro-
ektu jaunaja izklaides centra Odiseja paviljona. Tas 3eit bija pir-

ANNIE FLETCHER

Art Space?

Is it possible to use this vast development of cultural activity for

anything other than the promotion of tourism, consumption,
and the batch processing of human attention and emotion?

Brian Holmes,

www.republicart.net

In this paper | want to examine the idea of colonising space
through a series of projects that are consciously produced in rela-
tion to particular times and places. | will present works produced
in 2001 for what is known as public space, namely Kissarama by
Asier Perez Gonzales and In order to be able to draw a limit to
thought we should have to find both sides of the limit
thinkable... We would have to be able to think what cannot be
thought by Liam Gillick

| would like to reflect on the notion of colonising. In the
context of contemporary art curating it carries negative associa-
tions. Colonising suggests a clear and totalising occupation of
space. Several questions come to mind, and they may provide
some criteria for evaluating context-specific art projects. Who is
occupying space? How is information co-opted, used and dis-
seminated? Is representation credible within the specifics of the
context? Revisiting a series of past projects will perhaps make it
possible to think through these questions and to critically review
how these projects functioned. Or perhaps they didn’t function
very well, and in that case it's interesting to find out why.

As a curator I'm interested not only in what is produced by
the artist. | also look at what happens when art operates by rein-
forcing particular conventions and modes of understanding.
Does art, with its mechanics of presentation, sometimes erase
other realities? What happens when other reactions and differ-
ent sites of resistance occur? One of the criteria | try to have in
mind when | form my own curatorial response to a particular sit-
uation is credibility. By that | mean the modes of recognition and
interpretation that come in to play when art practice is con-
sciously addressing a larger and wider audience. What happens
when art enters into a broader social space (what is being dis-
cussed here as public space) and addresses itself to a wider seg-
ment of society than those who conventionally identify them-
selves as an audience for contemporary art?

Kissarama was a project developed by Asier Perez Gonzales
in Belfast with the aim of breaking the world record, quoted by
the Guinness Book of Records, for couples kissing simultaneous-
ly in the same place. Perez Gonzales's stated aim was to draw the
international press to Belfast for “different-than-usual-reasons”:
precisely, not the weekly reporting on various bombings or killing
that have taken place over the 30-year period of “the troubles”.
This was part of a larger curatorial project called International
Language. It was organised by Grassy Knoll Productions, and
featured ten artists who developed new public projects in
response to the current state of political and economic flux in
Belfast. For the first time in 30 years there was a functioning gov-
ernment in Northern Ireland, the paramilitaries on both sides had
agreed to a cease-fire and the city itself seemed to be in the
throws of development and change. | and my co-curator Phil
Collins asked Asier Perez Gonzales to make a project that could
somehow comment on this situation.

For me it's still very interesting to think about this project,
because | think it addressed important issues of how Belfast is
represented, how the media work and indeed how art is read
within public space. What became clear very quickly as we were




brivu piedavaja autobusus, lai atvestu skupsta dalibniekus, un
musu viesis pat bija slaveniba no hokeja komandas Giants.
Kissarama Skita Joti atbilstoss projekts pilsétas téla izmainisanai.
Savd zind tas darbojas ka ta briza pilsétas politisko un
ekonomisko intereSu skatlogs. Bija televizijas reportazas no
notikuma vietas, un tajas piedalijas daudzi Belfastas avizu kores-
pondenti, kas bija radusi pievérsties lielajai politikai. Tomér pub-
lika nebija atsauciga. Mums kopa bija ap 400 péru, un bija
nepieciesams vél vismaz 1000, lai parspétu rekordu. Vélak, kad
vilianas izgaisa, bija visai interesanti parrunat projektu un to, ka

notikuma veiksme un ticamiba tika novértéta loti daiadi no -’

atékirigu Jauzu puses. K& makslas darbs tas bija interesants no
dazadiem aspektiem, bet ka izklaides pasakums tas bija izgazies.

Gonsalesa darbd man vienmér ir patikusi vina apnémiba
nodarboties ar kapitalisma struktiram un nosacijumiem. Vins
atsakas ticét, ka maksla var tikt kaut ka noskirta no ekonomikas.
Ving apgalvo, ka jums ir jaielec tiedi vissareZgitakajas idejas par
izklaidi un servisu, sakot, ka ir iespéjams piedavat auditorijai kaut
ko un vienlaikus saglabat kritisku poziciju. Vin uzdod |oti tieSus
jautajumus par ticamibu. Vind prasa no saviem milzigajiem pro-
jektiem, lai tie darbotos vairakos limenos un izturétu komercijas
nezéligo spriedumu. Patiesi, §i projekta pamata bija ta definé-
$anas jautajums veiksmes vai neveiksmes kategorijas. Projektu
Kissarama |oti atdkirigi novértéja makslas publika un plasaka
sabiedriba. $ada spriedze, manuprat, |ava parskatit masu kritikas
un vértésanas principus attieciba uz $ada veida laikmetigas mak-
slas projektiem un jautat, kas isti var tikt radits publiska telpa.

Otru projektu, ko es gribétu apspriest $aja konteksta, veido-
ja Laiems Giliks, kas ari bija ielligts uz “Starptautiskas valodas”
pasakumu. Vina priekslikums bija izvietot pilséta teorétiskas
fizikas jautajumus, ko 2001, gada laikraksts New York Times bija
atzinis par svarigakajiem. Mums 3kita interesanti, ka 3aja laika
Ziemelirija, kur tika apspriesti sarunu un vienosanas jautajumi,
makslinieks piedavdja glui citu problému kiastu. Sie jautajumi
bija fundamentali, un tiem bija sakars ar to, ka darbojas pasaule
(var sacit, ka maksla nodarbojas ar to pasu, tikai drosi vien cita
limeni). Viens no piemériem bija: “Ka kvantu gravitate izskaidro
Visuma izcelSanos?” Cits jautajums: “Kada fizikas nozare
izskaidro milzigo atikiribu starp gravitacijas mérogu un elemen-
tardalinu masai raksturigo mérogu?”

Sie jautajumi tika izvietoti visa pilséta ar dazadiem
lidzekliem: ka plaksnes, plakati, projekcijas vietéja kino. Divi no
tiem tika uzkrasoti uz eku zelminiem, kur Ziemelirija parasti izvie-

working on the project was how the commercial and civic inter-
ests in the city just loved the idea. We launched the project in the
brand new Odyssey pavilion, a leisure centre. It was the first pub-
lic event there. The Irish News, a local paper agreed to do a spe-
cial Kissarama issue, the city transport provided free busses to
transport the kissers out there, and we even had the star player
from the Giants, an ice hockey team, as our celebrity guest.
Kissarama seemed to absolutely correspond with their desire to
repackage the city. In a way it functioned as a shop window for
the political and economic drive of the city at that moment.
There were television spots, and many of the Belfast newspaper
correspondents accustomed to focusing on mainstream politics
came to report. However, the public didn't buy it. We only had
a grand total of about 400 couples and we needed at least 1000
more to have a chance of breaking the record. Later, when the
disappointment faded, it was quite interesting how we all talked
about the project and how its success and credibility was evalu-
ated in very different ways by different people. As an artwork it
was interesting on all kind of levels, but as a piece of entertain-
ment it was a disaster.

What | always like about Gonzales's work is his insistence on
engaging with the structures and demands of capitalism. He
refuses to believe that art can somehow disassociate itself from
the economy. He contends that you should jump right into the
trickiest ideas about entertainment and service, arguing that it's
possible to offer something to your audience and engage criti-
cally at the same time. He asks very direct questions about
credibility. He demands of his own huge projects that they
should function on many levels and stand up to the merciless
judgement of tough commercialism. Indeed, the very core of this
project was how it must be defined in terms of success or failure.
Kissarama was judged in very different ways by the art audience
and by the wider audience. Such tensions, | think, make it possib-
le to reconsider how we critiqgue and evaluate contemporary art
practice of this kind, and to ask what can really be produced in
public space.

The second project | would like to discuss in this context was
by Liam Gillick, who was also invited to International Language.
His proposal was to disseminate what had been listed in the New
York Times in 2001 as the most important questions in theoret-
cal physics. It seemed interesting to us that at this time in
Northern Ireland, when the issues debated were negotiation and
resolution and agreement, that the artist suggested a totally dif-
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to politiskus sienu gleznojumus. Més pat rotajam kiku glazuras
ar fiem jautdjumiem. Kvinsas universitites Fizikas nodala pat
uztraucas par musu nodarbi, izplatot 3os |oti specifiskos jautaju-
mus, jo vini juta, kas tas var atraut cilvekus no tie3a darba! Més
kopa nolémam, ka rikosim diskusiju vienas dienas garuma, kur
apspriedisim $os jautdjumus, izejot no savas daZadas pieredzes
makslas un fizikas jomas. Ta bija neparasta diena, kura més
apmainijamies ar idejdm par to, ka un kapéc uzdodam jautaju-
mus.

Tagad, kad es atskatos uz %o projektu, domaju, ka ta bija
droéi vien interesantaka dala, jo més |audim devam iespéju
dialogam, ne tikai vinus uzrunajam. Projekta izplatisana bija sava
zina parak viegla, un tadé| Belfastai bija jaiekjaujas misu radita
metaforiska téla ietvaros. Kaut ari es domaju, ka ta ir makslinieka
prerogativa un nav nepiecie3amibas péc jebkada cita efekta,
neesmu parliecinata, ka so konkréto projektu bija nepiecielams
istenot publiskaja, nevis izstazu telpa. Varbit projekta bija ietver-
tas visas netiedas problémas, saistitas ar ierasanos pilséta un iz-
lem3anu, ka to apskatit. Mani joprojam |oti saista i ideja, bet
misu izdaritd patiesais iespaids socidlaja telpa butu jaskaidro,
domajot par nakotni.

Velreiz pieverioties Siem diviem projektiem kadu laiku péc to
istenosanas sakara ar konferenci “Kolonizéta telpa” un izvértéjot
tos cik iespéjams, godigi, es redzu, ka to raditas problémas un
parpratumi veidoja telpu augligai kritikai. Laikmetigas makslas
praksei ir izvirzitas augstas prasibas, un tas pastavigi mainas.
Tapat mainas misu makslas izpratnes celi. Man 3kiet, ka jautaju-
mi par to, kurs iepem makslas telpu, kurs izplata makslu un ka
maksla tiek uztverta un saprasta, k|Ust vél aktaki, ja tiek uzdoti
situacijd, kurd sarunu biedri nav apzinati piekritusi piedalities
dialoga, t.i., publiska telpa.

ferent set of questions. These questions were fundamental, and
they were to do with how the world works (which one could
argue that art does as well, but perhaps on a different level).
“How does quantum gravity explain the origin of the universe?”
was one. Another was: “What physics explains the enormous
disparity between the gravitational scale and the typical mass
scale of elementary particles?”

These questions were spread throughout the city in a vari-
ety of ways: as plaques, as posters, as projections in a local cine-
ma. Two of them were painted onto house gables, a place nor-
mally reserved for political murals in Northern Ireland. We even
iced cakes with these questions. The Physics department of
Queens University were in a way quite worried about our dis-
seminating these very specific specialist questions as they felt it
might put people off studying! We decided together that we
would have a one-day discussion where we would, from our var-
ious backgrounds in art and physics, discuss our interest in these
questions. This was an extraordinary day of exchanging ideas
about how and why we ask questions.

Now, when | look back at the project, | think this was
probably the most interesting part, because we found people to
dialogue with rather than to just address. Disseminating the pro-
ject was a little too easy somehow, and it required Belfast to fit
into the metaphorical image we had produced for it. Although |
do think that this is the prerogative of the artist, and that there
is no need for any other ‘effect’, I'm not sure now whether it was
necessary to do this particular project in public space rather than
in an exhibition space. Perhaps the project contained all the
implicit problematics of arriving in a city and deciding how to
view it. | am still hugely attracted to it as an idea, but what our
imprint really expressed in social space should be clarified with
the future in mind.

Revisiting these two projects some time after they were
produced, in the context of the Colonising Space conference,
and reinterpreting them as honestly as | can, | can see that the
problems and mistranslations they produced provided space for
fruitful critique. Great demands are placed on contemporary art
practice, and they constantly change. So do our ways of under-
standing art. | think questions about who occupies the space of
art, who disseminates art and how art is received and under-
stood become even more acute if they are posed in a situation
where there are no interlocutors conscious of having assented to
the dialogue, i.e. in public space.




