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Introduction
This publication presents the outcomes of the
events that took place during ‘AGORA’, Tooting Market, South London 12th-24th March
2012. It marks a point of progression from
our residency in March to the representation
of the accumulated research sourced and the
outcomes of the proposals.
In ancient times, the ‘AGORA’ - was an open
space in any market, its purpose was a forum to serve the discussion of ideas. During
a two week residency at Brick Box, artists,
curators, writers, film makers and graphic
designers met each day at 10 am. Some performed, some screened films, and some built
sculptures, others market tested their current
practice immersed in and around the market
‘AGORA’ was about collaboration,
discussion and reaction within a busy market
space. We knew we were going into a market
at quite a strange point in time. Due to the
recession, the British economy was under
threat, the European community was under
huge financial pressure & there was a political
trend of austerity knocking cultural projects
around the world, and a non representative
co-alition government was in power.
Tooting market exists somewhere between
a tourist attraction and a functioning local
market, the website reads; “Tooting Market
has been established over 80 years as South
London’s premier indoor market. The market
hosts a variety of tenants selling, fresh foods,
ladies and men’s fashion, music, hair & nail
salons, arts and crafts, furniture, a food court
and hundreds of other products to choose from
so you’ll be sure to find what you are looking
for.”*
The project started with a call out, to our
peers and people whose practice we thought
would work well in the environment. It was
essentially an open call out, in an initial email
we wrote;
“Historically the market is a forum for buying
and selling, it has also been a place where
ideas are tested - with the by-product of communication and social exchange. I am thinking here of Socrates walking through the market place asking people philosophical questions

about their lives. This then makes me think
of an artist Joel Holmberg’s work “Legendary
Account” which was included in the exhibition
“Free” at The New Museum NYC in 2010/11.
In this piece Holmberg asked questions such as
“How do you occupy space?” on yahoo answers.
It is in imagined space that we are returning to
the Roman market place; The Forum and then
further back to its Greek origins; The Agora
– both of which simultaneously functioned as
market place and a space for social and political
debate, encounters and ephemeral meetings; a
diverse, hybrid and multifunctional space. This
project hopes to fast track your work into this
environment, allowing you to ‘market-test’ your
practice. A local market-place like Tooting is
routinely becoming a historic form of trade and
place for commodity exchange - old fashioned,
archaic, grass roots and self-organised in the
face of conglomerates and wholesale supermarkets.”
As the internet continues to grow, our presence online become historical data. The way
we promote ourselves and our identities can
be extremely creative and changable. The artist
must embrace the role of social entrepreneur.
The role of the institution as exhibitor is also
changing and its information must exist online where it becomes ubiquitous and fluid.
We have the ability today to disseminate, exhibit and respond with artworks in virtual
space where anyone can comment without
constraint. Easily available software allows us
to create our own websites and media. The accessibility of blogs, forums, e-books, films, music and images is changing the way we process
information and culture. The AGORA project
in many ways represents the influx of networks
and programs online. The website we built
alongside this project was crafted to replicate
the sort of online facilities suitable for the dissemination of information and the exhibiting
of a discussion. We had a open forum for responding to the project, a drop box for sound
files, and twitter, Facebook feeds. We envisaged
the virtual space to hold the aesthetic of an imagined Agora and a place for documentation
of discussion and for practical programming
of events. We broadcasted the performances at
AGORA live from the space. An advert for the
the project was played on ‘Precious Metals W/
Endgame’ a bi monthly show on NTS Radio.
We wanted to embrace advertising as much as

possible, I asked each artist to design a poster
of their choice, relating to the project or their
work, see cover.
This project was an experiment to see how a
competitive environment, free from political
or institutional contexts would affect the exhibiting and documentation process. We saw
an collective identity form, an identity that
was imagined online before the process it was
a metaphorical and unexplored space in the
forum ,on the blog and through discussions in
the coordination meetings but became physical on site with the artists’ work and the rich
discussion the ensued.
Agora experimented with the role of the artist, being artists ourselves; we provided a platform for peers responding to the very notion
of exhibition making. We worked on how to
provide each project equal, free platforms
for experimentation within and around the
space, though we found the market dealt its
fair share of hindrances, the most unexpected
came from the market owner, who informed
us he had taste and that the work must not
look like ‘squat art’ . From day one it became
obvious that our presence as artists in the market caused some deep confusion amongst the
market traders and the public and even between ourselves. But very early on there was
curiosity about what was being shown and
questions were being asked about the work
and we were able to respond respectively, for
example Amy Pitt’s site specific installation
caused controversy over the use of fruit as
art and the wastage caused. Amy’s work was
responding to the over aestheticised forms of
presentation in western markets in response
to the ad-hoc nature of signage and commerce
in markets in Gambia. Curator, Joshua Spring
commented on how the artists work from that
day related to “ Guattari’s concept of markets
as places of exchange, without the unequal
relation of capital, which creates the possibility of a kind of post-capitalist market place. I
think this is relevant both to the space, as an
actual physical market place, and also in a

broader sense to social media, and the sharing
and exchange of dematerialized information.”
Each day we returned and set up the space in
collaboration with the curators, ractices were
developed; As part of Agora, the Curatorial
collective 20//20 launched archLIVE –“a live
and fluid documentation of dialogues/reference/materials/investigations available to access free online as a documentation of an event
and a resource for future research (2020online.
tumblr.com includes recordings of discussions on site and photos of tooting market +
research material).We explored Notions of
collective consciousness, group politics, forced
collectivism and political sense of community
and using platforms like YouTube to encourage collective response. Questions of broadcasting were raised during Matt Welch and
Aoife Flynn’s group intervention of a meditation video streamed off YouTube referencing broadcasting and opened a conversation
about the future of the fm facilities in the wake
of digital radio switchover, the “Vacated FM
spectrum will be filled by a new tier of ultralocal radio consisting of small local commercial and community stations.” (www.guardian.
co.uk/technology/2009/jun/16/digital-britainanalogue-radio-switchoff).
This publication broadcasts parts of the discussions, some are unresolved, others are ongoing. We want to continue discussion and collaboration. If you have any questions or want
to join in furthering discussion, get in contact!
This booklet was designed by Ellena Donlon in
collaboration with all participants at Agora. Editied
by Oscar Cass-Darweish and Laurence Price.
Special thanks to Tooting Market, Brick Box, Terry,
OCD, ‘The Bitch’, AFG Music Center, the lone
fisherman, Endgame
The coordination team: Matt Welch, Aoife Flynn, Ellena Donlon, Sebastian Hau Walker, Lucy Lopez, Oscar Cass-Darweish

Laurence Price
agora@tootingmarket.info
*www.tootingmarket.com

OUR INTENTIONS ARE
NOT
ECONOMICAL
AND
HAVE
NO LONGEVITY
In their blog post; The role of the curator today
(2012), 20//20 Collective write about the changing
role of curation and the challenges presented to curatorial practices today in developing and engaging
in new models of art practice.
Although art has moved outside the gallery, the
framework of an audience’s reception has remained
the same.
I find that many issues arise (or certain problems
need to be considered) when taking art outside the
gallery and the historical frameworks that govern
these formats, spaces and worlds and developing art projects in unconventional and alternative
spaces for example running a project like Agora in
Tooting Market of which 20//20 Collective were involved in curating.
20//20 are a curatorial collective and a project like
Agora seems to fit with their practice and nature
as a collective entity that are investigating the possibilities of curation as much as they are producing them. I found within the Agora project not
the practice of curation but the establishment of
defined roles such as curator and artist to be a challenge to the nature of developing a project outside
of institutionalized frameworks, in an open plan
public space a market mostly dedicated to local
commerce that has no relationship to the frameworks of the practices most of us are native to. In
early discussions before the project took place I
discussed a hypothetical alternative; if the aforementioned roles were left undefined, if the bodies
involved in producing and consuming this project
were all to be referred to as co-collaborators and
considered as such how would the project have
developed differently? It is interesting because
everyone in the Agora project is a co-collaborator,
there are no real hierarchies, but without the specification of roles and assertions on the part of the
individual participant the project would potentially
fall into chaos. As a hypothesis, completely unde-

fined roles would immediately dissolve the institutional frameworks and enacted hierarchies bound by
these frameworks into a pool of skills and practices a
more open-source, diy modelderived from its online
counterparts, but this would not make the project
any more or less accessible and there would still be
the notion of an audience or the Agora project and
The Market.
The Agora project approached curation as a need to
organize and conceptualize the projects that took
place each day and develop identities and currents
within. The project also left boundaries loosely defined so that artists and curators could creatively
engage with and consider their relationship to each
other. What has essentially come out of Agora more
so that curation or artworks is discussion the format
of this project as a set of one day residencies which
was referred to in the press release seemed to become ever more suitable to the circumstances of the
project as it progressed. It seemed that the possibilities for an audience was both present and not present
depending on the nature of the artists project; for
one part of a day there would be a film screening we
would all be an audience to this screening, including
anyone else in the market passing by. Then for another part we would be sat in a circle talking although
anyone from the market could have come over and
joined in, we are no longer in an artwork/artist and
audience relationship but are actively participating in a discussion. Many of the activities within
Agora played out between these two modes where
the framework of the screen or stage or the presence
of an object or image recognizable forms associated
with viewership - would establish themselves for a
period and then disappear again. It is the discussions
that mostly problematized the audience essentially
rendering them obsolete beyond their hypothesis.
Agora essentially isolated itself from the market during periods of discussion; it was impractical not to.
In these moments of introspection, the lack of an institutional framework for an audience’s engagement
somewhat obversely isolated Agora from the public
space of the market. In this instance the market is no
longer a physical or site specific determinate.
The curators working on the project were involved
in commencing debate, bringing ideas and materials,
archiving and collating materials and documentation of projects which involved selection and editing;
creating these forms archival and aesthetic topographies of the Agora project. What is interesting and
relevant is that we are in a situation where as artists
are constantly trying to critically understand and de-

velop their practices, curators and curatorial practices are doing this in the same way, reaching a point
where artists and curators are essentially working on
the same projects and in many cases in the same or
similar ways. There is an emphasis placed so much
on research and theoretical development in both
art education and beyond. The possibilities of making art and engaging within critical discourse and
debate and the proliferation of artists who are also
writers, theoreticians, philosophers and such is a
logical development in parallel with the accessibility of writing and online publishing as Boris Groys
has mentioned we have witnessed the death of the
reader and the birth of the writer. Artists are setting
up their own spaces online and offline and are organizing their own programmes, curating their own
shows and events and developing into hybrid practitioners. The self-publishing possibilities offered up
by the internet allow artists freedom to work and
develop their practices and networks in ways that
galleries could neither facilitate or economically
sustain. Like the online marketplace everything
you need is all under one roof except the roof is no
longer a physical, spatial limiter an inverted marketplace of millions of locations reconciled in one
virtual identity.

tions - that are fluid and interchangeable yet autonomous and self-organised. It is these bodies, in their
slippery definitions that produce our organization of
the present.

Art practice is generalized practice; encompassing
many hybridized forms and approaches interpretations of a practice that can accompany elements
and or full immersions into a number of other practices and fields. It seems it is possible for an artist
to curate projects and the value of their curatorial
achievements will be tested by the exhibition and
how well it works etc. What I find interesting is by
approaching contemporary creative practices as
highly specified but also generalized practice. So for
example it is efficient for two people or organizations to be in dialogue both as generalized practitioners of hybrid practices but use specific criteria as
curator and artist as ways to enact relationships and
discussion rather than solidified structures that are
assumed to define the practices of the other.

Is Agora using the market and the experiences that
the selected participating artists are getting from
their time in the market as a material a research
product? And through this product are we referring
back to to the institutional art practices that this project is stripped of and also at the same time creating
a product that reflects the marketplace as an arena of
commerce? Does this start to describe our motives
for this publication?
AGORA 23.3.12

The practices of artist and curator fold. They are no
longer so easily defined by institutional paradigms
but by the projects that are produced. How do we
structure this? Do we structure this? Perhaps to
structure it is an attempt to understand it in line
with a historical pattern and essentially corrupt its
use and radicality within the present. General practice embodies the logical forms for creative practices
to take in our present time; the merging of several
practices into creative bodies collectives or organisa-

Problems do not arise within these practices and
their projects when we view, engage with, and define
these collective practices by the specific projects that
they do. What becomes the problem is when we try
to describe the whole of these practices where the
whole is more than the sum of its parts. I would suggest in a generalized form of practice, precisely the
opposite is the case; any whole overview or image
of these practices that are collective, is essentially a
compression into a format that becomes distorted
and impractical when put to use.
Notes;
What happens to your practice when it enters a directly public sphere and a different social sphere to
that of the art world and its rituals and practices?
Are the market stall owners in Tooting the audience?
Should Agora be speaking to the market owners
about art? Does the context of art complicate or free
this project and its accessibility?

by Matt Welch

day 1:

curated by joshua spring

Amy Pitt/ patch fruit cocktail
Dan Auluk/ I, who have nothing
Rob Davis + Will Slater/ business
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From: joshua.spring@hotmail.co.uk
To: laurenceprice@hotmail.com
Subject: Markets
Date: Mon, 19 Mar 2012 10:27:57 +0000

‘They had by now, according to their sign, sold the same original burger fifty billion times. He wondered if it
was to the same person. Life in Anaheim, California, was a commercial for itself, endlessly replayed. Nothing
changed; it just spread out farther and farther in the form of neon ooze. What there was always more of had been
congealed into permanence long ago, as if the automatic factory that cranked out these objects had jammed in
the on position. How the land became plastic, he thought, remembering the fairy tale “How the Sea Became
Salt.” Someday, he thought, it’ll be mandatory that we all sell the McDonald’s hamburger as well as buy it; we’ll
sell it back and forth to each other forever from our living rooms. That way we won’t even have to go outside.’
A Scanner Darkly

From: joshua.spring@hotmail.co.uk
To: laurenceprice@hotmail.com
Subject: AGORA
Date: Wed, 14 Mar 2012 16:53:52 +0000
The ideas you have all suggested seem to centre around a theme of fetish, or false consciousness, covering the
hidden, unequal power relations in the liberal public sphere, the commodity fetish, the supposed unregulated, chaotic function of markets as a place of exchange guided by an “invisible hand”, and the, again hidden,
power relation of capital as a binary code of owners and propertyless, master-slave, inclusion and exclusion,
inside and outside, the appearance of fixed territories, borders, and places contrasted with an actual deterritorializing dynamic of globalization, alienation and anomie.

Dan Auluk’s ‘Tom and Me’ (above)
‘The anxiety of public speaking’/I Who Have Nothing (spoken word inspired by Tom Jones below)

I am interested in Guattari’s concept of markets as places of exchange, without the unequal relation of capital,
which creates the possibility of a kind of post-capitalist market place. I think this is relevant both to the
space, as an actual physical market place, and also in a broader sense to social media, and the sharing and
exchange of dematerialized information. I have included links to some texts.
Thanks,
Josh
http://fckvrso.wordpress.com/2011/02/22/david-harvey-a-companion-to-marxs-capital/
http://www.amielandmelburn.org.uk/collections/newformations/08_131.pdf
http://www.nettime.org/Lists-Archives/nettime-l-9710/msg00015.html
http://interactivist.autonomedia.org/node/32852

two emails from Joshua Spring, the first in exchange with
response to the brief, the second to the day 1 artists.
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Laurence Price,

in
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Amy Pitt, artist’s diary extracts from time in Gambia
12

Amy Pitt
‘patch fruit cocktail’

Pitts work makes reference to the
signage she saw displayed at market
stalls whilst out in Gambia.
All the elements of the work were
sourced onsite. This site specific
approach is a common feature in
her practice. ‘patch fruit cocktail’
interstingly highlights the role of
marketing techniques and branding
in order to gague our attention within
todays multifaceted high-street society.
Taking her aesthetic from the misspelt, hand-made advertisiments and
pricing from the Gambian markets
she saw which have been appropriated
within her own work in conversation
with the signage at Tooting Market, the
use of typography during the Agora
event, mass market logos, internet
memes, and our everyday notemaking
today.
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day 2:

curated by 20//20 collective

Oscar Cass-Darweish / Stasis
Oli Fisher + Robin Baker Gibbs / text-based-experimentation
Emma Sywyj / a glass ceiling
Roseen Hussain / forum post from vienna

Rob Davis’ print of

‘Business’,(right)

Will Slater in Perfor-

mance (above)

Still from ‘Four
More Years’ - intuitive accounts
of media events
by TV TV 1972
forwarded by Will
Slater (top right)

14
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Emma Sywyj Stills from “A Glass Ceiling”,
A film based on female artists within London

OCD, “Stasis”
16

Roseena Hussain’s response to the letters featured on the
forum

17

Dear Ma,

Dear Roseena,
“Who runs the world? Girls.” Girls. Where did you ever disappear to?
Hm. I think about girls while I hack whole chickens into halves, to the beat of Beyonce, or the Cranberries’ ‘Zombie.’ Hm. ‘Best Breasts and Legs,’ that’s what the
sign in our butcher’s window says. It doesn’t lie - breasts, legs, hips don’t lie either.
Hm. Shakira - she’s another good one. I’m sawing lamb tenderloin with a tool I recognized the other day at the dentist’s. Hadn’t had my teeth cleaned since you took
me, when I must have been about eight. Where did you ever disappear to? Anyway,
it’s so bloody expensive, but Unk said he’d spot me the cash. Said I do a good job
for him at the meat market and besides, my breath was getting so bad he’d invest a
hell of a lot more than just Listerine to have a professional teach me how to gargle.
Then Manny said something about me gargling professionals and Unk looked like he was
going to laugh/hit Manny. Anyway he decided to laugh ‘cause I guess I’m not worth getting
killed for. A fleck of lamb bone flies into my mouth as I’m sawing through it. I spit it onto the floor.
Manny would for-sure kill Unk in a fight, I’ve already bet on it but I haven’t had
a chance to win yet. I reckon someday I’ll see that money. Manny’s got three big
red & blue stars on his neck and all these words tattooed in a different language up
and down his arms. He looks like a thick-necked Puerto Rican American flag,
There’s a zillion and one flags in this market. We’re a Noah’s Ark of strange
breeds. The woman at the Peri-Peri chicken stand has a lazy eye. The painted bull above the tortilla stand still has it’s balls. I study it’s bulk and think
about where the best place to break it’s bones with the cleaver would be.
A
woman
leans
over
the
counter
and
I
have
to
put
the
meat
hook
down.
Who
runs
the
world?
Girls.
“This place makes the whole market smell!” She says. “Raw meat smells like
cat food.”
“Raw meat smells like food.” I say.
She eyes the red stains on my hands with disgust. I think she’s crazy but
there’s something about her desperation, something about the way she
shouts at me that reminds me of you. Where did you ever disappear to?
“Four
wings,
please,”
she
says
finally.
‘Best
Meaty
Wings,’
our
signs
say.
Those
signs
don’t
lie.
“They are the best!” I chuckle. “But can I interest you in some legs or breasts?”
She leaves with nothing.
“There a problem, spedward?” Manny brings his big shoulders over to me. He’s
always laughing when he’s talking to me, but I’m always somehow too late for the joke.
“No, no,” I massage the muscles up his arm in the same way I’ve seen him squeeze
the flanks of beef, sizing them up. There’s something tender in it, something kind about his
touch. Then I pick up the meat hook again. ‘Best Lean Goat,’ our signs say, and they don’t lie.
What was it you always said, ma? “If I disappear, promise you’ll come looking for me.” I am looking for you, mum. Where ever did you disappear to?
Next to the chicken flesh my hands look as pink and plump as ever. Hm.

Robin Baker-Gibbs, part of the correspondance that took place
18

How are you? Are you in Vienna still? You haven’t replied, so I am presuming you
won’t. Still... I’m writing from The Market.
Here are some sounds I can hear:
A band saw, slicing ‘best’ oxtail
The clink of China
Conversation
The radio (several radios in fact—I can’t differentiate until I hear a familiar lyric)
Children
Footsteps
A broom (hard bristled.)
Here are some things I can see:
A shallow-pitched corrugated roof (asbestos I think)
Neatly crimped meat patties
An L-shaped thoroughfare of stained concrete
Polystyrene manikin heads (wearing hats; worn and bobbled ears)
Jewellery
The market is quiet but the vendors seem reluctant to talk to me about it and I
don’t press them to. I presume it usually is. I’m trying to imagine how community
functions here, for you.
I saw a man from the Chinese food stall buy a sack of carrots from the grocer earlier. No money changed hands. I guess they have an account.
Did you see the White Cliffs of Dover are disintegrating— England’s facade to The
Continent? ‘Sam Wyndymus, 40, owner of the Coastguard Arms said; “...the most
noticeable thing is you can see this big patch of white... We didn’t hear anything
when it fell, but it was big enough for people around here to be talking about.”’
The shelves of the out-of-business Caribbean Islands are empty, save a box of Daz
and some cans of John West Tuna, a couple calendars, still wrapped in polythene.
There is a hairdressers, separated from the rest of the market by a glazed wall,
but it has no ceiling. Earlier, when I was looking around— taking notes— there
was a man inside with his son. I smiled at them through the window and he
stepped out, picked up his bike and, frowning, took it back inside with him.
I
wonder
about
the
climate
in
Europe,
and
attitudes.
Communities overlap, but how permeable are they?
What are you looking at? Is it very different there?
I’ll wrap up now I think— I’m feeling claustrophobic, many voices, much to look
at—and go outside.
Yours,
Faithfully,
Oliver Fisher

Oliver Fisher sent a letter to Roseena Hussain in Vienna about

his time at the Tooting Market. Robin and Oliver are two writers currently studying in
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day 3:

curated by lucy lopez

Theresa Bruno / exchanges
Samantha Penn / headlines
Olga Koroleva / three voices
Nathan Cash Davidson / performance

Theresa Bruno

performing; Does
anyone know what
interstice means?
quiz, reading from
NJP reader’s ‘Contribution To An
Artistic Anthropology’. below, as part
of her piece, The artist wrote an interconnecting text at
the space and on the
forum.

“a different take on Bourriaud might be to accelerate his concepts. For example,
to articulate…a kind of super-conviviality that is to do with more productive
joyful encounters that occur when two or more things come together in a relationship of general agreement”*.
“This kind of heightened artistic anthropology seems to hold true as a mode for creating situations that have a greater socio-political affect; AGORA has utilised the immediacy of a market residency to attempt the production of such encounters.”
Lucy Lopez
*Excerpt from Simon O’Sullivan’s writing in Nam June Paik Reader: Contributions to an Artistic Anthropology; [read aloud by Theresa Bruno, AGORA 18/03/12]

http://agora.tootingmarket.info/poly/index.php?/home/forum/
20
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Above

Nathan Cash-Davidson

Painter and MC spits some
streams of conciousness at
the Agora.
left and opposite,

Samantha Penn

with ‘Headlines’. The artist placed her writings
made on location, in various places within market
and later performed them.

22
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day 4:

Olga Koroleva:

‘3 voices’

Live interracitve
discussion via Skype,
the artist exchanged
readings of a film script
between artists on site.

curated by lucy lopez

artists/ christopher kazolides/ serging new
silvia alba/ dirty money
alexis ahn/ balloons
lucinda ellen brain/ suggested reading & the reader became the
book; and summer night

Nathan Cash Davidson, Sebastian Hau-Walker,
Samantha Penn & Teri Bruno during the skype
convo.
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An abundance of radiating electrical
power covers the planet like a blanket
of noise and darkening interference.
Electricity pylons and satellites kept
out of reach and harmful to any person willing to be around them.
Humanitys’ dependence of electricity and power stations to the governing derelict land it consumes in order
to be harnessed. A sinister man-made
environment reflects on a vision where
man seizes to congregate, this leaves
humanity with the imposed ability
to colonize a form of electrical energy which then creates this polluted,
unnatural and unhealthy landscape.
Chris Kazolides
Statement for the video screening
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‘How can a banknote represent you as an
individual?
“Physical money as we know it is ceasing to exist. On average, a five pound note is in someone’s possession for 1.5 days, and has a life
cycle of five years. This means during those five
years it will pass through 1,216 people.
I aim to take advantage of this information and
use these rectangular pieces of paper as a platform for political activism to become valuable
as a tool for spreading messages, thoughts and
feelings. In turn, this would help the people of
England to identify more with our currency.”

Silvia Alba’s ‘Dirty Money’
currency graffiti.
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M

essage in a balloon.
Just a castaway
A country lost at war, oh
Another lonely day
No one here but me, oh
More loneliness
Any man could bear
Rescue me before I fall into despair
I’ll send an SOS to the world
I hope that someone gets my
I hope that someone gets my
I hope that someone gets my
Message in a balloon, yeah
Message in a balloon, yeah
A year has passed since I wrote my
note
I should have known this right from
the start
Only hope can keep me together
Love can mend your life
But love can break your heart
Walked out this morning
Don’t believe what I saw
A hundred billion balloons
Flown into the fence
Seems I’m not alone at being alone
A hundred billion castaways
Lookin’ for a home

Alexis
Ahn

Alexis Ahn’s ‘Balloons’ is political piece
based on the event that took place in
Korea when of a group of South Korean
activists and North Korean defectors
launched balloons over the border carrying leaflets criticising the anticipated power succession in their
northern neighbour.

How forgettable this world is, how
one can move forward in the water
of the other world carrying one’s own
weight on one’s back for six hours,
pursuing
the
unfolding
of
a
sentence. Suddenly the door slams. The
world is rolling along on paving stones.
Two
men
are
running
across
the
bridge.
They
are
tossing
a
young
wounded fellow about. The boy is
losing a lot of blood. The shirt is drinking it in. The clarity of this red
strikes
me
with
astonishment.
Everything is so clear. The blood, the
noise, the blue of the sky. Clarities like these are unforgettable. One
cannot turn one’s gaze away. They
open violent windows in the book.
Rifles are spitting out green flames.

Lucinda Ellen Brain brought a
photocopy replica of each book that was on the
reading list for the project.

from ‘The Book as one of its Own Characters’ Helene Cixous
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day 5:

curated by rosie gibson

Marisha Green/ a series of collages
Alex Wilson/ a simple division of labour
Henry Makay Bull/ ad hoc sculptural installation
Anna Reading/ leviathan video installation

Art In The Public Space Of The Agora
Public art is the artwork placed outside the gallery walls, out there in the spaces and places in which we live, work and play. But how does this
so called ‘public’ interact, understand and engage with an artwork? Is it even noticed? Think of the abstract public sculpture situated in the city
square, used functionally as a seat to have ones lunch on. When placed in the sphere of the everyday public art in the form of an object can merge
into the city spaces it inhabits, becoming part of the make up of the city. Within Michel De Certeau’s, The Practice of Everyday Life, everyday
modes of behaviour or ways of operating are examined as a demonstration of our consumer culture, and not merely as the obscure background
of social activity. The general public are explained as not passive. A walker through the city is described as developing a style of use, distorting
and fragmenting the city into what they require. When art is situated in this everyday urban environment is it still understood as art? And can it
escape, if indeed it needs to, fragmentation from the everyday public? Through developing events, performances and discussions an audience is
actively being searched out. Rather than placing a purely static object in a location, a series of events will take place in this market place. This
type of art practice will not be engulfed by the everyday, but respond and collaborate with the everyday. This could encourage public engagement,
understanding and discussion, creating artwork that relies on the viewer to participate, to be there and be active, enabling a social experience.
Performative, ephemeral and community based interactive events involve an element of participation both from the artist and viewer. Traditional
notions of a static white cube of an exhibition space have evolved. Creating a place for exchange and discussion can bring the art outside into the
real world. This not only stretches the boundaries of what contemporary art can be, but also breaks out of museum conventions allowing art to
reach the masses.

Rosie Gibson
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Marisha Green
Marisha aimed to establish a conversation between materials: a collision of images as an exchange of aesthetic
forms. The resultant forms manifest themselves in a series of collages, which were created in the Agora and then resituated in the existing environment of the market.
Collage can be read as the violent collapse of the linearity and hierarchy of images. The juxtaposition between both
‘high’ and ‘low’ imagery forges a new aesthetic model of interaction and difference. The inherent value of these forms
is lost as this new economy of aesthetics (and taste) is put into play. This interaction is essentially an analogue to
the construct of the market, be it financial, goods based, or ideological. A goods market such as tooting market is a
physical manifestation of a collage as a collision of produce and exchange.
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42 stalls ÷ 8 hrs
= 10 mins per stall

Alex Wilson

worked
for every shop within the market for an
equal length of time from 9am–5pm on
the 21st March 2012. This involved offering himself to fulfill any jobs the
shops require within the allotted time:
Through doing this participatory performance piece every stall within the market becomes part of the artwork. The
artwork itself becomes a public service.
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Interview with artist:

C: it’s got to be there otherwise it’s just bits
A: tell me why you found, and presumably of material
still find, this form, a pleasing proposition
as a sculpture.
A: do you ever start by thinking this is
how I feel about something, and I’d like to
C: what form..??
make, in my own language I’ve evolved, a
piece of art that expresses that feeling??
A: what we’re looking at. why does this arrangement of the steel girders, painted this C: it’s not quite so much to do with me as
certain colour, why does that for you, do it?? your suggesting, it is to do with me, but it’s
the two of us talking to each other. I’ve got
C: you cant ask me this Alistair, you are ask- to let it have its say
ing me, how do I know when a sculpture is
right, and I can only tell you… it says yes A: it being the sculpture? the independent
to me.
creation with a mind of its own?
I can’t give you a formula, because if I did,
then I would be able to make and knock C: it’s got to talk to me, all the time we’re
them out each time, and I can’t do it.
having interchange, it’s sometimes says to
you - that’s the way I think I ought to goA: do you think all art precedes from in- and I listen
stinct then..?
C: I can’t say what other people do, but I
think a lot of art precedes from instinct.
you are allowing bits of your mind full play,
which you don’t admit to allowing normally,
like gut feeling.
y’know, you can’t describe why you love
somebody, you have to open yourself to
sculpture.
you have to open your mind to what they’re
saying and you don’t try and invest what
you have seen in front of you with your own
thoughts
----

Henry Mackay-Bull’s intuitive sculptural installation in response to the
market and his surroundings. Materials included burning inscence bits of timber
from the market’s waste area a faux-gold chain and a white cotton t-shirt.
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C: they are like towers on their side, you
can walk in, you can look at, and you can
be among. it’s to do with inside and outside
A: it’s something which has a poetry of it’s
own
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day 6:

curated by rosie gibson

Nita Walters/ film screening and seminar.
Xanthe Brown/ one painting of tyler the creator.
Phil Thompson/ gold standard performance
Laurence Ferguson/ bill tobin

above, screening of Anna Reading’s film installaton. Under the working title Leviathan a selection of video, imagery, and text layered on top of each other form a constantly changing, randomly generated video-collage, sourced from
the Internet, alongside pre-recorded performance and images shot in the market. This installation was ongoing on the day.

For Anna, the Agora marks a space in ancient Greek civilization where both economic and political action was centered
for a city. This centre marks the point where man is furthest from nature and sets off on a path of form based, sublimated
culture.
A place where man no longer felt subjected by nature but in fact objectifies nature, using its products to trade and furthermore36
create mythical depictions and a symbolic role for animals.

The Internet as a Part of Everyday Life: Quotes*
The Information Age: Economy, Society and Culture. Vol1 by Manuel Castells

‘The Internet creates new forms and channels of communication, shaping life and being shaped by
life at the same time.’

Technology as experience by John McCarthy + Peter Wright

‘We don’t just use or admire technology we live with it. It is deeply embedded in our ordinary everyday experience.’

The Internet in Everyday Life by Wellman B

‘For a rapidly growing number of people the Internet is a useful communication and informationgathering tool and for others it is a vital part of their lives.’

text and bibliography compile d by Rosie Gibson used as reference material for artists from day 5 +6 .
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screenshots from

Nita Walters’

‘The Powers of Ten’ and
Charles Ray Eames’ orginal
(below)

“My interests lie in the
perceived notion of our
mental
and
physical
positioning in the world in
relation to other people and
places in an ever increasingly
digitised world. In the Agora
I will asking the audience
about the awareness of the
self when travelling through
space; what journeys are
memorable and at what
point do we drift off on the
habitual path. Drone, Voyeur
or Flaneur?
I will also explore the
relationships
between
artist, market trader and
the internet as a social and
marketing force; has the
advent of internet shopping,
and out of town shopping
malls damaged the market
trader, or has the market
survived by providing a
welcome antidote to the
clinical capitalist dream? “
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youtu.be/4A8-amMZhsA

Xanthe Brown
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Phil Thompson’s piece consists of a penny coin cast in
solid 12ct gold, sprayed bronze and put back into circulation at the market place. The question of value is raised
through the production process of the object. Signified
values are often replaced or questioned with the addition
of material value. In the work Gold Standard the signifying value of currency is not solely reduced to its material
element, but instead enters into a third form of valuation,
that of the art work and art market.’
Going beyond the simple act of copying, his work is an
investigation not only into the position of the author and
the methods of inscribing value but also of the role infinite reproduction has on the singular object. Concepts
of circularity (exchange values, tautological loops and
repetition) form the ground from which cultural ‘value’
can be questioned. The role of the singular ‘art object’ is
subverted and often destroyed, placing the value instead
within a question of belief. The self-reflexivity of the
works undermine their own status as objects, as well as
the system that created their supposed worth.

the artist exhanged
the gold coin for an
agate stone from the
spirtualist
‘Ma’at
Foundation’
(tright)
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Laurence Ferguson Originial email & short story

day 7

:

curated by 20/20 collective

Vlada Maria/ anything for any price
Aoife Flynn + Matt Welch/ meditation
Maddy Dickerson/ scum slave anti-climax
Mette Juhl/i thought it would have been better
Martina Tapia/ I dont want my pizza burning
Lucia Stamati/A paper napkin framed in a square black box

Trading her number in for a pig’s head to take
pride of place on a marble slab. A slab on a slab.
‘Anything for any price!’, ‘Anything for any price
– I make special price for you!’ Everything on
the cart is rubbish. A gentleman wants to make
a purchase but she’s not sure she can part with
it – she’ll let him know later, and make him a
special price. ‘Are you scared? Do you need
anything?’Anything for any price. She has everything on the cart. Everything? Everything.
Would you like to buy something? Come on
–have this present. It’s just a present – a flower
for your girlfriend or mother? They’re only £1.
What has she got? Anything. A pig’s head. Everything. She has a cart of presents for exchange
– nothing at all is really free.

The end result is £5.20 in cash and some
sugar and a pig’s head – successful sales
pitches.
Text by 20 // 20 .

Vlada Maria

‘anything for any price’
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Matt Welch & Aoife Flynn Maddy Dickerson

,

excerpt from conversations with 20//20 ‘Chinese Whispers’: A Response to his work.
Power hungry man Terminated my baby! Its cool, tho my intentions where not for filled, I’m cool with
it, it actually works better (maybe) a happy incident you could say.the anticlimax was an anticlimax.
Power hungry man Terminated my baby! Its cool, tho my intentions where not fulfilled, I’m cool with it, it actually
works better (maybe) a happy incident you could say.the anticlimax was an anticlimax. Yes – I actually liked how the
forced termination of it happenned, especially dressed in scum outfit. Scum was stopped. The fact he stopped you
was interesting but I feel like maybe we should have come talk to the guy – try to see if he would let you carry on!it
would have been an interesting opportunity to engage with one of the people that the market ‘belongs’ to anyway…

V: Several rocks are in a pile, “rocks” - denoting several, or more than one. To say “rock” would be a reduction. Isolating a detail property of the object
of the encounter - (pile of rocks). Linguistically degrading. Corrupting the information trying to be conveyed. In linguistics, as a way of describing situations and encounters, the process is augmented. Additive. We have words to describe the object - Rock. Stone. Boulder. And we have words to describe
situations. Linguistics favour complexity. And if the analogy of trying to reduce or compress the experience to embody an encounter with the rock. A
totality of an encounter.
A: It makes sense: if you used a mathematical formula to describe a pile of rocks, made up of all different types of rock, you would be there indefinitely
trying to associate, and dissociate, properties from one another, and then to convert this into linguistic form, the translation or codecs would degrade the
information beyond all possible comprehension; some phonetically absurd noise, would be emitted from this Frankenstein monster of a being, that could
possibly decode it.
V: But even noise here is an analogy, as it is a function of language. This is not necessary. And not possible, or practical. There is the object of encounter
- or, complex object - of the rocks. And the linguistic analogy of a pile of rocks of varying sorts. I have my image, you have yours. What we do is believe
for the point of dialogue, and use value after the complex object has come into existence, that our two images are one - our two images are one. One. One.
One is both a property of the number 1 and O. N. E. The complex object.
A: We degrade in order to share; we “break” the loaf of bread and share parts of something that is broken - fragmented. I destroy my rocks in order to share
them. Your analogy of the complex object of a pile of rocks, and its linguistic description, gives us a better overview of the encounter with a pile of rocks.
It allows information to be passed via language between humans. It is simple and allows us to both conjure up our images of a pile of rocks, a complex pile
of complex rocks, in our two separate heads, which is sufficient for its use in this metaphor, in this projection, via text as speech, in the fragmented and
compressed language, that we are both speaking over space.
A: Hi, I’m Alex.
V: and I’m Vicky. If more depth was required, more descriptive depth could be added to the description, more reference points and examples. But let’s
not forget the problems associated with these techniques of exchange; techniques which are based on the creation - (emphasis; it is a creative process).

A and V: Time is rendered concrete. We are aware of one another in this analogy and the image we produce is simultaneously two images, we are presented
as two but we are both the product of the same text.

44

45

Martina Tapia

is a multimedia artist living
and working in Paris, France.

‘Fresh from the Market to the
Internet’ draws influence from
the array of kitsch items sold
in the stalls of Tooting Market.
The overload of visual information found offline reflects the
post-modern online world, and
the resulting 3D animated images are Tapia’s response to both
the real and digital market.

Mette Hammer

Juhl staged a performance, where she
taught herself to play
‘How much is that
doggy in the window’
on the violin. Amplified by the microphone, stall owners
stopped to look at and
listen to her progress,
which was peppered
with wrong notes and
unexpected mistakes.
The butchers shouted
‘turn it up’ trying to
drown her notes with
their radio, but finally
she played the song to
an audience who had
accepted it was not as
good as they expected
it to be.

46

http://www.youtube.com/watch?v=bFbe8eNtHuM - Birth
of Isabella - Second Life
http://www.youtube.com/watch?v=Rp-JAZQJWcc - The
Osmond Brothers at Disneyland
http://www.youtube.com/watch?v=VYGqP1OGQg0 Weirdest Porn Intro EVER
http://www.youtube.com/watch?v=63KB-EJKdyI - Kurt
Vile “Baby’s Arms”
http://www.youtube.com/watch?v=ERXq3r1Kq0Q - I
don’t want my pizza burning

www.officialmartina.tumblr.com
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during the event.

Josh Whitaker’s

original proposal- a model to be made

Lucia Stamati,
A paper napkin
framed in a square
black box frame.
Mounted on top of
chipboard backing.
The napkin is folded
in four. Its surface
is covered in handwritten text that appears backwards. It
looks like it was written on the reverse.
The text is unfathomable. Stamati chose
to display her work,
next to some fresh
meat on ‘Starnards of
Tooting’;the butchers
counter.
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contact & websites
day 1:

Dan Auluk
aulukd@blueyonder.co.uk
www.danauluk.co.uk
Amy Pitt
amypitt@hotmail.com
www.amypitt.co.uk
Will Slater
wills-two@hotmail.co.uk
Rob Davis

day3:
Teri Bruno
@theresa_bruno
theresanbruno@gmail.com
Samantha Penn
@Samantha_Penn
scpenn@gmail.com
Cluster Bomb Collective
clusterbmb@gmail.com
clusterbombcollective.yolasite.com
Nathan Cash-Davidson
nathan@nicash.icom43.net
www.hannahbarry.com/artists/nathan_
cash_davidson/
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day 2:
Oscar Cass-Darweish
www.oc-d.co.uk
oscar_c_d@hotmail.com
Oli Fisher
oliboltonfisher@yahoo.co.uk
Robin Baker Gibbs
robin.t.bakergibbs@gmail.com
Emma Sywyj
info@emma-sywyj.com
www.emma-sywyj.com
Roseena Hussain
roseenahussain@gmail.com

day 4:
Lucinda Ellen Brain
lucindabrain@gmail.com
Christopher Kazolides
www.wolf-tek-media.com
chris@wolf-tek-media.co.uk
Alexis Ahn
www.alexisahn.com
alexisstory@gmail.com
Silvia Alba
www.silvia-alba.com
hello@silvia-alba.com

day 5:
Aleksander Wilson
alexander.wilson88@gmail.com
Anna Reading
reading.anna@googlemail.com
Marisha Green
ladymarisha@hotmail.co.uk
Henry Makay-Bull
www.henrymackaybull.com
henrymackay.bull@gmail.com

day 7:
Vlada Maria
www.vladanow.com
vlada@vladanow.com
Aoife Flynn
www.aoifeflynn.artweb.com
aoifeflynn88@gmail.com
Matt Welch
www.matthewwelch.co.uk
matthewwelchcontact@gmail.com
Maddy Dickerson
maddylikestoboogie@hotmail.co.u
Martina Tapia
mar2d2@gmail.com
Lucia Stamati
stamati.lucia@gmail.com
Mette Juhl
mette .h.juhl@hotmail.com

Host: BrickBox
www.thebrickbox.co.uk
hello@thebrickbox.co.uk

day 6:
Nita Walters
www.nitawalters.co.uk
nitafeeta@hotmail.co.uk
Phil Tompson
www.pjdthompson.co.uk
Laurence Ferguson
laurenceferguson1@hotmail.com
Xanthe Brown
xanthebrown@hotmail.co.uk

curators & coordinators:
Head:Laurence Price
laurenceprice@hotmail.com
Web Designer & Technician: Oscar CassDarweish
Publication: Elle Donlon
elle_donlon@hotmail.com
www.elledonlon@hotmail.com
Stephanie Conboye
steph_conboye@hotmail.com
Curators: Lucy Lopez
@lucy_lopez
lklopez@live.co.uk
lucy@lascatolagallery.com
info@coldharbourlondon.com
20//20 collective
www.2020online.tumblr.com
Rosie Gibson
rosiehannahgibson@hotmail.
com
Joshua Green
joshua.spring@hotmail.co.uk
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