Assumed Position

“It’s only shallow people who do not judge by appearances, the true mystery of the world is the visible, not the invisible”                                                                                                           Robinson

The International Guerrilla Video Festival (IGVFest Dublin) took place in February 2009. Principally a film festival, the selected works were shown literally on, as well as in Dublin City.  Parasitically and opportunistically a film projection unit (a bicycle and trailer) projected short films onto places which might usually go un-noticed.  Worming its way through Dublin and temporarily applying images onto the various frameworks of the city’s infrastructure, the project covered and un-covered the ephemeral nature of visual and other cultural issues in metropolitan life.  IGVFest evoked thoughts about utility, the politics of the city, big questions like internationalism, and ideals such as transnationalism, but also picked at the very idea of the city as a solid entity. IGVFest positioned itself as agent, working to give fleeting embodiment to alternative narratives, while also seeming to have its sights set on a desire to provoke inquiry into the nature and structure of cities, their peoples, and their inter-relationships. 

Thematically and materially the festival drew together wide-ranging and diverse work, and showed nearly sixty short video works from established, and less well known, artists, both local and international.  Some films, which made a public debut at the festival, were created on location and responded directly to their context.  Mostly they were a re-presentation of city-related material; addressing aspects of micro cultures, or more nuanced references, grounded in ideas of the “universal local”. 

The vehicle for projecting the film: a bicycle with a sturdy trailer; was not an instrument of casual free-wheeling, and although, tactically and technically, the self-sufficiency of the portable unit failed in places, this may have been a plus. An extra function was added to the role of the festival’s core audience: in addition to mediating, observing and attracting others along the journey; the theatrics of set up and repair became a part of the event. Witnessing these as the unit moved from site to site, and being involved in the sheer labour of it all, coupled with the ambiguity of the technology, helped the festival to distance itself from any sense of pop-and-go “you tube-ism”.  People stayed, watched and chatted.   Reviews of previous festivals, which have taken place in Milan and Florence, suggest technologically it has been tighter in other incarnations, but also less ambitious.  That the hit and run Guerrilla tactics didn’t work out offered space for another guerrilla tactic to emerge – and that was its draw on a local population. 

Screened under a dank, seeping cast iron bridge, Conor Mc Garrigle’s Unreliable Narrations took full advantage of its cinematic location, flanked by a new granite veneered private development, Joyce’s Walk.  Sited at the intersection of the railway bridge, and a new public lane, incomplete, vacant and under-populated, the location hinted at the removal of reference and the merging of meanings in the urban landscape.   Visual silences were formed by marking-out and erasing selected words and letters extracted from Joyce’s Ulysses.  A scrolling image of the text related to the roguish character of Buck Mulligan and, with Mulligan’s vowels removed from the text, the work was clearly aligned to issues of censorship power and control. In Ulysses, Mulligan took pleasure in lampooning both church and state; what became at play in the film was a contemporary expression of control over the imagination and the boundaries of organisational and personal control in public and private spaces.

Marking out was also a theme of Tracy Staunton’s work Walking the Mall.  Retracing the historical through the processes of walking is a form of cultural criticism with a distinguished history.  Staunton’s work eroded the current boundaries of O’Connell Street and uncovered its older manifestation as Gardiner’s Mall, one of the various incarnations of the street’s “grand design”.  With a background in architectural practice Staunton returns to physicality of the human in city space.  As a counter-point, the street design highlighted in the film is a footplate from an earlier era.  We witness the film’s protagonist attempt to pace out an earlier map and being halted by the new infrastructure. The human abutting the built uncovers or re-discovers the layered histories of space as it humanly relates to us, and in the process expresses something of the city’s social and emotional meaning.    

Poking fun at the passive promiscuity of the “Euro-weekender”, Raquel Friera, Cristina Garrido and Nuria Guell’s video, The City of Spectacle, presented the city as observed through the filter of touristic consumption.  Situated in Barcelona, the work creates a dialectic between tourists and the residents of the city.  By setting up a humorous and knowing counterpoint between city dwellers and its tourist invaders, the film critiques the lack of meaningful personal exchange between the observer and the observed.  

At the north end of O’Connell Street, a core audience of followers gathered near the Ambassador Cinema and were joined by on-lookers emerging from the nearby Gate Theatre, all braving the cold and dark. Here, Sean Taylor’s powerful work 100 Paces was projected on to the flat-side of the Parnell Monument just off O’Connell Street.  From this angle the film illuminated a seemingly  disembodied raised arm; that of Charles Stuart Parnell which from the particular viewpoint of the audience  juts out from of the obelisk. The statues’ down-turned hand seeming a little too highly raised, highlighting the scene with  connotations of a salute rather than its intended gesture of paternal benevolence.  In this context, Taylor’s film of Irish Army cadets marching in the quadrant of Collins Barracks, came to denote something sinister.  In the film their drill movements and formations had been choreographed by the artist, and were performed by the cadets with intense precision.  Deftly drawing attention to a syncopated back beat, that of the State and the image of “uncrowned king of Ireland” and the subversion of the monumental.  At the heart of this construct and particularly in this context, is the hot kernel at the heart of Taylor’s work: the necessity of engagement with the structures of power for true subversion to be effective.   

Aine Ni Fhaolain’s The Day I Saw You showed the city as observed through a time-lapse of its procedures, the lives and layers of sub-cultures that utilise the city at through the cycle of a day arcing through to the observation of people in light and dark.  People appear as revellers and workers, as a snapshot the human life of the city and its users emerged. 

The second night of the festival brought its audience through laneways and byways in Rathmines. Renowned for its mixed population, this suburb has an established working and middle-class, with pockets of social housing and a transient younger migrant and student population.  At Rathmines Flats, a documentary by Winstan Whittler’s Legacy in the Dust: The Four Aces Story captured a London community’s unique culture of music and dance, and its desire to preserve its culture from the threat of demolition for 2012 Olympic urban regeneration project.  The Four Aces was founded in the early 1960s by Jamaican east Londoner, Newton Dunbar, and was highly influential in black music cultures.  

The diversity of community was also addressed more directly by Jamie Quinto’s Manifesto #, which addressed perspectives of local and other, belonging and communicating, through the actions of everyday living, which involve exchange, creativity and aspirations.  It was an epic yet minor and personal reading of spaces and places, from a range of local voices. 
Sarah Evans’ documentary, Bucharest: A Portrait celebrated memory, rejuvenation and the force and role of youth cultures in making good in post-communist Bucharest. It was a work that focused attention on a generation that has pride in the city’s party cultures.  Antoin Doyle’s Urban Amnesia City observed a street similar to Thomas Street  in Dublin, animating the forgotten over-the-shop spaces. It underlined the failure of imagination that abandons the unfashionable, ignoring the possibilities of restoration and creative use.  Good Buy was a among a cluster of films shown just off Rathmines Square, artists Sinead McCann and Naomi Sex regularly collaborate together,  showed work a short, attractive animation about the of the growth of consumerism,  which used  references to music  and the musical imagination  to tell a tale of boom to bust. Some films were tightly resolved with high production values, perhaps conceived originally for more structured engagement and environments, and were complete as works in their own right.  Occasionally the works did not benefit from the distortion of being projected on to the façades of buildings and walls, or gain any additional significance from the context, as they were possibly conceived originally for gallery settings.   However, most grew with the environment, which intensified or opened their meanings. Founding curator of the festival, Jason Waite, lives and works in New York. His attention to the social and cultural perspectives of the various films and their context with the range of sites was significant, and in the Dublin incarnation of the IGVFest, his work as lead curator was closely supported by Sinead Connolly and Jim Doyle, Area Arts Officers with Dublin City Council, who brought their local familiarity of the city and its cultural nuances to the project.   London-based Irish artist and curator Fiona Whitty also was instrumental.  Her own work addresses cultures of internationalism and localism, and she is presently making a film documenting Nigerian lives in Dublin and Lagos. 

The Festival addressed fundamental concerns, such as community, memory, control, sub-cultures, voyeurism and tourism, the nature of everyday life and the imagination of the collective and individuality in the city.  It also included cities and communities experiencing growth or contraction such as Beijing, Sao Paolo, and Warsaw and in communities dealing with the very nature of being other.   The bicycle-and-trailer cinema, and the guerrilla reference, form an ostensibly D.I.Y.  construct for the audience, with implicit references to self-empowerment and the anti-establishment.   An anomaly of this standpoint is that the project was funded and extensively facilitated by Dublin City Council as part of Open Spaces, and one would have to question if, in this context, guerrilla action is still guerrilla action if accommodated within the structures of the State.  However, if the festival methodology is seen as emerging through collaboration, rather than overtly political opposition; instead of struggling to define itself through a set of political assumptions, the festival becomes grounded in the broad nature of the everyday.  With this, the edgy guerrilla morphs into the role of a more gently-focused Baudelairian flâneur.  
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There was so much hatred of the city and it became the focus of so many different projections...I think cities have always been some repository of blame in that way. You can see this in ancient Greece and in the Bible.  You can see the projection mechanisms too.  In Aristophanes, people blaming Athens for their own impulses is a source of comedy. It can also, of course, be a source of tragedy.
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In spatial terms, we may draw our attention more to the meaning of the interstitial or uncertain.  In building terms we may draw our attention to the temporary, contingent, mobile and incomplete. In narrative terms we may draw our attention to the hypothetical fictional and filmic.    
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The fact that you have to wade your way through this thickest of forms,  meanings and ideas, and issues and subjects and so on, in order to emerge on the other side of some kind of intelligible distillation of what it is all about is not in itself rewarding even if it is ultimately challenging. 	    Curating Subjects Okwui Enwezor 





The interstice presents the possibility of functioning differently. In a world more and more homogenized and subject to a single law, it is important to support spaces which try other things, especially as there is not today a united global discourse presenting an alternative to the system.                                                 Islets and Utopia, Nicolas Bourriaud
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Non-relational diffusion for example through the internet – has a much greater reach but its impersonal nature makes impact thinner than that of relational diffusion. Mediated diffusion depends on brokers who connect otherwise unconnected actors and thereby gain leverage over the content of the message […] but identifying the processes of contentious polices that form within internationalism is only the first task in understanding that complex phenomenon. 
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