Taking a look at inspiration
An analysis of the relationship between the artwork and collective
feelings of engagement with an audience in particular reference to
the ‘Free Art Friday’ movement
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The concept of Free Art Friday (FAP is asimple one. It involves the artistic creation of
piece art w hich is left in a public space fo a posserby to find and keep. FAF
originated from the corscious efforts of anindvidual street atist to moke a positive
change in his local envionment. Aw hole new concept then evolved. The re-we of
materials to moke peces of at which ae given av oy fa free, To an unknow n
member of the public - giving art aw oy on Fiday w as optional, bu prefered, os it
encouages the atist to maintain paticipationin the atistic movement. This essay wiill
explore the process of Free Art Friday, the lberadtion of atistic creation the
placement of the 'gift’ in pubic, the ‘situation” w hich is then created, and the
possible effects of document ation ofter the art has been found.

FAF is a desirable concept for mary atists. For some the act of giving art aw ay for
free is a new and erjoyable experience. Each piece of at contans part of the artist
that madeit, a thought, anidea oremotion. To give aw oy apart of youis somet hing
specid. We have dll experienced the feeling w hen giving a considered gift, more so
whenw e knowv it hos tckentime and effat to produce — fo these giffs to go to a
compete stranger adds a new meaning to sdflessness (Melvind, 2007). Despite the
warming sensafionw hich people get from the act of gving; ths is not the only notive,
as the creation of art is offenconfired by the constraints of commerce —the need to
make a living.

"The forces of imagimation, fom whch he draws his strength have disrupt ive

and cqoriciows power whch he m st manage with econom y. If he indulges in

im aginat ion t oo freely, it mayr unwild and destroy ihm and his work by excess”
Wind, 199, pp. 2

The above quote articuates the frequent need to produce works which are
accepted by the public. By removing the need to poduce art for financid gain, it
licerates the artist to experiment in new w ays of creation, to voice an idea, shout a
pditical message, or amuse and confse the view er. The movement is not corfined
topainted artw aks, it embraces the use of poems or songs w hichcan be hiddenina
liorary book for the next reader to enjoy, a scuptue made from old records, a

cassette o CD left hanging rom a kranch of atree.
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Fetchcollection, 271 June 2007, Pairting on carv as leftin Exeter

ﬂl conkent© Fclch Lalleckion :ﬂﬂﬂ




Fetchcolection, 8" August 2008, Painting on canvas left on Backpod Sands

Fetchcollection, 9™ August 2008, Panting on canvas left inDatmouth

As demorstrated, the piece of artw ork does not have to be “beautifully’ crafted all
oncanvcs. The location, materials andvarious styles of artistic expressionvary geatly
within each FAF creation; sensatiors therefore manifest thenselves differertly within

each 'situation’. Due to the complexities of these varous sersations they will not be
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decorstructed individudly; rather the essay will focus onthe act of giving itseff and
the liberation of sucha process.

The benefits of Free Art Fridoy ae boundiess. By artaching muchless importance to
the sdes value of art, it creates a contemgative immersion inther w ork. Much similar
to the w ak of Daddst, the ‘usdlessness’ of their w ok adllow s artists to develop their
skils and discover new techniques, w ith the additional rew ad of satisfaction w hen
leaving something special for others to colect. The non-aftachment and sdflessness
promoted by FAFis similar to the ldborious method wsedin the creation of Buddhist
sand pairtings, o soon ¢s they are finished, they scoop theminto ajar and pou the
sand into ariver -the act of creation is far more important than self-cong atulation or
monetary gain. At first it may prove difficult to let go, but the ability fo not tie yoursdf
to a pece dlows fo aristic liberation the pleasure of gving, the possibiiity that it
might inspire ot hers to create their ov nart, the opportunity to make someone’s doy,
and for the artisttoimagne andpaossibly discover the journey of apiece of art.

Fetchcollection, 7t August 2008, Painting on canvas left inDatmouth

Art is not only tied to the need for financid gan, it can often be clouded by gallery
and dedler issues. FAF focwses the artist on the oct itself, giving artistic freedom to
eachindividual participant, including the opporturity for the atist to act as curotorin
thair ow n public gallery — to free up the netw ork of at inferaction outside of gallery
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spaces. Art and money inferact in many institutions — in particular, museums
(Freeland, 2001). FAF arfists have complete ow nership and choice of location w hen
‘dropping’ their w ork in pubic; a brick w dl ouside a petrol station or the step of an
urknow n doow ay, the possibiities are endless. The surounding envionment can
enharce the aesthetics of the work, more so than a white wall in the sterie
ernvironment of a commerdal gallery. This demand for w hite w alls and associated
desire of ‘clear’ thought is often tcken for granted in modern achtecture (Pinder,
2005). Mweurrs convey standards about ats value and qudiity, a dominant critique
or categarization of w ak; promoting specific themes and preconceived meanings.
FAF bypasses the politics of museum display w th their pubdic irstdlations, moking their
work accessible to the so-cdled masses. Freedom from the shackles of aut hority w as
important for surredlist artists as they w ere dole to create a'situation’ that disrupts the
namative and expectedsocietal practices w hich hegemonic pow ers loy dow n FAF
formulates a re-assertion of public space in which the public ae free of pre-
conceptions to devedop thar understanding of space beyond practicd day-to-day
living. A wider commitment to revolution and questioning of established codes of
space and fime.

Fetchcollection, 7 August 2008, Panting on canvas left inDart mouth

A city is not just acolectionof buldngs, infrastructures, hos pitals andw okers. Thereiis
maore than the physicd construction of space, there are number of underlying
hegemonc socid structures w hich people consciously o subconsciouwly adhere to
(Ple, 2005. Peope ae w adlkers in the city, follow ing the tracks of urban text without

being able toread it, a voyeur. A participant how ever, will tiy arother path analyze
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the “"microbelike, singdar and plural practices whch an urbanistic system wes
suppased toadminister or syopress” (De Certeau, 1984, pp. 96). Fee Art Friday s one
examde of how artists canshock society out of its deam and aw ckenit to its own
historical agency (Harrington, 2004). FAF memkbers disrupt the perceptual same,
illuminating the practices of everyday life w hich peode adhere to; forming a unitary
urbansm w hHch forges a aiftique of city life, from the revoluionary strugde fo

transformsocdial space and everyday life.

Situationists w ere some of the fist avant-gardes to openly challenge social structures
with unsud’ ephemeral practices. The acts of self propaganda in 1968 Pais
confronted Guy Debord’s desciiption of city life; an urban space cu-desacin w hich
people have reached a dead end due to the contrdling effects of modernity.
Psychogeography dlow ed the study of precise laws ond specific effects of the
geographcd environment (consciously oganized o not) on the emotions and
behaviour of indviduals. These studies w ere based aound actions w hich opened

new routes ofinteraction- of w HichFree Art Friday forms one suchsit uation.

All street artists w hether producing a static or removable piece of art, hope to
promote discussion in one form or another. They have the ambition for an audience
to recogrize therr w ok, for the people to question the clutter of visual images in the
urban environment, o perhaps to make a politicd impact. As Manco says, “...if you
want to get your point across there’s only oneway fodo it: get your m essage where
the public can see it “ (002, pp. 6). The possible motives for public intervention are
almost erdless, w hether for egdatistical recogntion or the promation of free speech,
FAF is a legd w oy to have voice, unlke theillegal methods of graffiti used by the
Situationists in 190°s Paris. A ‘situation’ is a concrete and deliberately constructed
moment by the collective arganization of a unitay ambience and game of everts
whichchdlerge contemporary capitalst cult ue and palitics.

Peoplew ho find these ‘gfts’, unaw ae of the FAF movement, may be hesitant totake
such a pece. In a highly commercidlized city people ae not use to getting
something for rmothing, therefore they may question if the atwork w s left for
someone else totake, orw hether they should leave it for other peope’s enjoy ment —
manifesting afea of "unacceptable’ behaovior. To prevert ths artists rarely adhere or
nal their w ork to a suface, its temporary statusis overtly expressed w ith a sign saying
"Aease take me” or the accompaniment of a Free Art Fridoy sticker. The cuatos
det ails are offenleft onthe back of art installations such that the person w ho takes
the 'gft’ cancortact the artist ifthey wishto doso. Ore such example is below :
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I just warted to say how much | love your work and what you ae abing
around Portsmouth is truly inspirational and fant astic! | wdk alot around the
town but now it's like a min adventure on the chance fthat | might come

across one of you creations which brighfens upm yday”

Henri Lefebvre caiticized the way in which peodes practices of everyday life are
mediated through socid structures, and how this conceptual framew ork limits the
ways in which they view ther environment. The collectar of the piece of ot
experiences a situation w hich challenges the standard monetary transactions w hich
commercidlized sodety erforces. They experience a uniqgue moment (Jameson,
1988), a situation of détournement framed by both spaoce and time - producing
ephemerd cultual reverberations w hich wodd dffer af ary ofher space in time.
Therefore the acceptance of such a ‘gift’ represents the dsregard of consumerist
pow & in the landscape, a moment in w hich complexities of socialy produced
spatidities ae chdlenged by a change in perception. With the uwe of
pyschogeogrophic techniques such as the dérive or difting, situatriorists lead people
torevisit the w ay inw hich they look af uban spaces — making the familior, unfamilicr.
Free Art Fiday urges people tofollow their emotions andlook at the city in a radical
way - to reach out and accept the ‘free gift” rom a stranger. Dérive w as not a
random coctivity, bu a ddiberate act of detounement to look af spaces and
spatidity differerntly (Pile, 20095). It isanimpotant method ¢s itw s used to discuss the
unplecsant nature of the city inw Hch emactions ae remov ed; peode dstance ther
actiors from their fedings. Stuatiors, such as FAF bring aftention to the alsurdty of
space, the lack of emationin society; opening up rew frarsient passages through
vaied ambiences — playful behavior and av aeness of sychogeog aphicd effects.
Tim Cressw ell (1996) argued that individud actions, such as situationism transgress
social expectations of spatial behavior, denatualizng dominant norms, thereby
subverting andrevedingthe pow errelatiors present.

Artists are also encouagedto document these situations. Taking a photo of the *gift’
inits new , but not find location, andthen to upoad and dsplay these images onthe
Internet  (www flickr.conmygroups/freeatfriday) is on aftempt to capture the
constructions of momentay ambiences of life and ther tfrarsformation into
possionate dist urbances of hegemonic cuture. Photos form a virfual photo dbum
which can be accessed dl over the w ald, to invoke and inspire other artists to
paticpate inthe FAF movement, w hilst providng a datform for discussion. Alt hough
the documert ation of these acts uncovers moments inw hich social structures are
temporarly removed, it is an impractical, idedlistic scheme for sodal and pditicd
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reform The impotant nodes of ron-corformity cannot be reproduced w ithin a
fragmented represent ation of the ‘situation” as important componerts of space,
time, andsodial structures are absent. How ever these photos canbe used to explore
the acceptabde and unacceptable modes of sodal intervention, based uponw eb

users “immediatereaction to thevirtual photo w hich they see before them

FAF, lke surredlism, strips artistic creations of their ordnay and normal significance
(Freeland, 2001). "L ot pour I'at” (art for ats sake) aeates a proud art w hichis no
ores servant (Ple, 2006); a series of suprising juxtapositions of expression Ths
approach exposes the psychological truths in order to create a compelling image
that w as beyond ordinay formal organization, a free oct of expression — evoking
empathy fromthe view er.

"...nothng gives s grearter deasure than t o commune with images that
aresofree”
Wind, 199, pp. 13)

Most w ok by Free Art Fiday’s participants is humorous and good natued, w ith the
desire to reduce the mediocre aspects of people’s uban existence, to remove the
empty moments of life as frequently possible. While moking the view er question
themselves, the at, and w hether o not they have the right to fake w hat they see
before them, it dso chdlenges the public to breck outside the routines of everyday
life, to expect the unexpected, and view the landscape as a pace fo leisure and
play. By adoptingthis attitude and empoying free movemen (dérive) dlow s peode
to drop their sud motives of patidpation andexpore their surroundng environment
more crifically. Without the socid and commercid constraints of nobiity, they
become apatidpan and rot avoyeu.

Many things in the w orld are corsidered 'free’, but fail to hold up to the true meaning
of thew ad. They are often subject to gallery regulations, corsumer demand and the
‘need’ to follow a specific set guidelines. FAF attempts to remove & many of these
boundaries s pcsside toincrecse public av aeness that along w iththe need to sell
art and promote an artist (Codk, 1996), thereis dso the need to fight the standard
paameters of the socid structure w Hch w e adhere to, and most profoundly, the
need to embellish and entertadn in a non pofit w ay without the need to cause
damage to property. Stuationist’s idecs echo profoundly w ithin Free Art Friday. They
form a number of overt moments inw hich people do not have to strainto discover
the mysteries of the sidewak (Pinder, 2009; trarscending dlienation and
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demonstrating the potentid realm of freedom, the ability to create situations in
keeping with peoples’” ov n needs and desires. The e of the dcty as a gdlery and
mode of free public expressionis an example of ephemeral disruption of the higHy
commercidlized emitter-acceptor semiotic system, an attempt to bring about better
urban futures, suggesting that there are no ‘real’ concrefe doctrines for aftistic

creation and behaviorin publicspoce.
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