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julianne swartz

In the 1960s, people still wrote songs addres-
sed to telephone operators, about their hopes
and fears of making contact with absent
lovers. Julianne Swartz's work requires partici-
pation from other people. It is about the magic
and intimacy of 'getting connected’,

Scientific instrumentation has evolved a great
deal since the sixties, but the human desire
to use technology to be ‘in touch’, even in
an immaterial way, remains the same, There
are no touchy-feely soft toys in Swariz's work
- she has a preference for fibre optics and
plumbing plastics — but the whole point is
that even these unaesthetic materials can be
made to sing when animated by the human
desire to transcend barriers and make contact
with other people. Swartz's insistence on
taking us ‘backstage’ undermines our defen-
ces, opens up the potential for intimacy.
Just as her clinically technological materials
nevertheless evoke the absent but warm
and determined person who installed them
into their playful, disruptive or transgressive
patterns, so her preferred media of sound
and light suggest. in their lack of materiality,
an absent source, a presence like the sun,
somewhere else.

The work has humour, a sense of fun, con-
jures both emotion and sentiment. Despite its
lightness of touch, its legacy Is that through
disorientation we acquire the potential for
re-orientation within a different understanding
of our social and structural environment,

Lewis Bi

Affirmation

We all form relationships with the buildings
we inhabit. Everything from their location and
design to the positioning of a light-switch
conditions the way we think about and inter-
act with them. Yet never is a building given
the opportunity to reveal what it feels about
us. For the duration of the Biennial Julianne
Swartz has allowed the architecture of Tate
Liverpool — a converted warehouse reopened
as a gallery during the area’s regeneration
in 1988 - to do just that. Its walls, windows,
sinks, ventilators and stairs have been given
‘mouths’ with which to communicate.

Disembodied voices, some familiar, others
less so, address us as we navigate the
gallery: ‘| don’t know your name, but | love
you. We've never met, but | love you. We'll
probably never meet, but | can still say that
| love you...". The building has come alive
and is welcoming us. Initially these sounds
slyly invade our subconscious, yet we soon
become highly aware of the building as an
active presence. The words keep finding us,
transgressing the coding of a public space
and allowing it to become an arena for private
moments. By personalising the public, Affirm-
ation reveals and questions the conflicting
messages institutional buildings often convey.
Laurence Sillars
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