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Site responsive in art, takes place when the artist is focused on in an investigation of the site as a part of his or her process, when developing their work. The investigation takes into consideration, the geography, community and history of the site.  This can be viewed as being an “open source,” in other words, open to anyone’s interpretation and use. This process is directly linked to the art works created, in terms of concept, form, materials etc. (McIver (2016). According to Kaye (2000, p.25) ‘site-specificity is linked to the incursion of 'surrounding' space, 'literal' space or 'real' space into the viewer's experience of the artwork.’  
Taking context from minimalism, site-specific art was originally based in an experiential and phenomenological understanding of the site. It was regarded fundamentally as a collection of the physical characteristics of a specific location e.g ceilings, dimension of walls, rooms, lighting conditions, climate characteristics etc. with architecture acting as a foil for the art pieces in many occasions. Then, as a result of materialistic investigations of institutional critique, the site was redefined as a relay of interrelated space and economics (art market, gallery, studio, museum, art criticism) (Kwon, 2002). 
This art form represents the artist’s ambition to widen the control they have over the presentation of their work, by stretching their practice from the studio to the public realm. By representing work beyond the private sphere, allows for the fusion of art and life including challenging art practices and boundaries (Morley, 2013). 
  
In February 2013, Banksy’s art piece ‘Slave Labour’ went for sale at the fine art auction in Miami. The piece depicts a child sewing union jack banners in a sweatshop. This piece appeared overnight on the side of a Poundland store in Wood Green, London in 2012. It was pulled from the wall and its whereabouts was unknown until it appeared in a fine art auction magazine, with a price tag of £264,000. This resulted in a furious backlash from the Wood Green community who believed that the mural belonged to them. The community believed that the location of the art piece was a deliberate choice made by Banksy and therefore, was given to them for ‘free’ (Morley, 2013). 
This art piece was viewed as a reaction the sweatshops profiting from memorabilia and decoration for the diamond jubilee and the 2012 London Olympics. This would suggest that London would have been an appropriate site to display it. Local art group, Turnpike Art Group, states: ‘the placement of the Poundland store wall is crucial to this site-specific artwork,’ as a result of the community’s suffering during the 2011 riots (Morley, 2013).  
The interesting question here, is who owns site-specific art? The artists, the community’s council or the owner of the building? Kwon (2002, p. 6) notes that prominent site-bound art  ‘engage their audience, particularly groups considered marginalized, as active participants in the conceptualization and production.’ As such, it could be argued that if the Wood Green community were regarded as being marginalized because of the effects of rioting, then Slave Labour should be given back for public interest. 
Site-specific art attains new importance as it gives uniqueness to the location in which it was placed.  Slave Labour was site-specific as it could not be relocated and was a permanent art piece, attached to urban architecture (Morley, 2013). 
In recent years, ‘street art’ has become a critical point in political commentary based on current events. Banksy is well known for representing his political views through visual commentary. His art pieces; Napalm Girl, Rage, the Flower Thrower, Show me the Monet, One Nation under CCTV are regarded as some of his greatest achievements (DeTurk, 2014).  
When exploring relationship between Banksy and his work, he states that to him, a wall is a blank canvas that enables him to put his political views forward. He expresses: ‘A musician might look at a blank piece of paper and see a symphony on it…I see a wall and see nothing but possibilities. It’s like running around with permanent cross hairs on your eyes.’ Banksy not only sees a wall as a blank canvas but as a fundamental tool in his artistic practice:  ‘…the wall is the weapon of choice to hit.’ (Banksy, no date, cited in Warren, 2002). 
By painting or writing on a wall, Banksy therefore, draws attention to the wall as a physical entity – simultaneously attempting to reinforce and transcend the space that the wall encloses. Banksy notes that by moving his work from the streets to a gallery, his works stops to be ‘the most honest art form available.’ This is because viewers can be ‘put off by the price of admission.’ By recreating his work, Banksy in effect, castrates it, leaving it powerless (Banksy, no date, cited in Warren, 2002).
Raychaudhuri (2010) argues that graffiti artists like Banksy, like any other artist, want their work to be viewed and discussed by a big audience but if they do not make the move from the wall to the ‘page,’ they are restricted by the same transience that contributes to the power in their work in the first place. This is further reiterated by Banksy who acknowledges what he loses by making this transition  ‘…I’ve done gallery shows and if you’ve been hitting on people with all sorts of images in all sorts of places, they’re a real step backwards. Painting the streets means becoming an actual part of the city’ (Banksy, no date cited in Raychaudhuri, 2010). 
Similar to Banksy, Santiago Sierra also likes to represent his political views through the form of art. Sierra is well known for producing pieces of art which focus on the hierarchies of power and class that exist in modern society. He explores the relationship between capital empire, labour and oppression via poetic and controversial performances. His depictions of the exploitative transactions of everyday life, encompasses contacting people to perform degrading, repetitive or useless tasks.  His work represents criticism of capitalism by adopting the very logic and methods of capitalism. He depicts a range of related themes such as war, immigration, poverty, exclusion, separation and exploitation. As such, Sierra’s work offers ethical dilemmas for both viewers and art institution (VOID, 2013). 

In one of Sierra’s site-specific work – Veterans, he touches upon the legacies of the conflict in Northern Ireland through the use of former soldiers and demilitarised sites. As part of the project, he hires five military veterans, some of whom served in Ebrignton, to stand in the corner of gallery spaces in Ebrington, a former army barracks situated on the banks of the River Foyle. He uses a flying drone camera to capture the performances of the veterans and displays them in public spaces. The performance mimics common children punishments as a means of representing forced contemplation and guilt, by an invisible and absent transgressor (VOID, 2013).
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According to Wilkie (2004), it is only in the two last decades that the term ‘site-specific’ has been extended to theoretical performance, forming a new approach of place-bound practice.  The term connotates performance taking place beyond the theatre where the deliberate choice of site, is instrumental in the development of theme or form. The site or ‘space’ can be anything from six storey staircases, places of transit or a post-industrial site – much like what Sierra has used (Spinks, 2014). Rugg (2010, no p. no.) adds: “sites for the performance of a continual state of becoming, un-becoming and rebecoming. They are often atmospheric, culturally loaded spaces, beyond the confines of the gallery system.” 


Sierra however, is well known for his controversial take on illustrating socio-economic disparities. For example, hiring itinerant workers to sit in a card board box for hours and paying them a minimum wage. His work is hugely influenced by his own social background, coming from a working-class family. His other art pieces involved using the bodies of the workers e.g ‘Person Paid to Have 30cm Line Tattooed on Them.’ Over the years, he continued stirring up controversy through various work such as paying three people lay still in three boxes in a party whilst partygoers unknowingly used the boxes as seats to employing ten people masturbate (Bacal, 2013). 

This has led many people to accuse sierra of exploiting his employees and benefiting himself by hiring those, desperately poor. Sierra (no date, cited in Walton 2013, p. 2) justifies his actions by stating: “I simply follow the generally accepted rules of society. I buy human beings and pay them the wages that are customary in their respective countries.”
His work forces his audience to question their expectations and values in relation to the transaction between capitol and labour, and as such, Sierra perhaps is an activist, imitating the hypocrisy and unfairness already present in society. “Only by penetrating the veils of illusion can (Marx) reveal the exploitation by which capitalism lives” (Wheen, 2006, no page no.). What Sierra is doing, is holding a mirror up to economic and social reality (Walton, 2013). 
From this stance, Sierra reproduces the mechanisms of economic exploitation set through the capitalist system. As such, his work is perceived as a ‘re-enactment of power’ employed merely as a counterpoint to praise the artistic practices that inspires unity or ‘pseudo activist engagement with political issues’ (Rosero, 2013). 
Another example of his work that was met with shock and heavy criticism was ‘245 cubic meters in which Sierra created a literal gas chamber in a synagogue which allowed individuals to feel the experience of the holocaust. This attracted the attention of the Jewish leaders in Germany who called him out for abusing his artistic freedom (Harding, 2006). 
According to Christouli (2016), the location where a site-specific work is presented, clearly represents engagement of the artist in the art-site relationship. Irwin (1985, cited in Christouli, 2016) distinguishes the relationship between the artist and the site through four categories: the first is referred to as ‘site-dominant’ which relates to work that consists of the classic principles of permanence, historical context and transcendence. The second category is ‘site adjusted’ which refers to work that is created in the studio or assembled on, or transported to the site.  The third is site-specific work where site specific interventions, sets out the criterion for the artists response and is partly the motive for the intervention. The fourth category; ‘site-conditioned/determine,’ is site-conditioned/ determined interventions where the artist’s experience, control the response of the art work (Irwin, cited in Doherty 2009, p. 44). 
In 2001, Sierra created ‘20 Workers on a Ship’s hold.’ This involved picking up passengers from different ports in a hired cargo boat, where they were required to remain hidden in the cargo compartment of the boat for the duration of their stay. The passengers received $20 for their participation. In another one of his artistic expressions, Sierra hired a number of workers, paying them a minimum wage of $10 per hour. Most of the workers were of Black of Mexican origin and they were required to sit inside individual cardboard boxes (Rosero, 2013). 

From a site-specific perspective, Sierra delegates part of this artistic creation to workers; to stay still in a box or in a hot and humid boat under the sun. Sierra also instructs on the conditions of possibility for these actions, the contract rules, the art object and its commercialisation as an art piece. This suggests two instances where locations of Sierra’s work can be found in his artistic practice; one being the performance of the worker, either siting in a box or hiding in the compartment of a vessel and the second being the process of recording and creating the art work. That being said, work is located in two different elements; the artist and the performers (Rosero, 2013). 

On the contrary to several artistic creations, where the fundamentals of the artwork is positioned in the figure of the artist as the creator of an artistic expressions, idea or object, Sierra’s work introduces complexity of work displacement, not just in physical terms but also in terms of semantics. The meaning of his work has different significance and implications. For the performers, work appears to suggest a contractual agreement where money is exchanged for a service, which in some ways, is humiliating, demeaning and unproductive (Rosero, 2013). 


Jackson (2011, p. 68) argues that Sierra’s work is artistic centred. She states that Sierra’s work is mostly centralised on his ‘authorial name’ and that they conceal the voice of the hired workers, changing collaboration into an employment relationship that does not consider or take into account, the identification of the hired workers and makes little reference to the ‘histories of the participants’ or even their name. Jackson (2011), believes that Sierra lays importance only to himself and making his name the most significant factor of his art work and that by hiring people, it sabotages the semantics of collaboration and by ignoring the participants’ names, excludes them from the art work. 
However, in response, Rosero (2013, p. 102) argues that Sierra’s work critically engages, not just in the artworld but also around the subjects of capitalism and control. By reproducing ‘economic transactions’ he aims to unmask the power relations and highlights issues such as “the supposed moral superiority of art, the role of contemporary art in the system of globalised capitalism, the relationship between work and freedom, are constantly addressed by works that focus on the politics of a particular space within a specific context.”

Conclusion 
After looking at the two artists stated above, it can be said the concept of space and place or site-specific art, becomes an inherent, crucial part of artistic practice. Through time, the terms ‘space and place’ have become to mean more than just it’s literal meaning of location or surrounding area. It encompasses an abstract, conceptual thought process- a space of mind constructed either by the artist themselves or by the viewers/audience. 
The audience play a huge part within the abstract and conceptual portions of space and place; since artists endeavour to give their art meaning by pushing their own believes, inadvertently creating a narrative.  After all, art only becomes something great, when the audience apply their own perspective and link the work to their own experiences.
In the case of Banksy, is could be argued that he is quite obvious in his use of place and space, since he deliberately chooses locations to depict its current political climate or state.  Although he himself states that by jumping into mainstream, has taken the voice of his work away, it could be said that this has resulted in him getting more famous, allowing the work that he does on site and within a specific place, to have a greater impact. As such, the power of the art becomes a global conversation to change – something he aims to achieve. 
In the case of sierra, whilst his work is very different, in the sense of the visual outcome, his use of physical place and space is obvious - with his work being mostly performance and installation. However, because of the ways in which he practices his work, it becomes more negative than anything else but still works in the gain of creating a conceptual thought plan. that allows the work to be more about the meaning rather than the physical place.   
It is evident then, that the concept of place and space is of a multi-faceted, complex nature since the art can give its own place within the mind of viewers and what one perceives in their ‘space of mind’ will be different to another. 
Moving forward, I believe that all artists should be thinking about space and place as doing so, will help the art become stronger; by taking it from is physical form into something that transcends it to become something greater. 
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