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Abstract

Structuring Interactivity; Space and Time in Relational Art

This thesis describes the concepts of space, time and interactivity In
Relational Art. Relational Art is an interdisciplinary art practice described
by the art critic and curator Nicolas Bourriaud in his book Relational
Aesthetics (1998/2002). For Bourriaud, Relational Art consists of a
location (space) in which viewers endure a physical encounter with the
artist and artworks exhibited (time). Bourriaud describes this encounter as
‘interactivity;” a term borrowed from digital aesthetics and 20" Century
performance art to describe ‘viewer-participation’ with artworks. This thesis
tests the capacity of Bourriaud’s Relational Aesthetics to provide a theory

of ‘interactivity.’

The thesis is divided into three parts. Part One includes a critical reading
of Bourriaud’s Relational Aesthetics and the concept of space in Relational
Art practices. In Part One, Bourriaud’s ‘space of encounter’ is compared to
the ‘Literalist’ artwork described in Michael Fried’s “Art and Objecthood”
(1968) as well as James Meyer’s concept of the ‘Mobile Site’ (2000). Both
Fried and Meyer depict the use of ‘location’ in contemporary artworks. Part
Two of this thesis is a demonstration of Bourriaud’s concept of time In
Relational Aesthetics. Bourriaud describes ‘time’ as that which is ‘lived
through’ by the artist, artwork and viewer. The thesis demonstrates this

concept of time through the design and performance of an artwork
oroduced specifically for this thesis. Entitled: PartnerWork, this
performance artwork consists of two persons continuously exercising in a
hotel gymnasium for an ‘endured’ period of nine hours. In Part Three, the
thesis proposes a set of criteria for recognizing ‘interactivity’ in Relational
Art practices, including the example of PartnerWork. Interactivity Is
determined to be ‘structured’ through successive stages of participation,
and is described as having the capacity to alter the formal structure of an

artwork.
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Introduction

This thesis describes the use of space and time in Relational Art practices.
By Relational Art practices | mean those art practices premised by a real-
time encounter between an artist and a viewer as a part of the artwork.
These are practices described by the critic and curator Nicolas Bourriaud
in his book Relational Aesthetics, published originally in 1998 in French
and subsequently in English in 2002. In Relational Aesthetics, Bourriaud
defines Relational Art practices as those which use a ‘space of encounter
to bring the viewer into a physical or real-time relation with the artist. The
moment or time of this encounter is described by Bourriaud as a ‘time lived
through.” This time is that which is lived through by the artist, viewer or
both. The amount of time, or what happens during this time, and the
‘space’ in which this time is lived through is the conceptual foundation of

Relational Art practices.

This thesis designates ‘viewer-participation’ and ‘interactivity’ as key
formal elements in Relational Art practices. While space and time are
concepts in Relational Art, ‘viewer-participation’ and ‘interactivity’ are
considered by the thesis to be formal elements which structure Relational
Art. By formal elements | am referring to an interdisciplinary range of
artistic media, such as oil paint, bronze, silver-gelatin photographic prints
or celluloid film. Viewer-participation and interactivity are thus part of an
interdisciplinary range of formal elements which artists use to compose or

arrange the space and time of relational artworks.

For Bourriaud, Relational Art practices use ‘human’ interaction or ‘inter-
human’ relations as part of their aesthetic and theoretical foundation. The
position of this thesis is that the aesthetic of ‘human’ interaction In
Relational Art is derived from the performance and installation art practices
of the 1960s and 1970s, including those of the architect, sculptor and
video-artist Dan Graham, the painter and prop-maker Robert

Rauschenberg and the ‘optical participation’ artist Lygia Clark. The thesis



also claims that the theoretical horizon of Relational Art practices
Bourriaud describes is that of the writing on minimalist sculpture in the late
1960s and early 1970s by figures including the art critic Michael Fried and
the artist/ writer Robert Morris, as well as contemporary writings on site-
oriented artist practices by the art historians James Meyer and Miwon

Kwon.

The thesis includes the description of a relational artwork produced by the
artist duo SmithBeatty. The artwork is entitled PartnerWork. SmithBeatty's
PartnerWork was ‘designed’ to be a relational artwork. It was based on
research focused upon the descriptions of space and time in Relational Art
practices as described by Nicolas Bourriaud in Relational Aesthetics. |t
was produced in the autumn of 2005, during the third year of the thesis’
research. PartnerWork uses a hotel gymnasium as a ‘space of encounter’
and a time period of nine-continuous hours as the ‘time lived through’ by
the artist and viewer. This time is spent exercising in the space of the
gymnasium and being ‘encountered’ by hotel guests and viewers from the
public. A documentary video on DVD has been included at the end of this

thesis and described in Appendix |.

The thesis uses PartnerWork like a clinical test, which seeks to fina out
how Nicolas Bourriaud’s Relational Aesthetics can be considered to be a
theory of interactivity for contemporary art. This claim, made by the art
historian and critic Claire Bishop,' responds to Bourriaud’s ‘demarcation’ of
the ‘aesthetic realm’ of human interaction as the theoretical foundation for
Relational Art practices.” Bishop is critical of such a demarcation.
However, this thesis attempts to build upon the insights of Bishop and her
reading of Relational Aesthetics, rather than to defend or disprove her

criticisms of Bourriaud.

' See Bishop (2004), p. 54 and Bishop (2005), p.116.
° See Bourriaud (2002), p. 14.



Crucially, both Bishop and Bourriaud use the term finteractivity’ in their
critical writings on Relational Art. The position of this thesis is that the
term ‘interactivity’ is used to identify a media art category, and used most
often to describe the engagement of a viewer with an artwork that depends
upon a computer or ‘new media’ element as part of its formal structure.
The thesis explores the origin of applying ‘interactivity’ in this way by
addressing several artworks which do and do not include computers or
‘new media’ elements. By doing so, the thesis will develop a definition for

‘interactivity’ as it pertains to Relational Art practices.

The finding of this thesis is that the term finteractivity’ is merely a
contemporary name for an older description of ‘viewer-participation’ with
artworks. ‘Viewer-participation’ has been used throughout the 20" and 21*
Century to describe ‘goals’ and conceptual objectives for artworks. Well-
cited examples of this include viewer-participation in ‘non-art’
performances called ‘happenings’ in the 1960s and 1970s, as well as
installations of paintings by Max Ernst and Marcel Duchamp in the 1920s
and 1930s. The thesis describes relational practices, which result in the
interaction of viewers, artists and artworks. It describes interaction as a
stage of ‘viewer-participation.’ It examines Relational Art as a complex
arrangement of interactivity based on the location and endurance of an
artwork, artist and viewer; one which can accommodate, but is not limited

to, the use of computer technology in the formal structure of an artwork.

To do this the thesis will address several ‘participatory’ artworks and
compare them to art and ‘non art’ situations. These include the
performance of chants, songs and “Yells” by the Texas A&M “12™ Man” in
College Station, Texas (United States) and audience behaviour in the
Turbine Hall of the Tate Modern Museum during the time of Olatur
Eliasson’s installation artwork; The Weather Project. By doing so, the

thesis hopes to define a more focused definition for interactivity. One



which can be applied to artworks that do and do not include the use of

computers or so-called ‘new media.’

The Methodology; A Theory and Practice Project

This thesis project has not followed any form of a traditional research
method to which | can knowingly subscribe. (See note 2.) However, the
project has indeed resulted in a traceable ‘process’ of production. This
process includes the scholarly research of art criticism and continental
philosophy; most notably the research of Nicolas Bourriaud’s Relational
Aesthetics, published (in English) in 2002 (one year prior to the beginning
of this thesis). Relational Aesthetics is the core literary resource for this
thesis. The production of the research and practice for this thesis has been
an activity completed by an experienced artist practitioner engaging in
creative production to reflect upon the artist processes, theory and

knowledge informing contemporary artist practices.

This thesis is comprised not only of a written text, but also of a practical
component. This component is the artwork PartnerWork by the artist duo
SmithBeatty. PartnerWork was written, produced and documented by the
thesis’ author in collaboration with the American artist and hedge-fund
account manager Colin Beatty. PartnerWork is an attempt to demonstrate
and test the theoretical models and arguments, which are proposed by the
thesis. Therefore, PartnerWork is an artwork produced specifically for this
thesis. The author intends for PartnerWork to be considered alongside the
research into literary models, sports matches, art exhibitions and unique
events conducted for this thesis. PartnerWork is a single artwork (rather
than a series or edition). It was installed and performed in October 2005 at
the St. Martin’s Lane Hotel in London. Descriptions, analysis and
photographic documentation of PartnerWork have been integrated into the
body of the written thesis, and a video document of the work has been
included in the appendix. This video is written to DVD and has been edited

and produced by the thesis’ author. The DVD will play on most computer



DVD drives and is also formatted for use on DVD player-decks (multiple

Zones).

The production of a thesis project which combines theory and practice has
been done in an effort to articulate artworks and practices though
resources that do not commonly appear in works of art theory and art
criticism. While | have attempted to address the context of the artworks
cited, | have also attempted to distance this project from the vocabulary or
structure of art history. | have done so not without respect for and credit
given to the many art historical references and points of excitement | have
benefited from. However, the application of the ideas and images in this
thesis is intended to be in the work of artists as they create future artworks
and discourse. Therefore, my intention is to contribute to the field of art
productions, specifically those practice which contextualise themselves as
‘relational art.’” | hope to participate in further discussions with historians
and critics, and | intend to do so as an artist who is willing to use language

and discussion to as vital tools in creative and critical processes and

research.’

3 The historian, in my view, attempts to construct a conceptualized determination of
artistic processes through the memory of attending an exhibit or through the study of
texts, video, photography or other documents in the case of performance art. This
determination is applied to the artwork under study retroactively and most often through
writing and publication. In this thesis for example 1 utilize the writings of Craig owens, a
critic and/ or historian (and one time co-editor of October Magazine) who is credited with
applying the term ‘allegory’ to Robert Smithson’s documentary processes and images.
The value of such work and methodology is not being questioned here. Instead, what |
would like to propose is that as an artist conducting practice-based research, | attempt to
compose a Conceptualized Project with its application’s objectives determined by the
needs or demands of a host institution or personal vice. The demands of the former, |
believe, make necessary the research by artists of their work In order to provide an
informed context and vocabulary in visual and textual form to which they can direct
curator’s, gallerists and of course historians. The importance of this is for the conceptual
composure of artworks to sustain themselves as much as possible with the artist’'s own
objective, rather than a supplementary application by the historian. This is as simple as
stating that historical construction occurs post the artwork, while conceptual composition
founds and follows-through the concept with the realisation of a physical object.



The research has also included ‘participant-observation’ of competitive
sports matches like those of the “12™ Man” and Texas A&M ‘Aggies’ in
College Station, Texas. | have also viewed the exhibitions of artworks in
London, Quemado (New Mexico, USA), Sydney, New York City, the
Golden Spike National Monument (Utah, USA), Dublin, Belfast, Berlin,
Marfa (Texas, USA), and Tokyo. The works in these exhibitions include
interactive environments’ and earthwork sculptures such as Robert
Smithson’s Spiral Jetty, Walter de Maria’s The Lightening Field, and Olafur
Eliasson’s Weather Project, which was installed in the Tate Modern
Museum’s Turbine Hall (2003-4). These exhibitions, and the audience
response they have generated, are often cited resources in the body of
this thesis. The research also includes the use and ‘testing’ of website
projects by artists (including Peter Halley’s Cell Explosion) and notes from
email dialogue (not interviews, but dialogue) with several of the artists

whose works and practise are described in the body of the thesis.

Publications and Live Presentations of the Thesis

While the production of PartnerWork constitutes the practical component
of this thesis, | would also like to mention some events and processes
which have featured the work on this thesis In presentation, and others
with which my participation has contributed to the completion of the thesis.
Many of these references include an acknowledgement to hosts,
colleagues and institutions, for without their function or assistance this

aspect of the thesis would not have been possible.

First, with regards to PartnerWork, | wish to recognize the St.Martin’s Lane
Hotel and its hosting of PartnerWork as part of the 2005 Scope-London Art
Fair. The hotel’s generous provision of their first floor gymnasium as a
dedicated space for the performance of PartnerWork was crucial to the
completion of the thesis. The organizers of Scope-London and its
performance art element also deserve recognition here. The friendship

and practical support of Scope-Art’'s founder Alexis Hubshman made
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PartnerWork possible. Also, the management of the performance, funding
for supplies and surrounding activities and was conducted by Becky Moll
and Lynn Goh of the (former) Hames-Levack Foundation. Their
assistance and support is truly appreciated. And, most importantly, my
gratitude to my colleague Colin Beatty who performed PartnerWork with
me for nine hours straight, making it a reality. Colin’s determination (or
was it credulity and stamina...) fuelled the work and directed it into areas |
would not have known to be possible. | am, as always, respectful and

admiring of his insights as well as his batting average.

In addition to the production of PartnerWork, parts of this thesis have been
featured in publications and live presentations at numerous venues. Some
of these are of particular importance because the themes’ of these events
have subsequently directed the structure and objectives of the research.
For example, a section of the thesis was presented in February 2006 in
Boston, Massachusetts at the College Art Association’s annual national
conference. | gave the presentation, entitled: “How Do We Measure the
Responsibility of a Crowd”(?) on a panel chaired by Lewis Kachur (Kean
University, USA) and Rosemary O'Neill (Parsons School of Design, USA).
The panel, entitled: Installation Art in the Age of Globalization, featured a
range of speakers including the author and historian Caroline Jones
(Machine in the Studio-MIT Press) and the ‘locative-media’ artist Teri Rueb
(Massachusetts Institute of Technology, USA). My experience of
presenting and engaging in discussion with this panel and the College Art
Association (CAA) audience has proven extremely important to the thesis’
positions taken with regards to Installation Art and contexts for future
exhibitions. | also wish to acknowledge the financial assistance provided

by CAA allowing for my travel to Boston and participation in this event.

A second presentation, entitled: “How do we Recognize Interactivity (7?),”
was hosted by the Creativity and Cognition Studies at the University of

Technology in Sydney, Australia. This event was entitled: “Interaction:
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Systems, Theory, and Practice,” and was my initiation into the language of
computer science and my very temporary immersion into the aesthetics of
New Media. Importantly, it was through my lecture and presentation of
scripted photographs, videos, and personal touching (with the gracious
assistance of Professor Peter Ride, University of Westminster, UK) that |
initially worked through the practical and theoretical models differentiating
‘participation’ from ‘interactivity’ that have been included in this thesis. The
paper presented in Sydney was published in: Interaction: Systems, Theory
and Practice. Creativity and Cognition Studios Press: Sydney, 2004
(Pp.551-570). | would like to thank the Centre for Cultural Studies at

Goldsmiths College for their assistance toward my trip to Sydney.

During my time in Sydney | was able to review the installations of
interactive’ art in the Powerhouse Museum by the curator Lizzie Muelier.
This is a dedicated area in the museum entitled Beta-Space, in which
Mueller and other New Media curators are attempting to create and study
interactive artworks. Based on this experience | re-wrote, "How do we
Recognize Interactivity (?)” and presented this revised version of the paper
to a conference entitled: “Thinking Museums,” hosted by the University of
Dundee’s Philosophy Department. What is worth mentioning from this
experience is that the Dundee audience consisted of museum
administrators and art historians. For this ‘target-audience’ | more
emphatically addressed and supported the formal criteria of ‘personal-
touching’ as that which is necessary for the classification of an artwork as
‘interactive.’ It is also In this event that | first introduced the concept of a
sports stadium as the substitute for museum or gallery spaces, and with
which | attempted to demonstrate viewer-participation and interactivity.
While | may not have not have executed this objective with erudite
precision, | do believe that it was a crucial step in the thesis research
regarding temporary installation spaces like the Tate Modern’s Turbine
Hall and their relation to sports stadiums like Kyle Field in College Station,

Texas.
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The final presentation of parts of the thesis which | wish to mention, was
the “Open Systems Conterence” held at the Tate Modern. This event was
coordinated by Kathleen Madden and chaired by Mark Godfrey (Slade
School of Art, UK). Most important from this experience was the generous
access provided to me by the Tate Modern. The Tate granted to me their
permission to perform staged interventions with two artworks featured In
the Open Systems exhibition and to create documentary photographs of

the interventions.*

With regards to a thesis which is based on both the writing of a theoretical
model and the production of a practical project, | have had the opportunity
to be involved in four different events through which | have experimented
with the forms and structure such a thesis might utilize. These events
include the coordination of the conference “Mapping Intensities” with my
colleagues James Burton and Laura Cull at Goldsmiths Coliege. "Mapping
Intensities” was hosted by the Centre for Cultural Studies at Goldsmiths
and featured theorists, artists, curators and historians in presentations and
panel discussions. Participants included Stefano Boeri, Sarah Cooke,
Mark Tribe, Eric Alliez and Warren Neidich. The experience of moderating
their participation, or in some cases extreme lack of participation,
collaboratively with James and Laura has contributed significantly to the

formation of my research questions for this thesis.

A second project collaboratively executed at Goldsmiths was the one-day
“Theory and Practice Workshop” which took place in the spring ot 2005.
The workshop’s goal was to discuss and perhaps formalize ‘practice-
based’ research models in UK higher education and post-graduate
programs. There was a particular, personal objective of mine to include

‘Dractices’ that were not art practices. To meet this objective | invited

* Bruce Nauman’s Around the Corner Piece, and Dan Graham’s Public Space/ Two
Audiences.
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Professor Jim W. Anderson, University of Southampton (Department of
Mathematics) to participate in the workshop. Also present was Professor
John Mullarkey, University of Dundee (Department of Philosophy), Laura
Cull, Sean McKeown, and Alex Butt. The range of research interests and
‘'use’ of practice by the participants resulted in a more expansive and
informal designation of practice-based research. Thus, we missed my

target, while perhaps hitting those of other participants.

The last two ‘theory and practice’ events were both presentations on the
topic. The first was a response to an invitation from the editors of the
magazine Printed Project to present my research process to a group of
administrators from universities in the United Kingdom and the Republic of
Ireland. The event, held at the National College of Art and Design in
Dublin, sought to formalize methods of practice-based research from
which a standard criteria for assessment of such projects could be
developed. The final ‘theory and practice’ presentation was given In
November 2005 at the “Creative Research Symposium” hosted by the
University of Portsmouth. It was this presentation in which [ first presented
documents of the relational artwork PartnerWork and defended what In

this thesis | have proposed as a visualization of time’ and ‘interactivity.’

Support and Teaching

Perhaps the application of this thesis research has sustained its highest
degree of continuity and testing through the opportunity of teaching on the
MA Contemporary Art Theory course in the Department of Visual Cultures
at Goldsmiths College, University of London. This course has been
subtitled as “the ethics of participation” and “the critical encounter.” The
influence of the course’s input sessions given by Gavin Butt, Irit Rogoff,
Jean Mathee and Jorella Andrews, and discussions with my teaching
colleagues including Ros Gray, Cristobal Bianchi and Susan Kelly, have
been crucial at identifying poignant critical perspectives in contemporary

art and theory.
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Numerous Goldsmiths faculty members have offered their time and
experience to me during this project. These include Howard Caygill (and
the students of the Contemporary Thought Seminar), Jules Davidoff, Scott
Lash, John Hutnyk and Janis Jefferies. John and Janis, as my
supervisors, have provided not only their insight and questioning (they are
hard-working and devoted tutors, thus the productivity of their criticism
goes without saying), but have anticipated my every move during the
course of this project. | won’t know now how to comprehensively list all
that they have done to help with this project, but | do promise to be

keeping a tab of each future moment in which | draw upon their influence.

The research into books, journals and videotapes has been conducted
with the assistance of the British Library, the Goldsmiths Library and its
Film and Video Collection (with the insight of Ms. Jacqueline Cooke), the
New York Public Library’s Donnell Media Centre and the library of the
Institute of International Visual Art (INIVA).
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PART ONE: SPACE IN RELATIONAL ART
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Introduction

In Part One | would like to address the concept of space as it is applied in
Relational Art practices. My key inquiry will be with the concept of ‘space’
as it is used in Nicolas Bourriaud’s Relational Aesthetics. This concept of
space iIs premised on the critical reviews and writings on minimalist
sculpture in the late 1960s by the art critic Michael Fried. As the thesis will
describe, Fried coined many terms for the work of artists who wished to
combine the objects they created with conceptual links to location. This
location was the place or site in which their artworks were installed and
of art. Such a ‘process’ of ‘locating’ work was, for Fried, a result of the
sculptural object’s “inherent theatricality.” Fried used this term and applied
it to artists including Robert Morris, Tony Smith and Richard Serra.' In this
case, theatricality is a pre-text for more contemporary scholarship on the

notion of art and ‘site-specificity.’

Like Fried, Bourriaud’s critical concern is with the ‘space of encounter’
constructed by artists. Such a space is that which, for Bourriaud, is a
complement of artist practices which are no longer bound to the fixed and
private location of a studio space for making art. Instead, these practices
are produced in innumerable locations in an effort to combine the history
of a particular site with its everyday use or context, thus filtering this use

and context through the practice of the work. Location in this case,
becomes another inclusive formal element in Relational Art practices, one

with the specific goal of making an encounter possible for the viewer.

In Bourriaud’s book Relational Aesthetics the concept of ‘space’ refers to

the location or situation in which an artwork is engaged by the viewer.?

"It is perhaps important to stress here that Michael Fried’s labeling of such work as
theatrical’ was intended as a critical and even hostile attack on the objects, ideas and
methods of these artists.

* What | mean by 'situation’' and 'art situation' is the place occupied by something or some
person, like the site of a building or a moment in time. This use of the term situation
follows from Fried's description of the inherent theatricality of artworks, which designate a

17



Bourriaud refers to this as a ‘space of encounter.” The premise for this
concept of space is Michael Fried’'s 1968 essay entitled “Art and
Objecthood.” In this essay Fried critically explores the sculptural practices
emerging at that time, including work by Robert Morris and Richard Serra.
In this essay Fried articulated a three-part arrangement for sculptural
practices and their installation. This arrangement included the location of
the art object’s installation, the shape of the art object and the
phenomenological encounter of the viewer with that object. In the following
section | will conduct an analysis of this essay and its influence on
Bourriaud’s concept of ‘space’ in Relational Art practices and the concept
of ‘site-oriented’ artist practices for critics like Meyer and Kwon. In this
section however, | would like to discuss the ‘space of encounter’ as
Bourriaud uses it to characterize Relational Art practices of the 1990s and

early 21% Century.

This section also takes the artist’'s personal identity into account when
describing the ‘locating’ of artworks by artists or by the institutions they are
working with. The thesis will look at the re-evaluation of Fried’s
theatricality’ in the work of James Meyer and Miwon Kwon. While agreeing
with and attempting further apply Meyer’s notion of an artist process called
the ‘Mobile Site,’ the thesis will critique the combined-theoretical premise
of Meyer with Kwon that the ‘Mobile Site’ is one characterized by a
concept of the ‘nomad.” This concept is borrowed by Meyer and Kwon
from the writings of Gilles Deleuze and Felix Guattari,” and is applied
specifically to cull a singular artist identity from contemporary artist

practices and their use of location.

space of the encounter, and Nicolas Bourriaud’s adaptation in Relational Aesthetics of
Fried's 'theatrical' model to describe a time lived through by the artist or viewer in relation
to the artwork. The term 'situation' and 'art situation' used in this part of the thesis should
be differenciated from that of 'Situationism' or the Situationist International in that
‘'situation’ here refers to the “space of discourse, production and reception” where people
engage another. See Jones, Amelia (2000), p.333 (also see 'situation' In the Oxford
English Dictionary, Second Edition, Prepared by J.A. Simpson and E.S.C. Weiner.
Volume XV (Ser-Soosy). Oxford: Clarendon Press, 1989. Page 569.

* In this thesis it is Kwon’s use of Deleuze of Guattari (2003) A Thousand Plateaus:
Capitalism and Schizophrenia (Trans. by Brian Massumi), L.ondon: Continuum.

18



Space in Relational Art

The ‘space of encounter’ for Bourriaud is a real place, a physical location
In which the viewer will come upon and engage the artwork. The infinite
presence of location in Michael Fried’s ‘Literalist’ artwork and the finite
event which “takes place” in Meyer’s description of the ‘Literal Site’ are two
key characteristics defining the concept of Space in Relational Art
practices. Relational Art also continues the tradition of using both art
spaces like galleries or museums, as well as non-art or “everyday” spaces,

for the installation and exhibition of artworks.

This concept of space does include a conventional idea of the ‘beholder’
standing in front of a picture, but is also an attempt by Bourriaud to
accommodate more diverse uses of locations and uses of art viewers in
contemporary art practices. Most importantly, Bourriaud’s ‘space of
encounter’ is an effort to establish a meeting place, a ‘coming-together’ of
people In a location arranged by the artist or institution hosting the
artwork.* Such a concept is predicated by the belief that this coming-
together is of a physical nature. It is dependent upon the amount and
manner of participation, which the artist and/or viewer are to be engaged
in.> By this | mean that Bourriaud is not producing a concept of space that
exists virtually or conducts itself within the theoretical realm of
cybernetics.® Rather, Bourriaud is promoting the physical space of

artworks to be defined by the “common point between all things that we

include within the umbrella terms of work of art...” and further that the
concept of space in Relational Art practices is defined by the artwork’s

ability to produce a sense of human presence or existence.

* Bourriaud has written a short piece to answer the criticism levied against his book.
Entitled: “Letter on Relational Aesthetics” and written in 2004, Bourriaud clearly depicts
his belief in the use of the ‘interview’ as an artistic form; a work that is based on one
person’s encounter with others. See Bourriaud (2004), p. 46.

> Bourriaud explains that the display of the artist and/or viewer engaged with the artwork
in this way can be described as an ‘arena of exchange.’

° See Lévy, Pierre. “Anthropological Space,” in Collective intelligence (1997), pp. 143-
150.
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However, the position taken by this thesis is that the use of ‘everyday’ or
non-art spaces, while premised on the tradition of displaying art In
galleries, is also linked to productions in which a ‘non-art’ site Is used
temporarily as a location of performance or installation. Such a use of
locations would be comparable to that of film and television productions.
For example, if the concept of a film-shoot is the lead actress suffering
from a hangover, and is to feature this actress sipping coffee and eating
greasy bacon in a diner or café, the location used will be one that can be
physically and visually accommodates such a concept.” Thus the
‘everyday’ operation of a location is, for media productions like film or

television, an effort to portray the site and its actual function.

Relational Art practices, like film and television productions, attempt to
‘exhibit’ the actual functions of the locations they choose. These practices
seek an integration of the location’s day-to-day function and the concept of
the artwork. The artworks utilize, in real-time,® the formal operations of a
given site.® Now, in relational practices, it is a dialectical relationship
between the various uses or functions of a location. Bourriaud calls this
aspect of relational practices ‘operational realism;’ the presentation of the
“functional sphere in an aesthetic arrangement.” (Bourriaud 2002: 112) By
‘operational’ Bourriaud attempts to stress that the relational artwork is not
a study or “maquette” of the location, but a re-creation of the location’s

day-to-day functions. The artwork and artist attempt to emphasize these

" It may seem clear that a diner or café would be chosen, but this is not always the case.
Many times a location will be chosen and decorated to reséemble what the concept is
demanding. For example, on an advertisement shoot for the telephone company AT&T a
condominium in downtown Manhattan was transformed int¢ a temporary gallery. The
advertisement featured retired professional wrestler Hulk Hogan (the ‘Hulkster') and
former New York Mets professional baseball player Mike Piazza ‘beholding’ pictures in
the gallery and discussing art viewing as a metaphor for mobile phone service.

® This refers to a ‘real’ or ‘lived’ time of the performance or person-to-person engagement.
Film and television would be considered by this thesis as ‘time-based’ implying recorded
and redistributed media.

 In a creative and critical act the artist can vary the emphasis of particular operations of a
site. Bourriaud compares this to the variability of a digital image, which is constructed
from manipulable pixel data. The dimensions of such an image are virtually infinite. See
Bourriaud (2002), p. 112.

20



functions as ‘specificities’ or ‘particularities’ of the location.™ In this way, a
location can be used to meet the conceptual objectives of the artist.
Bourriaud labels this effort by artists to demonstrate the functions of a
location as the practice of ‘modelling’ space.”’ By naming ‘modelling’ as a
process of translation, Bourriaud seems to be referring to a traditional,
sculptural process of modelling; of recreating an experience or object In
the form of a sculpture or physical art object.”* The modelling of space is
an effort by the artist to translate the actual, physical location into a ‘lived

experience’ performed by the artist and shared by the viewers of the

artwork.

The art historian Miwon Kwon has called the function of such artist
arrangements a ‘projective enterprise.” '° By this term Kwon labels a type
of art practice, which produces a “function of specific circumstances.” For
Kwon these circumstances are those arranged not only by the artist, but
also by the host of the artist’s project. The host is what Kwon calls a
‘cultural institution.” The projective enterprise 15 performed through a live,
‘interactive’ exchange; the circumstances modelling this exchange are for
Kwon a ‘working-out’ of social processes by the artist or artwork.' His or
her modelling of a space for the encounter of human persons. The ‘space
of encounter’ in Relational Art practices is thus one where ‘connections’ or
the ‘coming-together’ of persons is composed by the artist. The modelling

of these connections depends upon a physical location, as it is the location

'° By doing so what is followed through from this current section is the consideration of
what happens when a ‘cultural’ institution is realized or transformed by ‘interaction’ with
the viewer. The thesis is considering the installation of Richard Serra’s Tilted Arc (1981)
In the Federal Plaza of downtown New York City as an example of this.

"' See Bourriaud (2004), pp. 46, 48.

' See Lanteri, Eduoard. Modelling and Sculpting the Human Figure (1985).

'° Rather than a descriptive mode of community-based artist practice, which would model
itself on patterns of social relation, a ‘projective enterprise’ implies a “social template of
sorts that can be copied and repeated...the simultaneous action of coming together and
coming apart of social relations.” (Kwon 2002: 208)

' See Kwon (2002), p. 154.
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which for Bourriaud and Kwon define the ‘parameters’ pre-empting an

inter-human encounters.™

Translating Location Into Lived Experience

In 2004 the artist Duke Bailey was offered a ‘location’ in which to install
and perform the artwork: Producing You Differently. The invitation was
made by the directors of a travelling art fair as they prepared for their
London event. As the fair was to be housed in the Melia White House
Hotel in Central London, Bailey’s arrangement of a location for his artwork
was to include or simulate the operations of the hotel itself. The hotel
therefore was the conceptual and physical boundary for Bailey to work
with; a pre-defined field of activity’ within which Bailey could produce the
artwork.'® Bailey scouted the hotel several days before the artwork was to
be produced. The hotel was located behind a church and between two
perpendicular and very busy roads. It was October with an unsurprising
prediction of wet, grey weather. Based on this Bailey chose to focus his

‘'scout’ on areas inside the hotel.

By sitting and walking through various areas in the hotel Bailey was able to
observe a sample of the day-to-day operations of the hotel. Of particular
Interest to Bailey were the plush Victorian era chairs and lounge seats in
the hotel's lobby. Here people sat and waited, made phone calls, relaxed
or drank tea. There were three individual areas within the lobby with an
arrangement of chairs and lounge seats, each of them with a small table
sitting in the centre of the arrangement. As Bailey’s goal for the work was

1o not only represent but also utilize in real time the actual operations of

'> Henri Lefebvre’s insights on the dialectical (rather than oppositional) relationship. The
dialectical relationship exists between the expanding abstraction of space and the
production of the particularities of a place such as its local specificity or the ‘authenticity’
of cultures. For Kwon this is a foundation for many ‘site-oriented’ art practices at work
today. See Kwon, The Wrong Place (2000). Also see Lefebvre, Henri. The Production of
Space (1991:Basil Blackwell).

" Bourriaud describes this through an analogy to the ‘frontier’ and to Internet culture
where virtuality and its inherent fragmentation of community have, for Bourriaud, included
the disembodiment of individual people. See Bourriaud (2002), 25.
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the hotel,”” the lobby and its arrangement of seating areas seemed to be a
space he could integrate himself into. He could use the table, around
which the chairs and lounge seats were arranged, as the ‘common point’
between viewers he assumed would be present and seated.’® The table,
rather than the chairs, would be this ‘common point;’ an object upon which
seated persons could rest their shopping bags, cups of coffee or upon
which they would set their laptop computers. To use the table as the
‘'space of encounter’ within the Melia White House Lobby would not disrupt

the day-to-day operation of the hotel and would also provide space upon

which the hotel guests could engage the performance.

Thus the table itself became, for Bailey, the ‘space of encounter.” In a
more general way the hotel lobby was a ‘space of the encounter,” but the
table in-particular worked to focus viewers (hotel guests) upon a particular
area of the lobby. The artwork therefore would present the functions of the

hotel lobby, recreating as an artwork the day-to-day functions of the space.

lllustration no.1, Duke Bailey performing in the Melia White House Hotel.

'” See Bourriaud (2002), p.112.

'® For Bourriaud this is the “common point between all things that we include within the
umbrella terms of work of art,” because it “lies in their ability to produce a sense of human
presence.” (Ibid, p. 53.)
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Thus the operational realism in Duke Bailey’'s Producing You Differently
would allow the artwork to, almost, occur in the lobby without any
noticeable change or intrusion. In this way the functions of the actual
location were emphasized by the artist, and particularity of the plush
lounge seats and chairs utilized by the artist in the arrangement of the
artwork. Seated in these chairs was the performer Duke Bailey, a young
man in knitted sweater and school colours weating a park ranger’s hat and
playing a card game on top of the table. He appeared to be playing by
himselt, sitting alone and turning cards while sipping a cup of bitter English
tea. He seemed ‘natural’ enough, one more person passing time in the
hotel lobby. However there was something a bit peculiar about the young
man. One odd thing was that he was wearing a particularly out-of-place
piece of headwear, one that resembled a park ranger’s or military drill
instructor’s hat. Not only that, but every few minutes he would blow a
whistle. Making this sound seemed quite odd, for the lobby otherwise
consisted of a relatively continuous, flowing ambient sound of guests

quietly chatting and bellboys moving luggage with a hushed servitude.

Bailey sat on the lounge seat from nine in the morning until five in the
evening for four straight days. Each morning he quietly and casually
walked to the lounge seat, cleared any objects off of the adjacent table,
and began to layout playing cards face down on the table. He played a
game called ‘Pairs’ or ‘Matching;’ a game also known in Europe as
‘Pelmanism.” The rules of the game are fairly simple; a deck of fifty-two
playing cards is laid out facedown on one surface. Any number of players
can be included in one game, and team play can also be accommodated.
The objective of all players is to remember what cards are turned over and
where they are located on the playing surface. Each player takes a turn by
turning over one card, and then a second card. If the cards ‘match,’ for
Instance if both cards turned over are a seven (7) of any suit they are

removed from the playing surface. If the cards turned over do not match,
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they are turned back over, facedown and the next player takes his or her

turn.

In Bailey’s game each ‘match’ was marked with a blow of the plastic
whistle he was wearing around his neck. If the cards turned over did not
match then no sound was made. Since the larger part of the game-time is
spent turning over non-matching cards there would be very few blasts of
the whistle heard in the hotel lobby or around the table. As each game
neared its completion however, the frequency of ‘matches’ becomes
greater as the number of cards left on the table becomes less. The
resulting sound in the hotel lobby is an increasingly fast tempo marked by
the shrill sound of the whistle. Each blow raised or turned heads in the
lobby, rupturing the continuity of the hotel’s ambience. The choice of
location in Duke Bailey’s Producing You Differently was a choice made by
the artist in relation to the plans and direction of the art fair organizers.™
Bailey’s location straddled the passive and the antagonistic, sharing table
space with his temporary neighbours but abruptly rupturing the ambience
of the hotel lobby that each viewer shared with an alarming blow of his

whistle.?°

By playing a game of ‘pelmanism,” Bailey sought nothing more than a
conceptual ‘match’ with popular card games often played in relaxed setting
like parlours or patios.”’ While acknowledging that any potential viewer’s
relation to the game can be quite varied, the formal operation of the game

was ‘objective’ in that there were only a few simple rules structuring the

® As Miwon Kwon has stated, the artists and the cultural institutions which host them
both use the everyday function of locations in the designation of what type of ‘space’
make the ‘encounter’ with a viewer more or less likely, and also attempt to pre-determine
the character or manner of this viewer’s encounter. See Kwon (2002), pp. 206-8.

* In this sense, the site-specificity of Relational Art is defined in these “...ellipses, drifts
and leaks of meaning...” (Kaye 2000: 57) through which the artwork and its location are
temporarily articulated through the use of each other. See Kaye (2000), pp.53-59.

“! For Bourriaud the ‘game’ itself constitutes a ‘practice’ by the artist. In this case the
game’ is that which is commonly associated with leisure and family activities in living
rooms or ‘parlours.” Such a game is ‘easy to operate’ and therefore theoretically inviting to
participate. See Bishop (2004), p. 77.
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game. Thus the structure of the game and the manner of its play upon the

table was an effort by Bailey to designate an objective space of relations
between himself and the viewers,* relations determined by the formal

space and operations of the hotel lobby.

Thus in this kind of artist practice, what Nicolas Bourriaud calls ‘relational’
art, the viewer is not forced or ‘coerced into participation with the work but
IS pre-supposed by the artist to be included in the choice of location and
arrangement of the artwork.* Examples of Relational Art like Producing
You Differently follow from predecessors of site-oriented work (i.e. Mierle
Ukeles or Michael Asher)® in the use of site to portray the relations
‘normally’ occurring at the location. These could include the transactions
undertaken between a customer purchasing goods or services and the
shopkeeper providing such goods and services, or perhaps more
specifically, the relation of viewer and artwork could be like that between a
hotel guest and the desk clerk who checks them in. The hotel guest, our
current analogy for the art viewer, is then a ‘coordinated’ formal
component of the location, one whose presence the location is

presupposing.=>

For Bourriaud, Relational Art practices mark the emergence of a new

visual and ‘gestural’ vocabulary for sculptural practices; practices which

°* See Bourriaud (2002), p. 26.

* The idea of a ‘location-driven’ artist projects is one in which the viewer is not coerced
Into ‘interactivity’ but in Claire Bishop’s words, is “presupposed as a subject of
iIndependent thought.” (Bishop 2004: 77) Thus ‘location-driven’ projects in Relational Art
include, as part of a formalized procedure in the work, the coordination of the artwork and
artist with the persons (viewers) that are ‘normally’ associated with or present in the
location; what Bishop calls the ‘locals.’ (Ibid.) Thus the use of a site in Relational Art is not
to ‘represent’ the site through photographs or other mediated formats. It is to simulate the
day-to-day operations of a site.

“* This is a location that is not only a physical arena but also one “constituted through
social, economic and political processes.” (Kwon 2002: 3)

*> ‘Objecthood’ for Fried was proposed and theorized in the context of the ‘conditions for
non-art; what Fried felt was an emphasis on the medium of ‘shape.” For Fried such a
context was nothing other than a ‘plea for a new genre of theatre’ and the negation of art.
See Fried (Art and Objecthood) in Battcock (1995), p. 125.
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included the temporary occupation of sites by the artist or artwork. %

Bourriaud considered the ‘occupational’ strategy of these artists to be
“analogous to minimal art” (Bourriaud 2004: 45) and for which a sociable
encounter (with viewers) was the primary objective. Therefore, with
Bourriaud’s description, this thesis claims that the guests of the Melia
White House Hotel were ‘prefigured’ into Duke Bailey’s artwork, and that
the concept of location for this relational artwork was contingent upon the

encounter of the artist/ artwork and the viewers/ hotel guests.

*® SmithBeatty’s PartnerWork implies a certain ‘coordination’ of a prefigured subject into
the work, like Bishop’s ‘locals.” However, in the structure and concept of the relational
artwork we may not actually find this implied subject to be present. Therefore the idea of
community In Relational Art is considered in this thesis to have become a less dogmatic
perspective than Bishop’s emphasis. See Bishop (2004), p. 77.
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The Literal Site”

A ‘Literal Site’ is a physical, actual or real location in which artworks are
Installed and exhibited. The use of an actual place or real location in which
to place an artwork emphasises that the location itself is necessary for the
artwork’s formal outcome; and that the use of an actual place is an effort
by the artist (or host of the artist) to try and guarantee an encounter of the
artwork by the viewer. A ‘Literal Site’ does include museum and gallery
spaces dedicated to the display of art, but can also include the use of
locations not previously designated for the exhibition of artworks. Some
examples of such locations might include shopping malls or parking lots.?
The primary objective of the use of a ‘Literal Site’ for the exhibition or
Installation of artworks is that they have the potential to be ‘encountered’

by the viewer.

To understand the use of the term ‘Literal Site’ in Relational Art practices,
it will be useful to introduce the origin of the term ‘literal’ in art criticism.
This is because the critical codification of artistic practices in Postmodern
art criticism, including that of curators like Nicolas Bourriaud, have
characterized the site-oriented nature of work by artists included in

Relational Aesthetics. The ‘Literal Site’ is a contemporary application of

*'The characterization of a ‘spatial context’ for artworks as ‘literalist’ by Michael Fried in
the essay “Art and Objecthood” is also the precedent for the use of the term ‘Literal Site’
In recent writings by art critics like Miwon Kwon or James Meyer. In this thesis | have
used as a primary source the reprinting of Michael Fried’s essay in Battcock (1995), pp.
116-147 and secondarily in Fried (1998). “Art and Objecthood” appears in many
reproductions including "Art and Objecthood," Artforum 5 (June 1967): 12-23. In
Aesthetics: A Critical Anthology, ed. George Dickie and Richard J. Sclafini (New York,
1977), pp. 438-60; in Looking Critically: 21 Years of Artforum, ed. Amy Baker Sandback
(Ann Arbor, Mich., 1984), pp.61-68; and excerpted in Art in Theory, 1900-2000, ed. by
Charles Harrison and Paul Wood (Oxford, England, and Cambridge, Mass., 1992),
pp.822-34. French translation by Nathalie Brunet and Catherine Ferbos in Artstudio 6
(autumn 1987): 11-27. German translation in Minimal Art: Einekritische Retrospecktive,
ed. Gregor Stemmrich (Dresden and Basel, 1995), pp. 334-74. (Bibliography information
from Fried, Michael. Art and Objecthood: Essays and Reviews. Chicago and London:
University of Chicago Press, 1998. Page 329.) To re-emphasise; this essay by Fried was
a polemical attack on Minimalism.

“® The founder of rhizome.org (Mark Tribe) created ‘happenings’ in areas like parking lots
while studying with Allan Kaprow. The English artist Gillian Wearing’s Dancing in
FPeckham (1994) features the artist in a shopping mall, simply dancing, while shoppers
carry on with their ‘day-to-day’ routines.
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the term ‘Literalist’ artwork first used by the art critic Michael Fried and
applied to minimalist sculpture of the 1960s. In his 1967 essay “Art and
Objecthood,” *® Fried used the term ‘literalist’ to classify minimalist art that
Included ‘place’ and the ‘viewer’ as elements contributing to their formal
outcome. * Fried’s essay and the terminology it employed were an attack
on 1960s minimalist sculpture for what Fried called its integration and
“occupation” of space, and also for what Fried characterized as the work’s
encouragement of producing relationships with the viewer through a

‘Phenomenological’ encounter with the artwork.

Fried considered the ‘Literalist’ artwork to be incomplete without the
Integration of the viewer, or, seen in a slightly different way, Fried’s
definition for the formal outcome of a ‘Literalist’ artwork was one that was
only possible through an encounter between the viewer, the artwork and
the location of its installation.” The works and artists he classified as

literalist’ were those which he felt had been established specifically to

*In 1966 and 1967 both Michael Fried and the artist Robert Morris published articles in
the magazine Artforum attempting to theorize minimalism specifically in terms of its
phenomenological effects. Fried derided artists such as Tony Smith and Morris for
producing ‘Literalist’ works “corrupted by theatre” and ultimately “antithetical to art.” See
"Art and Objecthood” reprinted in Battcock (1995), pp. 124-5, 128, 136 and 145. Also see
Jones (2000), pp. 332-346.

* The artworks of Richard Serra, Tony Smith and Robert Morris were all exemplary of the
Minimalist sculpture that Fried was attacking. Serra and works like the Tilted Arc (1981)
are Illustrative of the points in Fried’s criticism.

! As mentioned above, Fried characterized this relationship as based on a
“phenomenological encounter.” Fried’s application of the term “phenomenology” seems to
be most influenced by Maurice Merieau-Ponty and Merleau-Ponty’s predecessor Edmund
Husserl. Merleau-Ponty approached phenomenology as a philosophy through which to
consider the intuitive experience of phenomena or that which presents itself to us through
phenomenological reflexion. Like Husserl, Merleau-Ponty argued for a true experience as
that which can be extracted from ‘presence;” a presence which is based on that which is
given to us through the ‘intuition’ of bodily presences. In the 1960s, when Fried and
Morris were writing and publishing their articles in the magazine Artforum, Merleau-
Ponty’s thought was popular in circles of art criticism and artist practices; helping provide
a language and philosophy with which to challenge the existing, dominant rhetoric of
‘opticality’ and ‘pure visibility’ that characterized much of the critical praise and thus
formal objectives of modernist painting and sculpture. See Christopher S. Wood.
"Embody Language; On Michael Fried’s Menzel.” Artforum (October, 2002). Also see
Fried (1998), the introductory chapter entitled: “An Introduction to My Art Criticism.” For
Merleau-Ponty see The Phenomenology of Perception, Trans. By Colin Smith. London:
Routledge, 1962. This text was first published in French in 1945 and then in English in
1962; hence the influence on 1960s art criticism and art production.
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‘oppose’ painting and sculpture of the modern period. ‘Literalist’ art
therefore was used to describe the work of artists including Richard Serra
and Robert Morris.> By modern period Fried was referring to works whose
production was an additive, ‘part-by-part’ process, such as the
constructivist sculpture of Alexander Rodchenko or Viadimir Tatlin.®® Fried
described ‘Literalist’ artworks in contrast to such traditions, calling the
(literalist) works ‘compositions’ and ‘arrangements’ of multiple elements.
To "arrange’ or ‘compose’ multiple elements into the form of the artwork
was done so in order to establish what Fried called a ‘situation’ in which
there exists a relationship between the viewer and the artwork. Such a
‘'situation’ treated the art viewer as if they were an audience member in a
theatre witnessing a play. Fried used the term ‘beholders’ to describe
viewers In this ‘situation;’ a ‘situation’ which, like a theatrical presentation,

Included the audience as both a viewer and an object:

“ Whereas in previous art what is to be had from the work is located
strictly within (the frame), the experience of literalist art is of an
object /in a situation-one that, virtually by definition, includes the
beholder... One (a beholder) is more aware than before that he
himself is establishing relationships as he apprehends the object
from various positions and under varying conditions of light and
spatial context.” (Fried 1968: 119, 125)

Therefore the ‘situation’ of theatre defines for Fried a relationship of the
viewer with the location of a ‘Literalist’ artwork. This is the inherent

theatricality, which Fried assigns to minimalist sculpture.® If such work

* It was specifically Robert Morris that Fried was ‘in dialogue’ with. The two battled one
another in subsequent essays appearing in ArtForum.

* “Robert Morris conceives of his own unmistakably literalist work as resuming the lapsed
tradition of constructivist sculpture.” (Fried 1968: 118) Fried is referring to constructivist
sculptors including Vladimir Tatlin, Alexander Rodchenko, Naum Gabo, Nikolaus Pevsner
and Georges Vantongerloo.

** Whereas the term ‘beholder’ is only used in this thesis as a reference to the statements
of Michael Fried or Nicolas Bourriaud. Fried and Bourriaud use the term ‘beholder’ when
describing a viewer of art that is a ‘passive onlooker’ and unnecessary for the completion
or alteration of an artwork. Amelia Jones also uses the term ‘beholder’ but does so in an
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was only to be resolved by the inclusion of the beholder in the location of

the artwork, then for Fried the conceptual concern of such a work was
focused on the actual circumstances in which the beholder encounters the
work. For Fried this meant that the artist prioritized ‘circumstance’ or
situation’ rather than ‘visuality’ or the optical arrangement of form and

figures in the artwork.®

The art critic and historian Amelia Jones has pointed out that what Fried
was responding to in “Art and Objecthood” was minimalism’s insistence
upon the concept and application of ‘objecthood’ itself.*® ‘Objecthood’ for
Fried was an especially ‘non-art’ aspect of minimalism. It was ‘non-art’ in
that, rather than privileging the visuality of art, ‘objecthood’ and the
minimalist sculpture demanded that the work be the production of a
‘situation.” Jones turther describes that the term ‘situation’ in Fried’s essay
marked a (conceptual) transfer of the artwork’s location from that kept
‘within the frame’ to that which was a ‘real place’ existing outside of the
frame.”” Therefore, for Fried, the ‘Literalist’ artwork was an attempt to
enlarge the space of art contained within the frame to that of a space for
art as encompassing the place, site or location in which the artwork is

Installed. A viewer ‘encounters’ the work in this space.

Thus, location and art object are encountered by the viewer
simultaneously. For Fried, this ‘staging’ of a viewer’s encounter marks the
Integration of ‘location’ into the formal structure of a contemporary artwork.
Thus, to define the theatrical situation of Fried’s ‘Literalist’ artwork, a
reader must combine the art object (minimalist sculpture), the location

where it is installed or exhibited and the viewer who encounters the

Interchangeable manner with the term ‘spectator’ to address the passive viewer. In Part
Three of the thesis the Texas A&M “12™ Man” will be discussed as a viewer or spectator
who is active and fundamental to the structuring of the artwork (as play on the field)

*® This refers to the picture surface, a concern of modernist painting and sculpture.

*® See Jones (2000), pp. 333-4.

" Ibid.
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artwork at the location.® | would suggest that the integration of location

and viewer-encounter into the formal structure of an artwork is the
precedent for Bourriaud’s ‘space of encounter’ in Relational Art practices.
Fried’s characterization of this ‘spatial context’ for artworks is also the
precedent for the use of the term ‘Literal Site’ in contemporary writings on
artistic practices by art critics like Miwon Kwon or James Meyer. These
critics use the term ‘Literal Site’ to describe the site-oriented practices of
artists and the ‘site-specificity’ of a location in which viewers encounter
artworks. The ‘site-specificity’ of these works includes the artwork’s
conceptual, physical and visual relationship to the location in which it is
exhibited or installed. Thus, like the ‘Literalist’ artwork, the ‘Literal Site’ is a
real or actual location defining a spatial context of artworks whose formal
outcome, or completion, is based on encounters with the viewer.*® For
Kwon and Meyer, the ‘Literal Site’ specifically addresses the place in

which the encounter between a viewer and artist occurs.

The Space of Encounter

While acknowledging Fried’s critical assessment of the use of location at
which the ‘beholder’ encounters the art object, Kwon and Meyer single-out
place in their application of the term ‘Literal Site’ for contemporary
artworks. Place is used by Kwon and Meyer to depict the manner in which
an artwork occupies a position or ‘takes place.” The occupation of space

described by the term ‘Literal Site’ is characterised by Meyer as a kind of

‘'stage presence:’ the “function of a site which extorts from the viewer a

* Ibid, p. 334. See also Fried in Battcock (1995), p.119-120. The term presence is here
referring to Clement Greenberg’s article on “American Sculpture of the Sixties” (1961) in
which Greenberg uses the term ‘projects’ to describe artist’s practices. For Fried the
ostensible aim of the Minimalists was to ‘project’ objects or ensembles of objects. One
affect of such ‘projects’ according to Fried was that it reduced the artwork to a mere
geometric shape like a square or rectangle.

** The term ‘viewer’ is here still interchangeable with ‘beholder,’ and both are extended to
the notion of ‘participant’ in relation to an art project. ‘Participant’ implies the viewer or
beholder to be ‘engaged’ with the rules and operations of an artwork. Like the shape of
an object in Fried’s characterization of the ‘Literalist artwork,’ the viewer as a participant is
Integrated into the ‘system’ of relations defining an engagement between artists and their
audience. These are ‘situations’ and those participating in them are a key contextual
factor for Relational Art practices.

32



unique ‘complicity’ through that which they encounter.” (Meyer 2004: 214)

For Meyer, the stage presence of the ‘Literal Site’ requires that the viewer
be physically present in the location of the artwork’s installation. The
viewer Is considered to be an actor or actress upon a stage: “a vessel
through which theatrical presence can be portrayed. “ (Meyer 2004: 214)
The encounter of the viewer with the artwork is based therefore on
presence at the site and a relationship of the viewer with the artwork

encountered at the site.

The ‘Literal Site’ in Meyer and Kwon thus continues Fried’s assertion that
location included in the structure of an artwork is an inherently ‘theatrical’
composition. It emphasizes the real place at which the viewer encounters
the art object. *® However, while Fried derides the ‘literalist’ composition of
disparate elements including location, object and viewer, Meyer celebrates
the use of the ‘Literal Site’ by artists, for it creates in his view a unique
entity of the location of the artwork. | consider that the use of Meyer’s
Literal Site’ as a type of ‘stage’ presents a wonderful irony; for if the
Literal Site’ is not only the real ‘theatrical’ location of a viewer’s encounter

but also an ‘entity’ defined by the moment of the viewer’s encounter, it

“ This is an important criterion in Fried’s derisory comments on the ‘Literalist artwork,’ for
It determines that the art is working upon the recipient, but that the recipient (the
beholder) must or is obligated to comply with what the artwork demands. See Fried in
Battcock (1995), p. 127. It is from this establishment of the relation between work and the
beholder that Fried goes on to defend the idea of the viewer’s presence with the artwork.
Where the site-oriented nature of both artwork and viewer become precedents for
Institutional critique is in the example of the work of Michael Asher, most specifically the
untitled installation work at the Art Institute of Chicago in 1979 in which Asher relocated a
20th-century bronze cast of Jean-Antoine Houdon’s famous marble George Washington
(1785-91) from the museum’s front steps to an interior gallery. By doing so Asher altered
the context of the work, and this alteration was an operation of new, temporary location
and the alteration of meaning it might provide when encountered by the viewer. While
this piece provides also an interesting model of both the institutional critique which
characterized much of the early site-oriented artworks of the 1960s and 1970s, my
Intention is simply to point out Asher’s intention to single out and make the viewer aware
of the relationship between a piece of art and its place of display. Thus, the ‘Literal Site’
as an entity s that which exists as single object. It can therefore, be imported into or
exported out of the artwork without any alteration of its character or essence. It may also
have the capacity to withstand the importation into or exportation out of its own existence.
(This follows the logic of shape by Morris and Judd to be that which the viewer can ‘grasp’
and as that which that defines the object as singular, unique and whole.)
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should follow that there is a sustained or infinite presence of ‘location’ in
the ‘Literalist’ artwork and a finite or temporary presence of ‘location’ in the
‘Literal Site.” In the former model, there is a dialectical relation of the
location and the beholder which is presented as the endiessness
possibility or the ‘everydayness’ of the location. Therefore, in Fried’s
‘Literalist’ artwork, the object and the viewer are considered to be coming
together in a place which has always existed and for which there is an
endless future.*' This is what Fried describes as a “presentness of
endlessness” (Fried 1995: 144) which combines the everyday features and
operations of a location with the precise moment of a viewers
phenomenological encounter with the art object.* Meyer’s ‘Literal Site’ by
contrast can be realized only when the viewer encounters the art object.
Thus, any meaning derived from location is only possible if the viewer

participates in an encounter with the artwork.

For both the presence of a location and the participation of a viewer to be
possible, what is inferred by the ‘Literal Site’ is not the ‘everyday’ or day-
to-day operations of the site; but instead the unique specificity of a site
realized by the participating viewer in the moment of his or her encounter
with the artwork.” | am arguing that James Meyer’s alteration of Michael
Fried’s ‘theatricality’ explains Meyer’s definition for the ‘Literal Site.” While
both writers use the metaphor of theatre to describe the location, object
and the encounter of the viewer,* Meyer counters Fried’s notion of the
limitless possibilities or ‘everyday’ notion of location. Meyer focuses
instead on the response of artists to the specific or unique qualities of the

location, and the specific moment or moments of a viewer’s encounter with

“ It might seem strange that such Fried’s model of coming together was written during
the same year that the Beatle's “Come Together” was recorded by George Martin (July,
1969) and released by Apple Records the following September. However, as noted
earlier, many of Fried’s metaphors and analogies seem to be musical or imported from
popular culture.

2 What he referred to as the ‘present-ness of endlessness,’ a connection between spatial
recession and the experience of time. See Fried in Battcock (1995), p. 144,

“ This is in reference to Richard Serra’s Tilted Arc (1981).

* |ike Fried, Meyer declares that the primary function of this theatre is to be that of a
location in which the viewer’s encounter with the object ‘takes place.’
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the location.*® Meyer’s objective seems to be the positioning of the location
as the primary object of perceptual attention and conceptual concern; one
which is composed by the artist and encountered by the viewer.** Both
Fried and Meyer are emphasizing the premise of a phenomenological
encounter of the viewer with the artwork. While their consideration of the
location vary, their focus on an encounter is similar. Therefore, | am
arguing that the site of the encounter is that which is of historical
importance to contemporary, Relational Art practices. Thus the physical
participation of the viewer, including his or her perceptual attention, is
necessary for the composition of locations or the ‘space of encounter’ In
the formal structure of a relational artwork. The infinite presence of
location described in Fried’s concept of the ‘Literalist’ artwork, and the
finite-encounter with location in Meyer’s description of the ‘Literal Site” are,
for this thesis, two key conceptual models informing the concept ot space

in Relational Art practices.

In Relational Aesthetics, Nicolas Bourriaud describes the relational artwork
as that which ‘produces’ a space of encounter between viewers and the
artwork.*” The position | am arguing for is that Bourriaud is combining the
‘infinite presence’ of location in Fried’s concept of the ‘Literalist’ artwork
with the temporary moment of encounter in Meyer’s concept of the ‘Literal
Site.” Bourriaud’s description of a ‘space of encounter’ therefore is
premised on the theatrical engagement of viewers and artworks; what In
the ‘Literalist’ artwork and ‘Literal Site’ is a combination of the artwork, its

location and the viewer.

5 For Miwon Kwon this is a space that is to be experienced in a singular moment and by
an individual person: the “sensorial immediacy of spatial extension and temporal
duration.” (Kwon 2002: 159) The singular experience of the ‘Literal Site’ determines that,
physically, the site must be an actual and singular place. Thus what has historically
determined the importance of the ‘encounter’ in contemporary, site-oriented artwork is the
singular event. This is to infer that only through presence will the ultimate temporal
duration be achieved. See Bergson (2001), pp. 108-111. Thus, in relation to the viewer
and the required proximity of the viewer to the object in order for perception to be
possible, the ‘Literalist artwork’ will always be a ‘temporary’ encounter for the beholder.
‘6 This is primary in relation to an art object that is placed in the site. This could be
Asher’s relocation of the sculpture of George Washington or the presence of the artist.

7 See Bourriaud (2002), pp. 14-18.

35



Dan Graham’s Public Space/ Two Audiences

One artist for whom the integration of viewer, location and encounter is a
priority is Dan Graham (b.1942). Graham is a sculptor, architect, video
maker and installation artist. Graham creates sculptural artworks which
designate spaces in which viewers can see themselves with the other
viewers who are engaged with the artwork. He accomplishes this visual
effect with the inclusion of two-way mirrors, simulcast video and glass in
his sculptures. Graham’s Public Space/ Two Audiences (1976) iIs a
sculpture which included the use of a two-way mirror inside a large, hollow
rectangle. ** Viewers entered the ‘space’ inside the rectangle through one
of two doors located on either side the sculpture. The space-inside was
divided into two equal halves by a two-way mirror. (See illustrations no.2
and no. 3) Each half of the space inside the rectangle is iluminated by
track lighting along the ceiling. The two halves of the space are illuminated

evenly.

While the use of the two-way mirror physically separated viewers inside
either half of the sculpture, its visual effect was to compose the
appearance of the viewers being together, regardless of which side of the
mirror they were standing. Thus a physical separation by the material of
the two-way mirror is overcome by the light and optical operation of the
material of the mirror itself.** A viewer who might be alone on one side of

the mirror is thus visually joined with the viewers on the opposite side.

* Public Space/ Two Audiences was first installed as an ‘individual-room environment’ in
the 1976 Venice Biennale. The 1976 theme was on ‘environments’ and their relation to
architecture. Graham’s concept of the work was for the environment of the exhibition
pavilion ‘itself’ to constitute the artwork, a concept whose influence he credited to the
architects El Lissitzky and Mies Van der Rohe. See Graham (1993), p. 155-159. Also see
Jones (2000), pp. 333-337.

** Two-way mirrors work on a principle of light intensity. If the light intensity is the same
on both sides of the glass, the mirror will look like a normal piece of glass. But when the
light is bright on one side, and much darker on the other, the glass will reflect the viewers
on the brighter side of the mirror to themselves. This effect is similar to looking out of a
window at night from a brightly lit room. The two-way mirror becomes a co-joining of
otherwise isolated individuals. It mimics the white cube, which contains the experience,
as supplying a double surface across which the viewer’s images of themselves and
others are assembled.
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lllustration no.3, View from inside Public Space/ Two Audiences (1976, Venice)
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For Graham the operation conducted by the presence of viewers and the

two-way mirror inside the rectangle helped to reverse any loss of self that
might occur for a viewer when encountering an artwork. Not only was the
viewer reflected to him or herself, but also they were visually combined
with other viewers present in the artwork. Importantly, Graham designates
the ‘work’ of art as the container inside of which the viewers are present.
Graham referred to the artwork as a “place on display” designed to be a
‘container for viewers.” (Graham 1999: 155) As an artist his concern was
with the effects that specific materials® used in the construction of this

‘container’ had on the viewer’s perception.

Graham'’s installation was designed for the viewer to be engaged in two
successive stages of perception-based or ‘phenomenological’ encounters.
The first encounter would be that of the viewer and what he or she
perceives on the outside of the art object; including its shape (rectangle),
colour (white) and the location in which it is exhibited (Venice Biennale in
1976/ Tate Modern in 2005). For Graham it was intended that the viewer
see the structure and materials in purely aesthetic terms during this initial
encounter. > The second encounter was only possible if viewers were
physically present inside either half of the sculpture. This encounter would
Include the viewer perceiving him or herself reflected in the mirror, and, if
viewers were present in both halves of the sculpture, the optical effect of a
viewer (in either half) ‘co-joined’ with a viewer in the opposite half. For
Graham, this second successive encounter transferred the emphasis of

viewers seeing the structure and materials in purely aesthetic terms to that

> What Graham refers to, as ’specific materials’ is what | am citiing as the ‘formal
elements,’ which structure a work of art. This is an effort to prepare the reader for the
Inclusion of ‘people’ and the process of ‘interaction’ as formal elements structuring
artworks. It is the opinion of this thesis that Graham’s term ‘specific materials’ refers too
strongly to iInorganic matter and thus cannot accommodate the human body or the
process of interaction in its inference. See Graham (1999), p. 155.

°! See Graham (1999), p.155. In the installation space, where the worlds of material and
life are symbolically co-joined, the responses, which are composed, can be described as
forces coordinated into a relation of antagonism versus cooperation. See Grosz (2004), p.
129. In such a situation, the life and material of environments are themselves alignments
and coordinations of these conflicting forces. They are the ordinary and everyday things,
which are engaged with one another.

38



of the “social and psychological aspects of the material and interior space

of the sculpture.” (Graham 1999: 155) Graham called this second and
successive the ‘doubling’ of viewer engagement; the aesthetic structure of

art making contact with the social reality of the viewer’s involved. **

| would argue that the two ‘perceptual’ encounters endured by viewers in
Dan Grahams Public Space/ Two Audiences are an important illustration
of Fried’s ‘Literalist’ artwork as well as Meyer’s ‘Literal Site.” As the thesis
claims these two conceptual models of space in sculptural practices to be
Joined together by Nicolas Bourriaud in his Relational Aesthetics, it should
follow that the Graham example described above is also an illustration of
the foundation for the ‘space of encounter’ in Relational Art practices. The
common aspect of Relational Art practices according to Bourriaud and the
examples of Dan Graham are that in both cases the artworks are real
locations where people can encounter one another.®> The premise of the
perceptual engagement and physical presence of viewers in the space
produced for or by the artwork is the theoretical continuity between the
work of Fried, Meyer, Graham and Bourriaud. This emphasis of the use of
space and the encounter of the viewer challenges many conventional

iIdeas about the role of viewers and artworks and operation of ‘vision’ in an

*> Graham’s references to ‘social reality’ included maternity wards and customs security
areas at international airports. These were ‘situations’ he felt contributed to the real life of
a viewer as a created, secondary, veiled object concerned with the subject of the viewer’s
consciousness. See Graham (1999), p. 157.

> Environments ask that the viewer-participant recreate and continue the artwork’s
iInherent process, the suggestion of a somewhat thoughtful and meditative demeanour on
the part of the ‘viewer.’ Installation environments then must combines the formal element
assembled with a distinction to the cultural institution as host and the amount of viewer
control provided by the work. This is the representative matrix, which for the artist Allan
Kaprow established where and how ‘participants’ or ‘peoples’ can emerge. Like the
appearance of viewers in the two-way mirror, there is an arrangement in the art ‘situation’
which includes a composition of viewer responses. ‘Cooperation’ and ‘antagonism’ are
the state of relations in such a composed environment. Like his contemporary Joseph
Beuys, Graham utilized the inherent antagonism of social relationships as a formal
element structuring his environments. Beuys also utilized the cooperative nature of the
soclal relationship to provide a ‘locus’ for cultural transformation. See Grosz (2004), p. 92.
Also see Jenks, Phillip W. (2003) on the attempt to sustain demonstrations of social
Interaction. On the integration of viewers into such a demonstration see Bishop (2004), p.
115.
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exhibition situation.> In particular, Graham’s work emphatically illuminates
that the viewer is not a guest of a grand institution with which they have no
formal inclusion nor experience any ‘belonging.” Graham produced
relationships for the viewer through the use of space and physical
presence, a manner through which ‘the world’ could be experienced by the
viewer through pure phenomenological consciousness.> It was an effort to
Intervene in the exhibition formats of the 1960s that he considered to be
taking the relationship of the viewer out of the consideration for the
installation of an artwork.®® Their concern for installation was not the
viewer’'s private contemplation or emotional self-reflection, but instead to

engage the viewer in a social experience. An experience of encountering

yourself among others.””

** Allan Kaprow has described the installation environment as having a significantly
powerful potential to be controlled by the participant or people with whom it is engages.
See Kaprow (2003), pp. 717-722. Such environments rermain characterized by their
visuality, tactility and manipulative potential. On the relation of environments and tactility
see Manovich (2001), pp. 51-56. The objective for such environments used in
contemporary art practices would be “a unified field of components in which all were
theoretically equivalent and sometimes exactly equal.” See Luke (2003), p. 91.

*> Graham (1999), p. 144 and Bishop (2005), p. 72.

* This is a ‘loss-of-self’ that had characterized the experience of painting and sculpture
throughout the modernist art period. Dan Graham worked with these concepts including
'synergy’ and ‘similarity’ rather than physical space as a characterization of locations or
sites.

°" See Bishop (2004), p. 112.
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The Mobile Site

The ‘Mobile Site’ is a concept applied to the practices of artists rather than
to locations or actual ‘sites.” The concept is based on the movement an
artist makes in-between actual locations. The art critic and historian
James Meyer is credited with applying the term mobile to site-oriented
artist practices.™ A ‘Mobile Site,” Meyer explains, is an artistic process
which ‘incorporates’ the use one or more actual places to constitute the
artist’s practice. Meyer’s application of the term is to the practices of artists
in the 1990s and early 21%" Century. These are artist practices which, for
Meyer, are conducted as the artist moves in-between fixed places or
locations. What Meyer is referring to is the artist as someone who has to
move or travel from city to city, state-to-state, institution-to-institution in
order to conduct his or her practice. Thus, the ‘Mobile Site’ is the site of

the artist, their impermanent and constantly changing location.

Meyer uses the term ‘vector’ to describe the quality of movement
characteristic of the ‘Mobile Site.” Vector is the Latin word for ‘bearer’ or
‘carrier.™ A vector has both direction and magnitude. This thesis will claim
that Meyer’s use of the term ‘vector’ to describe movement of the ‘Mobile
Site’ Is important for two reasons: First, it describes an artistic practice
which involves ‘constant’ movement forward in some direction. This
Implies that the movement of the artist between locations is productive or
'goal-oriented and that the actual ‘site’ of the artist’s location is always
shifting, impermanent or ‘mobile.” Second, the use of the term ‘vector’ to
describe the artist's movement helps to situate the artist as being the
vector himself or herself, a ‘carrier’ or ‘bearer’ of information. This

emphasis on the artist as a vector directs the term ‘Mobile Site’ into the

*® James Meyer’s essay on the ‘Mobile Site’ appears in the journal Documents, no. 7 (Fall
1996): 20-29, a journal formerly co-edited by Miwon Kwon. The version of Mevyer’s
‘Mobile Site’ from which | am working appears in the catalogue for a Stephen Prina
exhibition in 2004, edited by Jenelle Porter (UCLA Armand Hammer Museum of Art and
Cultural Centre). This work would have been done during the immediate period of
Relational Aesthetics publication in English and distribution in the United States.

> The Oxford Modern English Dictionary. Thompson, Della (ed) New York and Oxford:
Oxford University Press, 1996. P. 1155.
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productive process of the artist moving forward from location to location.
The ‘Mobile Site’ is not a location itself, but a process of moving to and

through locations.

Thus the ‘Mobile Site’ is In itself a type of artist’s practice, one that Meyer
applies to the work of contemporary artists taking place on a multi-national
or global scale.® Since a ‘vector’ is that distinguished by its magnitude and
direction, it follows that a ‘Mobile Site’ is distinguished by the force or
productive capacity of its movement. Like a vector, the ‘Mobile Site’ has no
origin, no starting block from which the artist has launched themselves. A
temporary location, or point in-between locations, is the ‘from where’ of the
artist’s practice, just as the next point is the ‘going to’ for the artist. Like a
wandering truck-driver of bootlegged beer in the American South, the
‘Mobile Site’ of the working, contemporary artist is a series of locations to

which they are directed and through which they will pass.

In contrast to the ‘Literal Site’, which exists in relation to the
phenomenological encounter of the viewer, the ‘Mobile Site’ is a ‘process’
conducted through the movement artist's body and its relation to the
locations it moves between.®’ Therefore, for the use of this thesis, the
‘Mobile Site’ describes a practice which, while moving in-between
locations, does not include an ‘encounter’ with the viewer. Instead, the
'space of encounter’ articulated by the ‘Mobile Site’ is that in which the
artist encounters the task at hand; the work they must do to get to the next

fixed location. Like the bootleggers who move from weigh-station to weigh-

"0 See Papastergiadis (2006), pp. 19-26.

" The idea of the ‘Mobile Site’ as a vectored and discursive notion of ‘place’ opposes the
‘Phenomenological model’ and premise of a viewer encouriter, which characterizes the
‘Literal Site.” The ‘Mobile Site’ can be drawn out along the lines between public and
private life, of observer and observed, where historical and present day experiences are
mutually ‘imbricated.” See Meyer (2004), p. 207. The term ‘'movement’ as used by James
Meyer and Miwon Kwon is a term used to specifically designate ‘the relative character of
a body’ which is proceeding or moving from ‘point to point.” Meyer and Kwon are
applying ‘movement’ in this way based on the use of the térm by Deleuze and Guattari in
A Thousand Plateaus: Capitalism and Schizophrenia. (Continuum: 2003), P.381.
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station, diner to diner, and loading dock to loading dock; °* the journey the

artist must endure will demand a specific capacity of movement and

productivity from the artist.

| would also wish to claim that Meyer's importation of the term ‘vector’ has
been done in ‘relation’ to Michael Fried’s writing on the ‘Literalist’ artwork;
which combines the location of the installation, a monumental object and a
viewer (wWho has a phenomenological encounter with the artwork in its
location). What the artists constructing these monumental objects
suggested was that it was the shape of the object that should be of
Interest to the viewer. |t was not the material (steel or felt), nor was it
colour (rust or matte grey). It was instead the shape of the object like a
square or rectangle that the viewer would encounter. By applying the term
‘vector’ to a description of artist practices, Meyer implies the shape of a
line to the practice of the ‘Mobile Site.” ** Therefore, | am claiming that
Meyer, while describing the movement of the artist as that which makes
the ‘Mobile Site’ distinct from the ‘monumentality’ of the ‘Literalist’
artwork,* is still utilizing a critical emphasis on the ‘shape’ of that which is

‘encountered’ by the viewer and endured by the artist.

The reason for this, | believe, is that Meyer has to refer to something
tactile for the ‘Mobile Site.’ If such a ‘site’ is not a ‘site’ at all but is instead
the process of an artist’s location being impermanent, than there could
seem to be nothing tactile or visible to which Meyer can refer. And what is
he to do then? His writing, like that of many art critics and art historians, is

destined to be read and cited by art appreciators and eager students of art

°? For depictions of truck drivers and their absence from home, family or a fixed place see
C.W. McCall's “Convoy” at http://www.cw-mccall.com/index1.shtml

> Both Robert Morris and Donald Judd wrote extensively about their practices and about
what they wished for the viewer to do when viewing or experiencing their work. See
Morris, Robert. Continuous Project Altered Daily. Cambridge: MIT, 1993.

** When Meyer cites Richard Serra’s Titled Arc (1981) in the Federal Plaza, New York
City as an example of a ‘Literal Site’ it is done so in an attempt to describe the domination
of a site by the scale or obtrusiveness of an artwork. Meyet’s ‘vectored’ and ‘discursive’
notion of site is posed as an opposition to this type of practice.
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history. It can be difficult to excite a person studying ‘visual culture’ when
what you are presenting them with is an invisible process. Therefore, |
believe that Meyer’s theory for the ‘Mobile Site’ is written with the need to
retain something which can be seen, something which can be touched,
'something’ with which the viewer or the artist can have a physical

encounter.

Therefore, James Meyer’s conceptual model of the ‘Mobile Site’ is not a
place that moves but a movement through a place: “an (artist’s) operation
occurring between sites.” (Meyer 2004: 201) The ‘Mobile Site’ refers only
to a location as one which has been departed, or one which is to be
arrived at. In his designation of ‘movement’ as a quality of artist’s practice,
Meyer i1s designating a contemporary artist process of occupying sites
temporarily, of moving in-between these sites, and of creating meaning
from this movement. The meaning or information which the artist as
‘carrier’ brings to a location is that which defines the space he or she has
passed through.® Like monuments or landmarks, the ‘Mobile Site’ of the
artist relates the process of his or her movement to their location upon the

earth.®

What this thesis argues is that Meyer has determined this ‘something’ to
be the artist’s physical body. The body as that which distinguishes the
artist as a human being. An artist’s body that is grafted with racial and
national identity. An artist’s body that is sexually loaded and physically
challenged.®” This is the artist’s body that frequently illustrates biographical
depictions of suffering, struggling and disadvantaged persons who
sacrifice themselves to establish their careers. These depictions often
Include stories about getting that ‘first show’ and how, because of

institutional prejudice or geographic disadvantage, the artist just doesn't

* See the film Honeysuckle Rose (1980) directed by Jerry Schatzberg. The film stars
Willie Nelson as travelling country singer Buck Bonham.

*® See Deleuze and Guattari (2003), p. 81.

57 See Jones (2000), pp. 332-346.
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get enough touches.™ Meyer's addition to this fashionable

characterization of the artist is, in his 1996 publication of the ‘Mobile Site,’
to label the artist as in ‘itinerant.’” By ‘itinerant’ Meyer designates a body for
the viewer to consider, a body that was always travelling, always taking
journeys, always picking up and laying down the tools of their trade and
their body in an endless circuit of visiting artist appearances and

exhibitions.®®

Maurizio Cattelan’s Stadium (1991)

An example of the ‘Mobile Site’ which draws attention to the spaces which
the artist moves through can be found in the ‘itinerant’ sculpture produced
by the artist Maurizio Catlelan’s 1991. The artwork entitled: Stadium
Included the production of an actual table-football game with exaggerated
sculptural proportions. The game-sculpture had the proportions of
/00x1000x120 cm which were exaggerations of a normal or ‘requlation’
table-football game with the dimensions of 60x120x80 cm. The sculpture
could be played like a regulation table-game but instead of
accommodating two to four players, Cattelan’s work could be played by up

to two teams of eleven players per side.

Cattelan’s Stadium is a demonstration of the concept of ‘Mobile Site’ as it

*® The phrase ‘get enough touches’ is an analogy employed in organized sports referring
to the frequency of a player being involved, directly, in the game or an individual play. For
commentary on ‘touches’ see Frank Deford, columnist for Sports lllustrated Magazine and
weekly commentator on National Public Radio (http://www.npr.org/sports/).

°® See Meyer (2004), pp. 200-215. This characterization of the artist body ‘in a circuit’ is
not different in principle to depictions of the musician or musical group who travel from gig
to gig by bus and prop airplane. The thesis author’s favourite depictions of ‘rockers on
tour’ appear often Iin motion picture films, including those directed by Cameron Crowe
such as Almost Famous (2000) in which ‘Ms. Penny Lane’ (played by Kate Hudson)
teases the band, crew and young journalist with sexual favours; or Jimmy Stewart’s
portrayal of an up-and-coming jazz musician in the Glenn Miller Story [1953, Anthony
Mann (director)] which includes stellar scenes of snowed in car caravans struggling to
‘make the gig;’ and most recently, the scene of Jerry Lee Lewis (played by Waylon
Payne) and Johnny Cash (played by Joaquin Phoenix) popping amphetamine pills

Please notice; none of these references or depictions includes anything about playing
music or what the music is about. All film credits from the Internet Movie Database
(http://'www.imdb.com), accessed 08/ 2006.
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was a touring artwork that moved from a fixed location to a fixed location
over a number of weeks. The sculpture was installed in each of these
locations, but the players who were invited to play the game (as a live
performance) were from the towns or villages located in-between the cities
or institutions in which the game would be played. Thus, the sculpture is

installed at city C, is played, and is now being moved to city D.

lllustration no.4, Maurizio Cattelan’s table-football game.

Between cities C and D there are multiple points which can be referred to
as cities Ca, Cb, Cc and so on. The players that will be present at city D to
play the game will be those who live and play for football clubs in the
points in-between cities C and D (Ca, Cb, Cc, etc). In this example it is not
the sculpture itself that illustrates Meyer’s concept of the ‘Mobile Site’ but

the combination of the sculpture, its movement between locations and the
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players designated by these spaces in-between. ° Thus Cattelan provided
the locations with a live and site-oriented work, one which, for the art critic
Francesco Bonami, characterized Cattelan’s art practice as that which is
constituted by “collective action, performance and popular culture.”
(Bonami 2000: 5) These defining characteristics of the artist’s practice are
also those with define the formal elements of the artwork Stadium: the
collective action of play conducted through the galleries and upon the table
football fixture, the performance of the competition and of the competitive,
professional footballers recontextualised into the macro-environment of
table football, and the popular culture element of football itself, which

remains the most popular spectator sport in Europe and the world.

lllustration no.5, Professional football sides playing table-football game.

" The artist, Cattelan, functioned as both the coach and the manager of both teams. He
assembled them, trained them to play the elongated table, and established for them a
tour of competitive play in which the players, the sculpture and the artist were installed in
multiple galleries, in multiple locations, over a period of several months. See Bonami,
Francesco. "Static on the Line: The Impossible Work of Maurizio Cattelan." in Bonami,
Spector, Nancy; Vanderlinden, Barbara; Gioni, Massimiliano. Maurizio Cattelan. London:
Phaidon, 2000. See pp. 54-59. Also, the digital-game designer Sheldon brown (University
of California San Diego) uses the term ‘goal-oriented’ to describe virtual reality programs
and objectives of ‘games’ (notes from a talk by Brown at Goldsmiths College, 2006). The
aesthetics of ‘play’ and ‘games’ in contemporary performance and artist practices are for
the theorist Jean Baudrillard a culmination of man’s incessant control and objectification
of nature. See Baudrillard (2003), p. 980.
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Each of these formal elements was transferred from location to location,
defining or indicating the brief, event-based emergence of the artist from
his continuous transitivity. Thus the ‘Mobile Site’ is one that is defined
specifically by the actions of the artist; his practice and the procedures he
employs in the transfer of materials through varying context-specific sites.
The ‘Mobile Site’ is then not a classification strategy to define the
participation of the viewer or audience with the artwork or the location of

the artwork.

Lee Walton’s Stacked

An demonstration of Meyer’s processual model for the ‘Mobile Site’ can
also be found in the current artwork of Lee Walton. Walton is a
performance artist, video artist and sports enthusiast who uses references
to protessional sports organizations and athletic gestures as formal
components in his artwork.”" In his 2005 performance and sculpture work
entitled Stacked, Walton moved through the streets of Manhattan, across
the Queensboro Bridge, and into Queens where he eventually arrived at
the Socrates Sculpture Park.”” Walton used the path everyday for several
weeks, moving between a sporting goods retail store hamed Modell’s in

Manhattan, and the sculpture park.

Stacked was an ‘ongoing-performance’ in which the artist purchased
Individual 35 pound (77Kg) plate-weights from Modell’s sporting goods
store In the Upper East Side of Manhattan, New York City. Without any
physical assistance from a prosthetic device or another person, Walton
carried the plates from the sporting goods store outside to the street and

then began walking downtown, through Manhattan, and towards the

I See Lee Walton’s website (http://leewalton.com/).

’? Socrates is a publicly funded area along the East River in Queens, New York. It hosts
an annual selection of artist projects and residencies, which are constructed and
exhibited on-site at the park. The park is located adjacent to the former studios and
storage area of the sculptor Mark Di Suvero. See the Socrates website for information
apbout funded residencies and artist projects: http://www.socrates.org.
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Queensboro Bridge.”” At the bridge Walton entered the pedestrian

passageway which was a steel-grill sidewalk enclosed in a jump-proof,
vandal-deterrent steel frame. The steel frame of the walkway as well as

that of the bridge is uniformly painted in a drab ¢yan.

lllustration no.6, Walton’s journey from the Bronx (top) to Queens (bottom).

" The bridge itself, as a mode of transport, as a feat of engineering, is sculptural in the
literal’ sense, whereas the process of crossing it to reach a goal, to reach another
location, is in a sense of decommissioning of the bridge, a ‘mobilisation’ of the site.
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The walkway is affixed alongside the bridge’s Northern side (the bridge
runs East-West) and positioned at a height just over the paved vehicle
lanes traversing the length of the bridge. Continuing to bear the weight
alone, Walton carried it with his hands through the passageway and

across the bridge.

AP——
-

. - - i }_ - IH. - ﬁ ’
m—— N, -
- - - " _-_' . .*ﬂ.q -v'E-
- " L

lllustration no. 7, Queensboro Bridge (Douglas Levere, Photographer)

Proceeding along the walkway and reaching the midway point the bridge
Walton left Manhattan and entered Queens. The rest of the journey took
Walton from the end of the bridge’s walkway down a series of streets lined
with warehouses and derelict industrial sites. The only vehicle traffic was
the seething black waste-disposal trucks occasionally passing Walton as
he continued along his journey. When he eventually arrived at the gate to
Socrates sculpture park, Walton proceeded inside, with the weight still in
his hand, until he reached a tall steel rod planted into the ground. The rod
was vertical and stood at a height of six feet (approximately 1.83 meters).
Walton mounted the weight upon on the rod. The weight dropped straight
down, landing on top of a plate of the same weight, dropped there just the

day before by the artist. Everyday, all the weight, stacking “up” over time.
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This was it, the end of the journey constituted through a process of moving

In-between.’

Lee Walton’s ‘ongoing-performance’ is presented on his website with two
photographs, a short text stating the process of the piece and a map. The
map, adapted for use in this thesis, marks Walton’s journey with a broad
red line. Like the ‘vector’ which Meyer uses to describe the movement of
the artist between sites, this red line marks the journey Walton commits
himself to as an objective of completing his artwork. The route appears to
be one way and we are told in the artist’s description of the work that he
will repeatedly begin his task at a sporting goods store in Manhattan. It is
the assumption of this thesis that the gap between Walton vertically
stacking the weight and returning to the Modell’s retail location is implied
In the map and conceptual statement of the work. Curiously, Walton
makes no reference to the return-trip, mentioning only that he will return

and repeat his journey over the course of several months.

lllustration no.8, Lee Walton’s Stacked in Queen’s with Manhattan view.
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From this it may be construed that Walton’s site, the site of stacking the
weights, the site of crossing the bridge, the site of the retail store and the
site of the boroughs through which he is passing are each points In a
single series. The series is the vector or line upon which the artist's
practice operates.” The operation of the work consists of a constantly
shifting location of the artist, a practice of the ‘Mobile Site’ that in Stacked
is a continuous relay of the artist's body between each point in the series.
It is the process of Walton’s journey in Stacked that demonstrates the
‘Mobile Site,” whereas the sculpture he creates is at a fixed or ‘literal’ site.
It is then the impermanence and process of Walton’s journey which most
clearly demonstrates the concept of the ‘Mobile Site’ for Meyer. It is the
process of crossing, of following a path, and of constantly moving that
designates Walton’s artwork as an illustration of Meyer’s concept for the

use of this thesis.

Nomadic Space/ Nomadic Artist

The designation of a space in-between locations has also been called
‘nomadic space’ by Meyer. This is a term classifying the identity of the
artist whose practice is described as the ‘Mobile Site.” In the essay “The
Wrong Place” (2000) the art historian Miwon Kwon examines the term
‘nomadic space’ and developing trends of artist practices. Kwon focuses
on the artist themselves and their personal identities. The type of work she
focuses on is ‘site-oriented;’ a conception of artistic practices that are
"grounded, fixed, singular events." (Kwon 2000: 33) Kwon's essay
considers the transition of these practices at the turn of the century. What
she describes is an alteration of the concept of a 'site' shifting from a fixed
location and singular event to those which are "intertextually coordinated,

multiply located, discursive field(s) of operation.”" (Kwon 2000: 33)" For

* See Meyer (2004), p. 201.

75 See also Kwon (1997), pp. 85-110. Kwon describes the grounded, fixed and singular
event for artists ‘adamant’ about immobility even when faced with disappearance or
destruction. Drawing from a discussion with the art historian Rosalyn Deutsche, Kwon
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Kwon this shift is characterized by the increasing number of artists
working globally; executing projects in a series of multiple cities and range
of multi-national ‘cultural’ institutions. Thus the shift that Kwon recognizes
is that from a fixed space or ‘location’ as the subject of the artwork (such
as the ‘rectangular sculpture’ of Dan Graham’s Public Space/ Two
Audiences) into a concept of space as that which is ‘traversed’ or travelled
across by the artist ‘in-between’ their multi-national schedule of shows and
projects. Kwon calls this concept of space ‘nomadic,” a term she derives
from Gilles Deleuze and Felix Guattari's "Treatise on Nomadology” in the
book A Thousand Plateaus: Capitalism and Schizophrenia (2003).”° The
concept of space as ‘nomadic’ is specifically referring to the space of the
artist rather than the artwork. It is a metaphor for the artist and the practice

of artist’'s movement in-between cities or cultural institutions. *’ ‘Nomadic’

further elaborates the distinction between the ‘Literal Site’ characterizing place and the
‘Mobile Site’ characterizing artist processes. See Kwon (1997), n.3/ pp. 85-6.

76 “The War Machine, A Treatise on Nomadology” in Deleuze and Guattari (2003),
0p.351-423. 'Nomadic' or ‘smooth space’ is described by Deleuze and Guattari as a non-
optical, haptic environment. (By haptic what is meant is an environment sensed through
touch rather than vision.) Like a desert or a glacier, smooth space is always moving.
Smooth space shifts or relocates over time due to the cause of significant 'events’ and the
'actualization' of intensive forces which results from such events [see also Badiou (2001),
pp. 67-71 on the stages of an ‘event’ and the ‘supplement’ or change produced by events]
Geologic formations, which consist of tremendous physical pressure exerted between
layers or rock strata, are an example of 'intensive forces;’ volcanoes, storm systems or
earthquakes are examples of the significant ‘events’ that cause the ‘actualization’ of
iIntensive forces.

Smooth space 'moves' toward what Deleuze and Guattari call 'striated' space. Striated
space is like the rock layer or strata giving physical body to the earth. Thus, again like the
desert or the glacier, movement in-between the locations where this 'material’ rests is
'nomadic’ whereas the location or sedentary space in which the material is still or material
formations can be sensed ‘optically’ is striated space. Thus there is a cycle or process
that can be culled from the movement of smooth space, transformed into striated space,
and eventually returned to a 'state' of smooth space. Or, the sands which give the desert
body shift over time, moving across the earth's surface in an undefined or borderless
series of areas (smooth space), at 'rest' or in-between the movement of the desert itselt,
geologic formation or 'striation’ occurs. Thus the creation of layers of rock or soil, what are
called 'strata.’ The desert will continue its movement and then its rest repeatedly and
infinitely. See Deleuze and Guattari ( 2003), p. 474-5.

T The fixed locations, cities or 'cultural institutions' are thé sedentary, striated spaces in
this example. As described above, 'striated spaces' are part of the process of 'smooth’ or
'nomadic’ space, they are the actualization of the artist's movement, but they also give to
the artist the momentum or force necessary to continue movement.
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space is ‘established’ or ‘defined’ through the process or activity of the

artist enduring travel in-between fixed locations.

Returning to the example of Lee Walton's Stacked (and questionably
applying the concept of 'nomadic space' to this work) this thesis would
describe the movement of Walton between Modell's Sporting Goods in the
Bronx and the Socrates Sculpture Park in Queens as ‘establishing’ or
‘defining’ nomadic space.” Nomadic space in this example would include
Walton’'s movement downtown on 2" Avenue, the stairwells climbed to
reach the pedestrian overpass of the Queensboro Bridge, the traversing
across the bridge, the descending of steps from the bridge and final
movement north through Queens to reach Socrates Sculpture Park. This
is the space of the thin red-line (illustration no.6) between the 'fixed
locations in the Bronx and the 'fixed' location in Queens which are
encircled in bold red. The innumerable points in-between through, over
and across which Walton's activity is committed (the intersections, steps,

hot-dog stands, public toilets) ‘define’ the ‘nomadic space’ in Stacked.

| would argue that these points ‘in-between’ that are marked by Walton's
performance or activity in Stacked, and which define ‘nomadic space, are
to be considered formal elements in the structure of this artwork. For
Bourriaud, such activity by the artist "strives to achieve modest

connections, (to) open up obstructed passages, and connect levels of

reality kept far apart from one another.” (Bourriaud 2002: 8) Walton's
activity is a ‘haptic’ connection of Modell’s and Socrates, combining all

points ‘in-between’ these locations into the spatial context of the artwork. "

In the example of Lee Walton’s Stacked, the task of ‘completing’ the
scuipture provided a motive for the movement he conducted himself

through, repeatedly, as many times as necessary to reach ‘head-height’

® Deleuze and Guattari refer to this as ‘territorializing.” Kwon refers to this as ‘occupying.’
? “A ‘game' whose form and movement is developed in relation to a specific, social
context.” See Bourriaud (2002), p. 11.
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with the sculpture. This thesis wishes to stop short, or perhaps to the side
of, calling this movement in-between locations ‘work.’ Instead, the claim of
this thesis is that Relational Art practices performed, as a physical
movement between locations, is a ‘display’ of the monumentality or
permanence of the artwork. The contradiction apparent here I1s important,
in that the movement being discussed does not repeat infinitely and across
entirely open, borderless spaces. These artist practices instead move
between the actual locations often with a pre-determined objective
directing the movement performed. ‘Permanence’ and ‘monumentality’ are
produced by the effect of this movement. They are inscribed into the goal
of the artist’s as perceived by the onlooker or in the conceptual foundation
of the work. Thus ‘permanence’ and ‘monumentality’ are affects of the
practice of Relational artists. The permanence of a location defines a
space from which or to which the artist will conduct his movements.
Monumentality then is in the objective of the movement, and the grand or

absurd ‘scale’ of the task the artist performs.

The theatricality of a fixed site integrated into the art object and the
encounter of the viewer, with the appropriation of contemporary needs and
abilities to conceive of travel or movement in-between actual locations is a
manner or process quite distinct from the minimalist origin of such work.
Rather than movement describing the work that the artist does, we can

describe the artistic process of production as that which performs the
‘permanence’ and ‘monumentality’ of the institution. Because of their fixed
placement, the work of these persons accumulates and stacks upon it. It
is distinguished by a series of completed tasks, one done after another,
each task taking place across a route between two fixed destinations. The
meaning of the work, its concept, is performed by the artist through the
movement of the successive tasks, like Walton carrying the weights

repeatedly across the Queensboro Bridge in New York.

While Meyer credits artist ‘Happenings’ and Richard Long’s ‘walks’ as the
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“genealogy of the Mobile Site” (Meyer 2004: 205), he makes no mention of
critical attention paid to the artist’s body in contemporary site-oriented
practices.®® What he does provide, in the reprinting of his essay in 2000, is
the depiction of the artist as a ‘nomad.’ He imports this term from the
writing of art historian Miwon Kwon, and by doing so transfers the
‘mobility’ of the itinerant artist into the ‘body’ ot the nomadic artist.”’ This
makes sense, as when Meyer offers a criteria of the ‘Mobile Site’ as that
which “courts its own destruction; (...) is wilfully temporary; (and
whose)...nature is not to endure but to come down.” (Meyer 2004: 202).
Now the fascinated student of ‘visual culture’ has what they want; a
tortured, struggling and defeated artist-body sent off in a constant circuit of
failed attempts to find a home. There is something tactile here; the gaping
wounds scarring the bare feet of the impoverished cultural worker. There
is something visible in this model too, the colour of the skin, the haircut,
the costume or dirty fingernails. However, this depiction of the artist as

‘nomad’ is an import by Meyer, not a creation.

| would here like to describe the origin of this term ‘nomad’ as it is applied
to site-oriented work, and thereby describe further my criticism of the role
of the artist to which the term is applied as a caricature. For Kwon, the
occupation of an ‘in-between space’ by an artist (as also described by
Meyer) can be used to characterize the artist as ‘itinerant’ and ‘'nomadic.
While the ‘itinerant’ artist is only distinguished by his or her movement In-
between sites, the ‘nomadic’ artist is distinct in that he or she has a

relation to a real place like the earth or a political territory. Borrowing from

% )t might be said that the genealogy of the ‘Happening’ implies the artist body as being
present at the scene of an action or situation, but that also implies that the viewer is
present as a participant in an audience. Since the ‘Mobile Site’ is always moving and the
artist’s location is impermanent, the integration of an audience or participant into the
model seems highly contradictory. Thus the displacement from the grounded.
Phenomenological experience to that of incessant displacement. Meyer (2004), p. 202.

81 Depictions of the artist as nomad can also be found in Hal Foster’s essay “The Artist as
Ethnographer” in Foster (1996), The Return of the Real. Cambridge, pp. 171-204.
However, Meyer’s formulation and application of the term ‘nomad’ in relation to itinerant
movement and site-oriented artist practices is specifically tied to Kwon'’s research and
writing on the subject. The initial publication of Meyer’s essay “The Mobile Site” in a
journal edited by Kwon is therefore not a coincidence.
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Deleuze and Guattari's "Treatise on Nomadology," Kwon classifies such a

site-oriented artist as a ‘nomad’ defined by itinerant movement (moving in-

between locations) in relation to the ‘earth.’

| will now point to what | believe to be an important difference in the critical
attention given to the ‘Mobile Site’ and the application of the term ‘nomad
in recent art criticism.® | am again be referring to both James Meyer and
Miwon Kwon's important work on the subject. However, | wish to levy a
criticism against Kwon's use of the ‘Mobile Site’ as that which identifies
21st Century artists (and academics) as ‘nomads.” As stated above, |
believe both Kwon and Meyer have provided important work into the
subject of the ‘Mobile Site.” Their insights continue to provide a distinctive
vocabulary used by artists and curators to address their own work and the
work of others.® It is these artists and curators, as well as their audiences
and students that | am considering while composing this criticism.
Because of the work they commit to, or due to the institutional positions
they will occupy, these artists and curators will exact a tremendous
influence on emerging artists and academics. How tremendous? Well,
just as Jean-Luc Nancy characterizes human ‘excess,’ | would claim that
the influence of the ‘nomad’ on models of art exhibition, dialogue and

display might be so excessive as to be ‘without measure.”

Kwon first uses the term "nomad" to identify herself and her colleagues In

82 See fo r example Roe, Paddy (1983). Gularabulu; Stories from West Kimberly
(Stephen Muecke, ed.) , Fremantle Arts Centre Press.

5 For example, the artist Rafael Lozano-Hemmer is regularly giving lectures about his
work at art institutions and academies. He employs Kwon'’s vocabulary of the ‘nomad’
and Meyer’s depiction of the ‘Mobile Site’ in these lectures. In a presentation at
Goldsmiths College in March, 2006 Lozano-Hemmer applied the term ‘nomad’ and
related vocabulary such as ‘persistent movement’ and ‘occupation’ while describing the
documentation of and audience participation with his work. The curator Nicolas Bourriaud
also employs the term ‘nomad’ in order to refer to the artists he has shown and is
interested In.

% See Nancy. Being Singular-Plural. (Stanford: 2000), Pp. 177-183. Of particular interest
to this section of the thesis is Nancy’s orientation of ‘figures’, which ‘measure’ something,
like engagement as a measure of risk. For Nancy this is & matter of bringing a certain
‘responsibility’ to light; for the figures measured have become worldly through their
engagement, and therefore each for each engagement these “figures measures a
responsibility.” (Nancy 2000: 178).
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her essay “The Wrong Place® published in 2000 and then again two

years later in her book One Place After Another; Notes on Site-
Specificity.®® Through the comparative application of the term ‘movement,’
to both the itinerant and the nomadic artist, a split occurs in Kwon’s essay
between ‘movement’ signifying the work of artists, and ‘movement’
characterizing the plight of artists working ‘nomadically’ in a world of global
communications and travel. What Kwon borrows from James Meyer is his
depiction of the process an artist commits to (that which defines his or her
occupation of an ‘in-between’ space), which she then applies to Deleuze
and Guattari's description of the body of the ‘nomad.” Kwon does so in an
effort to personify ‘movement’ in the body and identity of the artist and

academic ‘subjected’ to a muitiple and incessant deterritorializations:

" It occurred to me some time ago that among many of my art and
academic friends, the success and viability of one's work iIs now
measured in proportion to the accumulation of frequent flyer miles.
The more we travel for work, the more we are called upon to provide
institutions (...) with our presence and services; the more we give
into the logic of nomadism...the more we are made to feel wanted,
needed, validated, and relevant." (Kwon 2000: 33)

This ‘self-monumentalizing’ of such a pitiful existence continues as Kwon

cries out for the lost reality of an ideal, sedentary existence:

" It seems our very self-work is predicated more and more on our
suffering through the inconveniences and psychic destabilizations
of ungrounded transience, of not being at home (...), of always

traversing through elsewheres." (Kwon 2000: 33)

It is my opinion that Kwon has used the ‘nomad’ In a perverse

35 Kwon (2000), pp. 32-43.
% Kwon (2002), pp. 3, 29-31, 157, 173.
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characterization of the artist body as that which is ‘enslaved’ by economic
pressures and ‘art world’ fame; that which 18 demanding they travel
frequently and, gasp, make appearances to share their work with others.
My critique is not that Kwon misunderstands Meyer's depiction of work
and movement, nor is it that Kwon has misread Deleuze and Guattari's

description of the nomad's occupation of smooth space.

The criticism levied here is not really at Kwon at all, but at the loathing she
projects towards the system of institutions that keep her on the move. For
these are the institutions which not only publish and promote her work
(and the work of her colleagues to which she refers), but also those
institutions which employ her (voluntary employment) in both temporary
and permanent capacities. Therefore, | am critiquing the ‘process’ and
application of her ‘work’ rather than the plight of her body. | am directing
my critical attention towards the state of perpetual flux and disparity she
claims to be in, rather than her identifying title as "Professor of Art
History," or "Visiting Lecturer." | am claiming Kwon's perversion of the term
‘nomad’ to be a ‘process’ of recontextualization in an attempt to provide

an identity for artists and academics (as nomads).

The reason for my critique is that Kwon’s effort is ethically suspect in
relation to the conveyance of human struggle from which the term has
been detourned. Thus, what | am critiquing is Kwon's decision not to more
fully express Meyer's model of the ‘Mobile Site’ as a productive depiction
of the movement of cultural work. For all that Kwon seems to have
achieved is an unanswered call for sympathy. Sympathy for the suffering,
homeless artist upon whom has befallen the greatest tragedy of all; the
inability to stop moving and ‘cash-in’ all the frequent flyer miles they have

accumulated.

What Meyer and Kwon define as the ‘Mobile Site’ is the productive

movement of the artist, his or her 'work' and 'process.’ | would classity the
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use of ‘movement’ by Meyer and Kwon to be a mode of production by the
artist who is always committed to, but never permanently present in, a real
location. For example, many artists produce work specifically for a certain
institution. This is often done by commission or for a unique event.’’In
such cases, the institution that will host the project is located in some
specific place, like London, England or College Station, Texas. In this real
place are the administrators or other ‘officials’ of the institution including
publicists, curators, researchers and directors. It is the real place from
which it supports and directs the movement of the artist. For instance, the
Tate Modern located in London commissioned Olafur Eliasson to build the
installation called The Weather Project in its Turbine Hall exhibition space.
(The Weather Project will be discussed in Part Three of the thesis.) Since
Eliason lives in Berlin, and is often travelling, part of his work on the piece
was his travelling into and out of London for planning meetings and
supervision of the construction of the project. Eliasson picked out materials
like a designer, which the installation crew of the Tate assembled ana
installed. Later, once the installation was near completion, Olafur and an
assistant began to make trips to London specifically to photograph the
installation for documentary and promotional purposes. It was the
photography of the installation which, | claim, has led to its fame and
conducted such a high magnitude of audience participation. Through the
movement or process of their work, they are ‘in’ a relation to a place, but
they are not physically ‘in’ that place. Instead, they are occupying the
space ‘in-between’ real places. The metaphor of ‘occupation’ therefore is
Kwon and Meyer’s distinguishing term to provide the spatial characteristic
of the ‘Mobile Site.” ® The artist ‘in’ relation to location is how Meyer
defines the artist's movement. Meyer calls this a ‘process’ of occupying a
space, which is always ‘in-between’ multiple locations. The artist moves

‘in-between’ sites.

87 | am referring to temporary installation and performance projects rather than projects
for the web.

58 On the inhabiting of ‘institutional’ space, specifically ‘academic’ institutions, see Spivak,
Guyatri (1993), “Marginality in the Teaching Machine,” in Outside in the Teaching
Machine, London: Routledge. Pp. 53-76.
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Conclusion of Part One

Part One has intended to demonstrate a concept of ‘space’ in Relational
Art practices. For Bourriaud this is a ‘space of the encounter.” Bourriaud
bases this description on a reading of Fried’s ‘Literalist’ artwork in which
an art object is installed in a specific location in an effort to insure that the
viewer has an encounter with the work and the context provided to it by
the location. In a separate model, that of the ‘Mobile Site,” the thesis has
described the critic James Meyer’s concept of artist practices that occur in-
between fixed locations. The ‘Mobile site’ is not a site at all, but instead the
movement in-between fixed locations that an artist endures in his or her
practice. The thesis has attempted to consolidate the application of the
‘Mobile Site’ to the practices of artists and not to their identities. In an effort
to do this a critique of Miwon Kwon’s concept of the artist as ‘nomad’ has
been conducted. Thus the use of sites or ‘fixed locations’ in Relational Art
practices does not prioritize the location. Instead, the location is
considered an element along with that of the viewer and the physical art
object. The location or space of the art includes the fixed location itself as
well as the journey to or from this location conducted in the practice of the

artist.
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PART TWO: TIME IN RELATIONAL ART

62




Introduction

In Part Two of the thesis | will discuss the concept of ‘time’ in relational art.
Nicolas Bourriaud’s description of the relational artwork as a ‘time to be
lived through’ will be the premise of this concept of ‘time.” Most specitically
the thesis will address the concept of ‘time’ in the relational artwork
produced as an illustration for this thesis; SmithBeatty's PartnerWork
PartnerWork’s conceptual foundation was that of a ‘performance’ by artists
that could ‘endure’ nine hours of continuous exercise. Nine hours is the
time lived through’ in this example. The thesis applies Bourriaud's concept
of ‘time lived through’ in the performance of PartnerWork, and attempts to
depict the inherent difficulty of enduring physical exercise for nine hours

continuously.

As a background to the application of the concept of ‘time’ in relational
artworks the thesis will present the example of Matthew Bakkom’s 1999
installation entitled: The Intimacy Machine. The Intimacy Machine provides
an example of the physical changes, which can accumulate over time
during the scheduled ‘time’ of an artwork’s presentation. For Bakkom and
The Intimacy Machine this was the composite time of screening multiple
16mm films successively over several weeks in New York. Therefore, both
the installation of Mathew Bakkom’s [Intimacy Machine and the
performance of SmithBeatty’s PartnerWork engage the concept of ‘time’
put forth by Nicolas Bourriaud in Relational Aesthetics and other texts. The
thesis uses these examples in an attempt to describe the visual form of
time’ through the creation of physical objects and bodily transformations.

These result from the accumulation of time passed and time endured.

Nicolas Bourriaud’s Concept of Time
Relational Art practices are those which, according to Nicolas Bourriaud,
take the whole of human relations as their social context.' For Bourriaud,

the objectives for such a work is the creation of a ‘situation’ during which

' See Bourriaud (2002), 113.
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the artist and artwork come together with the viewer. A sense of ‘being
together is Bourriaud’s description for this objective. It is the key thematic
aspect of relational art practices described In Relational Aesthetics;
practices which engage and bring themselves together with the viewer in a

2 The concept of ‘being-together’ for

lively and ‘user-friendly’ manner.
Bourriaud is defined by the ‘moment’ of the encounter.” By ‘moment,’
Bourriaud is referring to the concept of ‘time’ in relational art practices.
‘Time’ described by Bourriaud links the relational artist to his or her
conceptual limits; a physical link to the setting of his or her life: “the artist
dwells in the circumstances the present offers him, so as to turn the setting
of his life into a lasting world.” (Bourriaud 2002: 13-14) This ‘moment’ of
the ‘present’ to which Bourriaud is referring structures his concept of time
for relational art practices.* A ‘time’ which Bourriaud calls something to be

‘lived through’ by the artist and the viewer. °

Time for Bourriaud is something that can be produced in a relational
artwork. Thus, for Bourriaud ‘time’ can take or be assigned a ‘visual’ form.
When Bourriaud asks: “What do we mean by form,” he answers that what
he means is the form of the “lasting encounter.” (Bourriaud 2002: 19) Like
the fixed location in the concept of space in relational art, the form of time
is built over repeated applications, encounters or productions; a state or
form of the encounter.® Bourriaud’s focus on time in relational art practices

is thus constructed in the moments that persons ‘come together’ with one

2 See Bourriaud (2002), 15.

> Ibid.

4 Dan Graham states that his works in the1970s utilized the conceptions of an
impossibility of locating a pure present tense.” See Graham (1999), p. 144. Also see
Bishop (2004), p. 72.

5 See also Lee, Pamela (2005), Chronophobia: Time and Art of the Sixties, Cambridge:
MIT. Lee revisits work of the 1960s with a particular interest in the ‘long duration” and
time, although there is little development of the French Physicist and Philosopher Henri
Bergson’s model of ‘duration.’

8 The encounter Bourriaud refers to in these introductory comments in Relational
Aesthetics is the encounter of human activity with what he calls representational
commerce, a system of exchanges and communication, which art and society are
dominated by, but into which art can intervene. This intervention, or ‘interstice,” Is
described by Bourriaud as a space in human relations and activities, which fits ‘more or
less harmoniously’ with the mercantile and communication systems. See Bourrnaud 2002,
pp. 16, 18.
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another; the artwork as an aesthetic object that can establish "relations
between people and the world.” (Bourriaud 2002: 42) These relations
between people and the world are ‘performed’ or ‘simulated’ by the artist in
the production of his or her work; works which utilise an encounter with the
viewer to create visible forms denoting time. The forms ‘document’ the
time ‘lived through’ of the artwork. Therefore, for this thesis, Bourriaud’s
assertion that it is “no longer possible to regard the contemporary artwork
as a space to be walked through...” (Bourriaud 2002: 15) capitalizes on his

further classification that experience of the artwork is “presented as a time
to be lived through.” (Bourriaud 2002: 15)

In the 2005 Lyon Biennale, co-curated by Bourriaud and Jerome Sans,
artist projects were exhibited for which the concept of ‘time’ in art making
was ‘inseparable’ from living time.” The show’s title: “Experience Duration,”
included an international roster of artists working in a variety of media
including video, performance, sound and installation. For Bourriaud, the
projects exhibited and the show’s title were attributed to the ‘experience’ of
the viewer and long ‘duration’ or exaggerated ‘time to be lived through’ by
both the viewer and the artists. A working concept of ‘duration’ for the
show was for Bourriaud and Sans not to suggest any ‘slowness’ with the
works exhibited, but the ‘long duration’ attributed to the artists project itself,
the scale or dimension of the practice ‘endured’ to realize a concept. “ The

long term is the time a project takes.” (Bourriaud and Sans, 2005) Artists

included in the exhibition were therefore in an effort for their use of time as

a formal element or as material in their artworks.

The use of the term ‘duration’ by Bourriaud and Sans in the exhibition title
is specifically applied to the long or exaggerated length of time used or

endured in an artist’s practice. ‘Duration’ or ‘long time’ for these curators Is

” See “Experience Duration,” http://www.biennale-de-lyon.org/bac2005/. Also See Fried,

‘theatricality’ inherent in Minimalism. The “general and pérvasive” conditions Friea refers
to in this passage is, this thesis argues, the “inseparability” of art making and living time
that Bourriaud has based his curatorial objective upon.
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a formal element inherited from the practices of conceptual artists working
in the 1960s and 1970s. Contemporary artists like BikVanDerPol are an
example of artists producing form from the conceptual basis of time.
BikVanDerPol are a Dutch artist duo whose ‘installations’ include the serial
production entitled: Sleep With Me (1997 and continuing) which consists of
sleeping mats or beds installed in museum exhibition spaces. This
installation also includes the screening of Andy Warhol’s film Sleep (1963),
a six-hour silent motion picture. In one version of this installation at the
Tokyo Opera Art Gallery, guests spent the night lying on Tatami mats
while was quietly projected on one wall of the exhibition space. The time of
the film, the time for ample rest and the time allotted to the artists by the
museum are all methods of materializing an art form out of time.
BikVanDerPol’'s Sleep With Me created the installation of mats, projected

film and viewer’s ‘sleeping’ as the form of their time-based practice.

lllustration no.9, BikVanDerPol Sleep With Me (Tokyo, 2000).

In this example, the influence of ‘conceptual art’ practices is found in the
method BikVanDerPol employ to use a concept of ‘time’ or ‘sleeping
overnight’ to account for the otherwise immaterial reality of the concept.

For Bourriaud the premise of an installation like Sleep With Me is the type
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of conceptual art practice which uses ‘forms’ like long walks (Richard
Long) or lists of instructions (Mel Bochner, Sol Lewitt, Hans Haacke) as a
‘stand-in’ for an otherwise object-less artwork.® ‘Time’ for these artists is a
visual form produced from an engagement with an activity needing ‘time’
to be completed. One example of the foundation for such a practice is that
of the artist Lawrence Weiner, an artist often associated with ‘conceptual
art’ practices. In 1968, Weiner exhibited a sculpture entitled: Two Minutes
of Spray Paint Directly Upon the Floor From a Standard Aerosol Can. The
sculpture consisted of exactly what the title describes. For two minutes
Weiner (but it could be anyone directed to ‘install’ the work) sprayed paint
directly onto the floor of the exhibition space from an aerosol can. What
remained from this action was an irregularly shaped mound of a white
substance. It was rather smooth and had a peak near the centre of Its
overall area on the floor from which the rest of the mound descended. It
did not appear to be a spill for its shape, although irregular, seemed to be
focused on a very specific part of the floor. It more closely resembled
sand accumulating in the bottom half of an hourglass or sand-clock, an
imperfect cone of carefully measured grains of sand accumuilating over a

set period of time.’

| believe it must be noted that Lawrence Weiner will not take the credit or
be blamed for being a conceptual artist. For example, in a recent talk by

Weiner held at Tate Modern, London in the spring of 2006, he refused,

denied and countered all classifications of his work, or the work of his
colleagues, as being ‘conceptual.’ He did so in both his presentation and in
his response to questions from the audience. Again and again, as

interviewers and audience members used the term ‘conceptual’ or referred

® Such ‘walks’ by artists have been derided by some artists and critics as an experience
and expression of the ‘new colonialist.” This was the argument of critic Rasheed Aareen,
one which resulted in the exhbition “The Other Story”a major survey exhibition of post-
war Black British Art, Hayward Gallery, London, 1989.

° The hourglass or sand-clock is an example of time measured in units and by the flow of
a discrete material. Time measured as discrete units, or ‘measurable’ time, is that of clock
time. Duration divided into individual moments is what Herri Bergson describes as
‘measurable duration’ or ‘time.” See Bergson (2001), pp. 106-111.
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to era of artist productions as ‘immaterial’ and ‘conceptual,” Weiner warmly
rejected the temporal and topical classification. He followed each rejection
with a comparison of the work to its specific ‘Object’ status; words in Sol
Lewitt’'s Sentences on Conceptual Art for instance were words that had
been printed on the page, most often by a typewriting machine. Two
Minutes of Spray Paint Directly Upon the Floor From a Standard Aerosol
Can Weiner recalled did leave a specific substance on the hardwood floor
of an actual gallery space. Thus the concept, for Weiner, was always
coordinated with a physical art object. While he was very polite and almost
comforting in his dismissals, he was in effect trying to emphasize a direct
and interesting point: If for Weiner ‘conceptual art’ does not exist, but the
visible relation of a spoken, written or documentéed concept with a physical
art object does exist, then the visible relation is the essence of conceptual
art.

lllustration no. 10, Lawrence Weiner’'s Two Minutes of Spray Paint Directly Upon
the Floor From a Standard Aerosol Can.
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An artist's practice like Weiner’s helps to illustrate Bourriaud and Sans’

foundation for the ‘experience’ of ‘duration’ as that located in the practices
of conceptual art. It is an example of artistic practice highlighted by the
methods employed by an artist to visualise time. These practices
demonstrate the ‘experience’ of time, a form based on engagement. The
artists referenced above use a physical engagement ‘over’ a period of time
to realize a form. This is what the thesis would like to claim is an
llustration’ of the late nineteenth and early twentieth century philosopher
Henri Bergson’s concept for ‘duration’ of creative time. For Bergson,
duration iIs a form which is ‘assumed’ by the successive states we (as
viewers or artists) ‘endure’ when perceiving the co-existence of our
‘present’ alongside or combined with our past. Duration “forms both the
past and the present states of an organic whole...we perceive them in one
another, and (...) their totality may be compared to a living being.”
(Bergson 2001: 100) Thus for Bergson’s duration is perceived in the

present and composed of experiences both past and present.

An example of this would be Lee Walton’s sculpture Stacked in relation to
the process of its production. Although in Part One the emphasis of this
thesis is placed on the ‘Mobile Site’ of Walton’s practice, his production of
a fixed sculpture of stacked weights which accumulated over time
llustrates Bergson’s co-existence of the past and present effectively.
When viewing the sculpture and being made aware of the concept of the
work, the viewer will be perceiving, in the form of the work, the past
actions needed to ‘pile up’ the number of weights on display. That number
on display is the present while the awareness of Walton’s repeated

journeys is the perception of the past.

The example of Lawrence Weiner's Two Minutes of Spray Paint Directly
Upon the Floor From a Standard Aerosol Can also illustrates the co-
existence of the past and present. The visual appearance of Weiner's

form’ is quite different than Walton’s, though both are accumulations of
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material through an engagement over time. The edges of the visible form
iIn Weiner’'s work seem to contain the past. Within them is every moment
that has passed which can be perceived by the viewer in the present.
Whereas in the Walton example each weight stacked provides a visible
‘division’ of different moments, Weiner’'s form Is more contained, more
whole. Its visual form is that of a ‘singular whole’ whereas Walton’s is a
stack of separate moments combined by the action of stacking and joined

by a vertical pole.

In reference to the form of time, or what the viewer and artist ‘experience’
from ‘duration,’ it is perhaps important to note that Bergson characterized
the perception of duration not in ‘representational’ terms, but instead as a
perception intimately bound up with the life and actions of a (human/
organic) body."” Thus the perception of Weiner's spray paint or Walton’s
stack of weights is ‘bound up’ with the concept of time in which the artist
produced the work. The length, repetition and rhythm passed-through by
the artist to create a visible, physical form. ‘Duration’ therefore is ‘bound
up’ with contemporary forms of relational art practices which use the
‘encounter’ between persons and time f‘lived through’ as elements
structuring the artwork. Although not mentioned by Bourriaud and Sans in
their essay for the exhibition, it seems clear that the very simple reading of
Bergson's duration presented here is of historical and conceptual

importance to the curatorial objectives of both Bourriaud and Sans. '

In artist projects, which produce a ‘form’ out of human engagement over
time,’ the action or performance of a human body or group of bodies is
often noted by the artist or curator and presented to the audience.
BikVanDerPol’s installation included the bodies of sleepers physically

present in the space, whereas Walton’s sculpture is combined with the

' See Bergson (2001), p. 104.
" Authors like Mark Antliff have regarded Bergson’s research on writing on ‘living
systems’ (those of living organisms), energy, and intuition to be a revolutionizing force for
visual arts practices in Europe. See Antliff (1993), pp.13-4.
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concept of the work to refer the artist’s endurance of repeated action ‘in-
between’ locations. These examples like Bourriaud and Sans’ curatorial
title, refer to the visual experience of a viewer to a form produced over
time. It is this practice of producing form for the viewer over extended
periods of time that defines a concept of ‘time’ lived through or endured. In
the opinion of this thesis, the ‘long time’ that Bourriaud and Sans refer to is
an ‘endured’ time, one that implies a physical exertion through successive
stages testing the body and mind's capacity to perform. Duration as
‘endured time’ is experienced in the present, and this experience is ‘bound
up’ with the past in the strength, hunger, exhaustion or other physical

attributes attributed to a human body enduring physical actions over time.*

However, before discussing the use of in SmithBeatty’s PartnerWork, |
would like to introduce an artwork for which ‘duration’ or ‘endured time’ are
combined with location, the installation of media components and the
physical presence of the performing artist. This artwork, entitled: The
Intimacy Machine was constructed by the artist Matthew Bakkom in 1999.
The Intimacy Machine was a small container in which the artist screened
motion picture fiims to one or two viewers at a time. By introducing the
Intimacy Machine | want to establish in this thesis that the use of time in
relational art i1s done so by the contemporary artist to complete a
procedure or steps of a procedure over a specified duration of time. The
procedure can be limited to one activity by the artist, or can be a series of
multiple procedures which the artist conducts with his or her own body.
What is produced from this activity is a physical object, a document or
artefact of the procedure itself. | wish to call this use of time, which
Includes the presence of the artist in a space installed with media
components and in which the viewer encounters the media and the artist,

to be a ‘durational performance.’

' This is the foundation for the use of time in SmithBeatty’s PartnerWork.

/1



Matthew Bakkom’s The Intimacy Machine

| first met the artist Matthew Bakkom in New York City during the summer
of 1998. | had just moved to New York’s borough of Manhattan from the
city of Buffalo and was in the initial throes of a new job, a new lifestyle and
the beginning of my exhibition career. Bakkom, to which | will admiringly
refer to him as for the remainder of this essay, and | both had come to
New York to work as visual artists; doing what we could with our
Midwestern American upbringings to colour and corrupt the Manhattan art
system.”” Bakkom and | were both selected to be participants in a studio
residency program hosted by one of the New York-based modern art
museums. This is where we met for that first time, and where Bakkom

originally produced the Intimacy Machine nearly a year later.

As participants in the residency, Bakkom and | were part of a group of
twenty-eight people who met two days per week for a seminar-based
discussion. | remember that in one of the first weeks of these meetings
Bakkom took advantage of the ‘announcement period’ beginning each
seminar to promote a series of weekly film screenings he had organized.
Bakkom invited everyone to attend the program, which was a free
presentation of 16mm motion pictures on temporary loan from the New
York Public Library’s Donnell Media Centre.' Held at the Segue
Performance Space, the screenings were a recreation of programs
Bakkom had organized in Minneapolis, Minnesota in the years prior to his
arrival in New York.”™ | don’t remember what Bakkom said that day to
promote the series. Only that he grinned throughout his address, and that
it was then | realized one of his most appealing and particular

characteristics of appearance, a gold — capped tooth. He handed out a

" Matthew Bakkom is originally from Minneapolis, Minnesota. The author of this thesis is
originally from Norman, Oklahoma.

'* The Donnell Collection for Bakkom’s programming knowingly circulated the films. To
Doris Bonilla, manager of circulation for the collection, the author and Matthew Bakkom
offer their gratitude and intrigue. For information on the collection and its circulation, see
http://www.nypl.org/branch/collections/dmc.html

" Red Eye Cinema for instance, 15 West 14th Street, Minneapolis MN.
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printed schedule of the films in the size and shape of a bookmark. The

next week | attended a screening.

Segue Performance Space was one-half block East of Tompkins Square
Park, what in earlier years had been a part of ‘Alphabet City,’ this part of
New York City had changed drastically in the post-crack, heavy-police
presence of Mayor Rudolph Giuliani’s time in office, or what was
affectionately known in the mainstream media as the ‘Giuliani Years,’
(1993-2001). Segue occupied most of the ground floor of the building.
Officially its status was a ‘multi-works’ space, which meant that the co-
operatively owned apartment building in which it was located had
management rights and duties over the space. The building was the home
of many artists, designers and even filmmakers, among them Abigail
Childs and the photography studio of James Casebere. The space itself
was a large room, with sheetrock covering all but one of the walls. There
was a small storeroom connected to the main room and an even smaller
lavatory on an adjacent wall. One side of the space had windows, the
view through which was marred by a fire escape. You could sit in the eve
of each of these windows to watch films, exhaling out the window if you
chose to smoke. Seating was otherwise available on the many brown

aluminium-folding chairs that Bakkom set out for each screening.

When | sat down, choosing the floor over the window seat or folding chair,
| read again the list of films printed on the bookmark he had passed out
earlier in the week. The films to be shown ranged from educational films
produced by municipal governments with a target audience of 11-12 year
olds, to vanguard artist films produced as experiments and perhaps for
one-off exhibitions. The range of films selected reminded me of the ‘mixed
tapes’ | use to make for band mates, girifriends, etc; compilations on

cassette of songs, poetry or infamous sports broadcasts | had collected
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since my youth.” Both my mixed-tapes and Bakkom’s programming for
Segue were attempts to demonstrate eclecticism and wit. Both were
forceful demonstrations of an artist’s presence being felt through the
media he or she produced. It wasn’t a production about an artist’s identity
or an autobiography; it was instead like the sharing of an intrigue for the
materials being used. It was not a call for empathy of the person engaged
In the artistic action of ‘selection,’ but an intended collaborative process of
call and response. For Bakkom it was the construction of a truly ‘open’
system, crafted every week and put on display for the more than four

years that Segue Performance Space hosted the screenings.

That particular evening’s program list included several short 16mm films,
Including a 1963 biopic of a window-washer who cleaned the facade of
one of New York City’s many skyscrapers, a silent film by Structuralist
filmmaker Stan Brakhage, and finally, my favourite inclusion of the
evening: Scorpion. Scorpion (1979 BBC-TV/ Bristol Natural History Unit) is
a film co-authored by David Attenborough, in which live scorpions and the
enthusiasts who study them appear in the most unlikely places: in your
shoes, in your closet, walking over the headrest of your car seat. They
always looked poised to attack, perhaps the stage personae they adopted
for the film camera. The scorpion, of which there are more than 600
varieties and whose venom can cause chemically changes in the human
body resulting in paralysis or death, is a nocturnal insect. The film gets
inside’ the head of the scorpion, showing the viewer a private world on

eight-legs that few have dared or dreamed to experience.

Scorpion was the final film screened by Bakkom that evening. Of the
thirteen or fourteen persons who had attended that night's programme,
half stayed to help Bakkom fold the brown chairs, the sound of the steel

banging against itself echoing across Segue’s low ceilings. The projector,

'® A newer version of the ‘mixed-tape’ and compilation is the ‘sampled’ track or assembly
of samples. For commentary and analysis on contemporary ‘sampling’ see DJ Spooky,
(2005) Rhythm Science, Cambridge: MIT.
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placed on a tall cart just as you might see a filmstrip projector affixed in an

American elementary school, was rolled back into the storeroom. Bakkom
locked the storeroom, led us out of the main room and into the hall, locking
successive doors as we passed through successive stages of departure.
Once on the street the group walked together into Tompkins Square Park
and then dispersed, silently, into the twilight of a warm Manhattan

evening.'’

When Bakkom began to construct The Intimacy Machine in 1999, | had
attended several screenings at Segue and the two of us had developed a
competitive and inspiring friendship. This was due in part to my reqular
attendance at the Segue screenings, but also because of our regular
residency meetings and perhaps partly due to the tiny darkroom | had
resurrected for the managers and participants of the residency program.™ |
think the tight confines of this darkroom impacted Bakkom. With a square
footage totalling no more than eighty (80) feet, the darkroom was not
much larger than a passport booth. In fact, Bakkom’s Intimacy Machine
was like a reversal of the darkroom; a clubhouse for watching films instead

of making them. The Intimacy Machine was about the size of a self-serve

'" Most of the programming Matthew Bakkom executed ir the Segue Performance Space
was done so under the title: La Vista; the Downtown Cinema Club. Bakkom included a
curatorial team in the final two years of La Vista programming. This team included
Bakkom, the painter and bass musician Ted Kersten, art historian John P. Bowles and
the photography and performance artist Craig Smith. The team worked together on
programming and presentations at Segue Performance Space as well as screenings in
parks and community gardens located in the ‘303’ neighbourhood between 1999 and
2002. The team thanks the residents of ‘303’ and in particular the Cauley family for their
support, organization and enthusiasm. La Vista ‘spawned’ numerous spin-offs, including
the New York University Photography in the Cinema Programme (2000-2001), guest
projection of films by Jack Goldstein for the recreation of the 1977 Pictures exhibition in
2001, (originally curated by Douglas Crimp for Artists Space in New York City) and also
the Film and Video festivals at the gallery Art in General (also NYC) in 1999 and 2000, for
which the La Vista team arranged a special selection of their most enjoyed films for re-
screening.

'“Bakkom was one of the first residents to utilize the resurrected darkroom, which
Included a 35mm photonegative enlarger and a small sink, plus a single fan to ventilate
the space located in a corner. With the sink, shelf for the enlarger, and counter-top
covered In trays full of toxic developing solutions, there was not must space left to turn
around. Bakkom had seized the opportunity to use the darkroom once | had cleaned it
up. With his height and the slowly sinking ceiling of the darkroom, it was a rather tight
squeeze. He produced multiples of proof sheets with stills and contacts of 16mm and
35mm motion picture filmstrips.
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photography booth or close to the same dimensions as many
contemporary recreations of the 15" century optical projection device, the
‘Camera Obscura’ or ‘dark chamber.””” Like the ‘Camera Obscura,
Bakkom’s ‘sculpture’ looked like a shipping crate. It had six sides. It was
constructed almost entirely of wood, and it was the blonde, unfinished

wood that dominated its appearance.

lllustration no. 11, Matthew Bakkom’s The Intimacy Machine.

A conventional ventilator pipe, a model of which could be found in most
American hardware stores, jutted out of the top of the Machine. A heavy-
duty, orange electrical lead trailed off a bottom corner. The Intimacy
Machine was as almost as tall as Bakkom (approximately two metres),
and was just wide enough to contain two people, albeit tightly. As it sat In

Bakkom’s studio space, or later in a white-cube gallery, ® The Intimacy

'9 See Hirsch. Robert. Seizing the Light; A History of Photography. New York: McGrawHill
(2000), Pp.4-6 in which he cites the date 1490 as that of the earliest surviving description
of the camera obscura or 'dark chamber. As the prototype of the photographic camera,
the camera obscura was a large darkroom that the photographer actually entered. Light,
entering through a small 'pin' hole in the wall, projects an inverted image onto the wall
opposite that through which it is entering.

20 The RARE Gallery in New York, at that time co-directed by Alexis Hubshman and Peter
Ted Surace, first showed The Intimacy Machine in their 14" Street gallery in New York
City in 2000. They stored the Machine after its exhibition. Eventually Bakkom shipped the
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Machine always had the look of some derelict cargo dropped on its side

from a scaffold or from a crane.

The inside of The Intimacy Machine had a very different appearance.
Bakkom had split the floor space down the centre, dividing the two sides
with a plush, velvet bench and a shelf atop which sat a 16mm projector. A
truly D-Lux interior, The Intimacy Machine even had a 24x30 inch film
projection screen affixed to the inside of one wall. The opposite was left
empty, allowing room enough for Bakkom to stand and run the projector.
Both the projection and the projector’s sides of the Machine were hinged
to create doors. Like Bakkom’s weekly screenings in the Segue
Performance Space, The Intimacy Machine was ‘programmed’ with an
eclectic mix of films. Also like the Segue programs, The Intimacy Machine
would include the presence of the artist in the space and at the moment of

the screening.

In May of 1999 Bakkom ‘performed’ the first screenings in The Intimacy
Machine. The Machine was installed in his residency studio located on the
fifth floor of a former garment manufacturing building in Soho. It was
placed neatly in the centre of Bakkom’s ten by fifteen feet of studio space;
an empty cube in a large, open plan floor divided into multiple units. Two
sides of The Intimacy Machine were open. Inside one half of the Machine
a viewer could see the projection screen and the plush velvet bench.
Through the other half could be seen the projector and take-up reels.
Outside the Machine stood the artist Matthew Bakkom, well over six feet in
height, wearing a form-fitted, double-breasted ochre suit which, although
ten years older than Bakkom himself, appeared to be Iin the most

immaculate of condition.

work out of New York. Rumour has it that it is currently being used by teenagers in a
suburb of Minneapolis for smoking, dating, and other activities for which adolescents
require their ‘own space.’
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A queue of viewers formed in front of Bakkom and his Machine. He
greeted each viewer at the head of the queue with the demeanour of a
used car salesman who has just put his hands on an exotic sports car.
Bakkom’s invitation to the viewer of: “Would you like to join me for some
cinema?” was charmed (to be sure) but also quite charming. This scene
itself, the ‘explicador’ preparing and leading the viewer through a new
cinematic experience,” was compelling enough to attract a large number
of viewers and a high atmosphere full of anticipation. Following his
invitation, Bakkom led each viewer to The Intimacy Machine, offering him
or her a seat on the velvet bench. Now inside, the viewer was still visible to
others. He or she could be seen settling into their place, a look of
anticipation accenting their eyes. And then, once the viewer was seated,
Bakkom closed the door softly and succinctly. With a subsequent latching
of a lightweight hook, the viewer was locked inside and no longer visible 1o

the rest of the viewers.

With a wry grin over his shoulder, Bakkom left the viewer, locked alone
inside the crate, for the few moments he needed to walk around the
Machine and enter into the opposite door. Once entered and inside
Bakkom closed the door on himself, thus locking both artist and viewer
inside the Machine with the film projector and plush velvet seating. Once
they were both inside, Bakkom turned on a small lamp near the projector,
selected a film, threaded it through the projector, and began the screening.
The films varied in length, some as short as four or five minutes, while

others were almost thirty minutes in length. Bakkom screened many films

21 The ‘explicador’ is a figure from the era of silent film who would stand in front of the
viewing audience or by the side of the projection screen and, in words, describe the
storyline and the engagement of the actors' with one another. See Bunuel, Luis. My Last
Breath. (Trans. by Abigail Israel.) London: Cape, 1984. (Or under alternate title My Last
Sigh.) For applications of the 'explicador' as compared to protessional sports
broadcasters and used to articulate contemporary art and dance criticism see Fox, Doug.
Great Dance Web log (http://lwww.greatdance.com/): "Bypassing the Media to Promote
Dance” posted November 15, 2005 (Accessed 05/08/2006). For information on time,
viewer experience and the cinema see Kennedy, Barbara M. Deleuze and Cinema: The
Aesthetics of Sensation. Edinburgh: Edinburgh University Press, 2000. Also see Bogue,
Ronald. Deleuze on Cinema. New York and London: Routledge, 2003 and also Rodowick,
D.N. Gilles Deleuze’s Time Machine. Durham: Duke University Press, 1997.

/8



during the exhibition of the /ntimacy Machine. Some of these included films
by Charles and Ray Eames [Powers of Ten (1977) and Introduction to
Feedback (1960)] , Hans Richter's Ghosts Before Breakfast (1928), Marcel
Duchamp’s Anemic Cinema (1920,1923 and 1926), Luis Bunuel and
Salvador Dali's Un Chien Andalou (1929) and two films by Maya Deren;
Meshes in the Afternoon (1943) and At Land (1944).

A film projector produces a lot of noise and heat. The projector’s lamp and
the turning of the film reels created a rising temperature and continuous
sound during the time of the screenings. With two bodies sealed inside the
Machine, and the projector lamp producing heat and the projection of the
motion picture inside the Machine, the internal temperature of the artwork
would go through a significant change. Both artist and viewer ‘endured
this change, sweating and perhaps taking deep breaths in the tense
pressure of the Machine’s environment. The reels continued to spin
throughout each film, gears grinding continuously. When the film ended
Bakkom let himself out of the Machine, crossed to the opposite side and
opened the viewer’s door. The viewer, probably sweating and startled by
the bright lights outside of the Machine, had completed their engagement

with the work.

Bakkom stayed in the Machine for the entire screening and for every
viewer. Thus there are two durations, that of Bakkom and that of the
viewer. For the viewer it was a duration which started in the queue,
continued through the screening and ended once released from the
Machine. For Bakkom, the duration was that of multiple screenings,
multiple engagements with a succession of viewers over the days in which
The Intimacy Machine was exhibited. When | watched Bakkom ‘endure’
the screenings | noticed his shirt increasingly soaked with sweat as he

‘worked’ through each day of screenings. His face became flush and his
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body posture began to fold in upon itself.> Observing this | realized that
while The Intimacy Machine was designed to be a ‘machine which runs on
film,’ it was for me a ‘performance’ by the artist structured by the time of
film. The Machine, for this author, was the ‘space of the encounter,’ timea
by the length of the film screened to the viewer by the artist. The Machine

could not run without the artist.

| realized that his Machine ran on action. It was a ‘durational performance’
consisting of inviting viewers into the machine and conducting the
screenings repeatedly for several days. Bakkom had become
Attenborough’s scorpion, an invertebrate creature alone with you, the
unsuspecting human viewer, in a closed and controlied environment. He
subjected you to fear and intrigue, if lucky, he would sting you. Thus
poisoned by the artist, you as the viewer or guest of this ‘intimately bound
up’ experience were set to endure a steady and successive alteration of
heart rhythm, perhaps effecting your bi-pedal ability. As a viewer, you
engaged the artist and this environment because you wanted the
experience of that otherwise private world of intimacy. To do so you
subjected yourself to a timed engagement of the ‘durational performance’
controlled by the protagonist-artist.® What is experienced in this
‘durational performance’ are the physical sensations effected by the artist’
what he or she produces through the time of engagement with the viewer.
This is what for Bourriaud is the form of "relations between people and the
world” (Bourriaud 2002: 42). Bakkom’s creation of a specific space In
which he assembled the viewer, the projector and himself was a
‘composition’ of elements that could formally conduct the ‘endured time’ of
the artwork. This composition created an emphatic sense of presence for

both the artist and the viewer. The composition produced an awareness of

2 |n profile, Bakkom'’s posture became an inward curl or ‘spiral.’ The ‘spiral’ as a design
element and performance ‘movement’ will be explored further in the following thesis part
discussing SmithBeatty’'s PartnerWork.

28 As another example; the work of Maurizio Cattelan taping the gallery director Massimo
DeCarlo to the wall of his gallery with industrial gaffers tape or, in another situation,
dressing the director of a gallery Emmanuel Perrotin up as a rabbit with a penile shaft
protruding from the mask of the costume. See also Bourriaud (2002), p. 81.
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body-heat, extreme light and confined space for both viewer and artist. All
of these elements experienced in a succession of ‘present’ moments.
Thus, like Bergson’s duration, the object of the artwork Bakkom created

t.?* Thus, for the viewer

was this exaggerated experience of the presen
departing Bakkom'’s Intimacy Machine, the sweat in their clothes or anxiety
being experienced was an accumulation of the very recent moments
‘passed through’ while engaged with the artwork. These moments flowed
with the constant grinding of the projector's gears and the instructions

given by the artist in an enduring present.

¢ See Grosz (2004), p. 198. Grosz points out that in Bergson’s book Time and Free Will

the philosopher writes that the composition of matter, spacé and physical objects carry in
the ‘present form’ what they need from the past; “eternally propelled into the future, from

the present as they were from the past.” See also Bergson (2001), pp. 114-5.
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PART THREE: INTERACTIVITY
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Introduction

Throughout Parts One and Two of this thesis | have described the location
and endurance of artistic practices in Nicolas Bourriaud's Relational
Aesthetics. Location and endurance demonstrate Bourriaud’s two key
formal criteria for relational art: that the artwork is located in a "space of
encounter” and that the artwork can be defined as a “time to be lived
through.” In Part Three of the thesis | will present the location and

endurance of formal elements in an interactive artwork.

In this part of the thesis | will discuss Relational Aesthetics as a theory of
interactivity.! By doing so | will be attempting both the design and depiction
of a concept for interactivity which differs from concepts of interactivity and
interactive artworks associated with digital aesthetics referenced by Garth
Paine, Lev Manovich and Soke Dinkla. 1 will do so by demonstrating
interaction in relational artworks and non-art situations which do not
include computers, but instead include the activity of “spectators,
cheerleaders and players” engaged in competitive sports like American
football or temporary art installations like Olafur Eliasson’s The Weather
Project (Tate Modern Turbine Hall, 2003-4)* For Nicolas Bourriaud this is
a model of sociability which for the artist is personified by the physical

object of art engaged by the viewer

This part of the thesis will also deal with topics such as Digital Aesthetics
and Interface. Referencing arttworks including Robert Rauschenberg’s
Open Score (1966) the interface and interactivity which | wish to deal with
is that which is demonstrated by a tennis game. While the dynamics of
this work include other formal elements worthy of inquiry, such as the

model of device-interface which is the link between the radio transmitter

sending a signal and the receiver combined with mixing board and

' See Bishop (2004), pp. 51-79 especially page 54. Also see Bourriaud (2002), p. 14.

2 | am applying the term ‘relational art’ and the criteria of Relational Aesthetics by
Bourriaud to Eliasson’s work. However Eliasson, like American football players, does not
define his work as ‘relational art.’
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amplifier producing the aural pong.” Interface however is not an
engagement between humans, but between electrical signals. My concern
here is the interaction which is based on a single or serial exchange
between people. Thus the game is interactive in that it involves people in a
form of exchange over the time of the performance, whereas the
mechanical apparatus, frequency and sound are formal elements of
interface. As Sheldon Brown from the University of California, San Diego

has said, interactivity is ‘goal-oriented.’

To pose the objective of Part Three in a slightly different way, | will use
Nicolas Bourriaud’s  Relational Aesthetics (and SmithBeatty's
PartnerWork) to pose and respond to a single question: how do we
recognize interactivity? By asking such a question | am assuming that ‘we;’
the artists on the playing field, the viewers in the stadium, the academic
cheerleaders on the sideline, do indeed ‘recognize’ interactivity. That we
can and want to smell it, feel it, do it, be it. | am asking this question
because of what, borrowing from the theorist Garth Paine, | consider to be
the “omni-application” of interactivity taking place in contemporary art
today.® Almost any artwork, on-line or ‘on-exhibition’ which involves a
piece of computer hardware is labelled as interactive by the institution
which hosts it. Specially designated exhibition spaces in science and art
museums are established to install and test ‘interactive technologies’ on
museum visitors. Many artist projects are classified as interactive before
anyone actually has the chance to use them! Student artists present
multimedia DVD compositions for assessment and label them as
interactive based solely on the ‘responsibility’ of the instructor to insert the
disc into a ‘reader’ and select text or images appearing on the computer

screen.” Interactivity is everywhere, but is there any interaction? What is it

? User interface and device-interface will be discussed in the next section: Interactivity
and Digital Aesthefics.
* See Paine; Interactivity, where to from here? (2001)

> While this thesis includes a DVD, the author has not desgcribed nor classified this DVD
as ‘interactive,’ nor has the author described the content of the DVD as ‘interactive.’ The
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about these artworks, exhibition spaces and storage formats that is
interactive? Does it really matter? Interactivity, like the latest fashion

supermodel, is “just so dang hot right now!” ©

My response to how we recognize interactivity(?) will be that ‘interaction’
can (and should) be recognized as an alteration of the formal and
structural elements in an artwork. This model of interactivity is based on
the proposal by Bourriaud that relational art practices are a conception of
the artwork “whose theoretical horizon is the realm of human interactions.”
(Bourriaud 2002: 14) Interactive art can be described by the results of an
artist's  ‘practice;’ by the type of changes or alterations to its formal
elements or structure which have occurred during its performance. Such
an art occurs both inside and outside of conventional exhibition
environments.’ | will attempt to show, without the use of a computer, that
the traces and marks displayed by this altered artwork can occur with or
without a viewer (user). | am attempting therefore to interrupt the trend of
applying the term ‘interactivity’ to works based solely on their inclusion of
technological apparatus and/ or ‘viewer participation.” | am interested
instead in creating a depiction of interactivity through inter-hnuman relations

performed in real-time and on display.

What Part Three argues against is a concept of interactivity that is limited

to defining viewers as ‘users’ of art and that the relationship of this user Is

DVD accompanying this thesis is considered by this thesis to be nothing more than a
form of media storage.

°1n the motion picture film Zoolander directed by Ben Stiller (2001), the actor Owen
Wilson plays a male supermodel named ‘Hansel.’ He rides a ‘zoot scooter’ and appears
on the covers of the ‘best’ magazines. His rival, Derek Zoolander, is a male supermodel
whose career is coming to an end by the emergence of ‘Hansel.” The two solidify their
simultaneous transitions in a competitive ‘walk-off;’ the uge of a fashion runway in which
they compete with each other to prove who has the best or hottest moves. The
competition is not unlike the game of ‘chicken’ depicted in Nicholas Ray’s film Rebef
Without a Cause (1955). It's a competitive, goal-oriented encounter between two
characters to prove who is the strongest, bravest or just hottest thing out there right now.
" The term 'situation’ and 'art situation’ is the place occupied by something or some
person, like the site of a building or a moment in time.
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that characterized by the arrangement of art and technology.® What the
goal of Part Three is then is to establish a concept of interactivity which is
realized through inter-human processes of engagement. These are the
modes of engagement which Nicolas Bourriaud has attempted to define as
the ‘aesthetic realm’ of relational art,’ and those which | will claim can be
recognized for their ‘interactive’ affects. The term interactivity is thus
applied retrospectively to artworks and situations in which such a process

exists and is recognized.

Interactivity in Relational Aesthetics

Interactivity in Bourriaud’s Relational Aesthetics is not used to describe the
direct influence of new technologies or the application of digital aesthetics
In an artwork. Rather, Bourriaud’s depiction of interactivity is one of

situations or ‘states’ of encounters between people:

“Rooted in the appearance of interactive technologies and their
devices for interface, relational art practices are developing through
an epoch Iin which the impact of new technologies on human
relations is of scholarly and journalistic concern. Such impact

occurs in a space of encounter...”(Bourriaud, 2002; 26)

These are persons who are In relation to each other through their shared

:

location or space and the moment or time of their encounter."” For

° In its most dangerous form, the one-way use of interactivity turns the user into a
powerless ‘respondent’ to the artwork, a ‘unit’ of measure by which interactivity is
researched in the style of a consumer survey. See Bijker (1987), pp. 159-187.

° See Bourriaud (2002), p.14.

' Relational art practices also coincide and perpetuate the emergence of a tertiary sector,
which is ‘terrestrial and atmospheric’ and also which acknowledges the always-
transformative effect of commodity and knowledge upon a particular location or territory.
See Bourriaud (2002), p. 44. Also see Gere (2002), pp. 84-5 where the author describes
the ‘heyday’ of performance (1950s-1970s) as a “pre-emptive defensive reaction to mass-
media and communications” (Gere 2002: 84) but also performance as the rehearsal of
Issues specific to electronic or digital media such as “interactivity and the relationship of
an audience and the performance.” (Gere 2002: 84-5)

"' From this time period to the current time contextualized by Bourriaud, Soke Dinkla cites
a number of artistic movements and art forms including: llya Kabokav's “Total Art,” Lucy
Lippard's ‘Dematerialization of the art object,’ “process art,” “participation art,” “concept
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Bourriaud, relational art describes any number of practices for whom “the
theoretical horizon [of the work] is the realm of human interactions.”
(Bourriaud 2002: 14) Relational art is form which takes persons ‘being-
together’ as a central theme. Encounters then would include those
between persons in a situation, as well as the encounter of a beholder with
an artwork.’? For Nicolas Bourriaud, this is a sociability of the artist that

personifies the physical object of art engaged by the viewer

Thus for Bourriaud, relational art is predicated on the practices of painting
and sculpture which ‘come across in the form of an exhibition’ and for
whom a continuity is that art has always been about a some degree of
sociability and “a founding principle of dialogue.” (Bourriaud 2002: 15)
Bourriaud attempts to differentiate interactivity in relational art from a
history of media, for instance that of 20™ century cinema or 19" century
panoramic theatres. Cinema and theatre for Bourriaud are spaces which
bring together small groups of people specifically to view an ‘unmistakable’
set of images.'® By unmistakable the thesis derives from Bourriaud the use
of cinema for instance to project an image or film into a specific space or
onto a screen for the viewers to focus upon. Thus, what is to be viewed is
clearly directed to the audience, the area of attention is ‘unmistakable.’
However, with contemporary and relational art, Bourriaud contends that
what is possible is a “place that produces a specific sociability.”
(Bourriaud 2002: 16) Looking at an image is not, for Bourriaud, sociable. It
is focuses perceptual attention, a private experience which refers back to
each person as his or her own unique experience. What relational art
attempts to make possible is the place and the moment of discussion,
what Bourriaud describes as a place where “| see and perceive [then] |

comment [then] | evolve in a unique space and time.” (Bourriaud 2002: 16)

art,” “Fluxus,” “Situationism,” ‘Art and Technology,' “kinetic art,” 'cybernetic art' (Jack
Burnham), and ‘closed circuit video installations’ (Bruce Nauman-Going Around the
Corner Piece)" all of which had an effect on the relationship between art and its audience.
See Dinkla (1996), pp. 279-290.

'2 See Dinkla (1996), p. 284.

'* See Bourriaud (2002), p. 16.
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Thus, what Bourriaud is defining as ‘interactivity’ describes an art practice
which includes as its formal elements the social encounters between
people in a specific place. These encounters occur over time, and include
specific moments of ‘immediate discussion.” Bourriaud supports the ability
of the contemporary art exhibition to be the space and time of such
interactivity.”* While he dabbles with terms likes ‘zones of communication’
and ‘impenetrable urban centres;’ it is the art exhibition that for Bourriaud
is the locus of his argument for the ‘horizon of human interactions.” The
exhibition therefore is a ‘space of encounter’ and a ‘time to be lived
through’ which conducts interactivity in relational art. For Bourriaud, the
form that interaction takes is as inter-human relations or ‘immediate
discussions’ between living people. There is a variable nature theretore 1o
the medium of artworks and there models sociability employed in the
interactive artwork depicted in Relational Aesthetics. Discussions may
include verbal communication between persons, but might also include

cooking dinner with a group of people, such as the work by the artist Rikrit
Tiravanija or stringing up hammocks in the garden at the Museum of

Modern Art in New York by the artist Gabriel Orozco. ™

The production of a space and time for ‘immediate discussion’ between
people is therefore the ‘goal’ of interactivity in Bourriaud's depiction. By
dividing the phrase ‘immediate discussion’ into its two unique terms;

immediate’ and ‘discussion’ we can perhaps better define what these the

terms mean for Bourriaud and thus more clearly define interactivity In

4 Bourriaud refers to this type of interaction as discourse: “...artists have begun to
explore the ‘sphere’ of the inter-numan during a time of rapid growth in communication
technologies (the world wide web) but also in a growing need for establishing bonds and
contact.” (Bourriaud 2004: 44) and a “space where the interaction of ‘postulating
dialogue’ is the origin of the image-making process.” (Bourriaud 2002: 26) The art
historian and critic Amelia Jones picks this idea up and discusses the concept of a 'space
of discourse’ which is a site of “...meaning production where subjects engage socially,
through circuits of desire that mitigate or thwart (our) continued fantasy that we are whole
or self-sufficient.” (Jones 2000: 333)

5 The artwork: Hamoc en la moma, by Gabriel Orozco (1993). See Bourriaud (2002: 17)
where he describes Orozco’s work as a “documentary of tiny revolutions in the common
urban and semi-urban life...(that) record this silent, still life nowadays formed by
relationships with the other.”
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relational art. For instance the term ‘immediate’ as it concerns interactivity
refers to a moment of ‘exchange,” whereas the term discussion refers to
the format of ‘exchange.” The format is whatéver material or medium Is
necessary to produce the space and time for immediate discussion.
Relational Aesthetics then describes a concept of interactivity which is
dependent upon real-time and immediate discursive or physical

exchanges between persons combined in a specific location.

| would like to use the phrase ‘immediate discussion’ to define what In
relational art makes ‘interactivity’ recognizable. As Bourriaud has kept
open the nature or procedure of the interactive work, an ‘immediate
discussion’ could be described to look like many things or resemble
numerous ‘situations.’ These might include a parlour card game like Poker
or Blackjack played between two or more people,’® people creating
bubbles in a pool of water filled with soap by jumping up and down,"” or a
footrace like a relay in which an object like a baton is exchanged between
participating runners. Each of these examples involves two or more
persons involved in an exchange or involved in multiple exchanges. Each
exchange ‘takes place’ in a moment of time, each situation is that which
occurs in a particular location. ‘Immediate discussion’ then is a ‘'moment’
which is goal-oriented. The card game has the goal of camaraderie
between the players or of individual players winning some money. A pool

full of water and soap has the goal of creating bubbles and the relay race

has the goal of completing the race.

The exchange in the relay race takes place because of the runner's
objective of completing (and possibly winning) the race. The first runner

starts the race and runs with the baton in their hand. He or she carries it

'8 Not an online casino or ‘virtual friends network’ game of poker, but that of sitting around
a table smoking cigars, drinking watery American pilsner beer and playing cards. See
C.M Coolidge’s Dogs Playing Poker paintings for example of this setting.

7 There are many notable brands of bubble bath available. However, a soap produced by
the Unilever Corporation and mixed with the pool water in this example might qualify as a
relevant proposal to the Tate Modern Museum’s temporatry installation series in the
Turbine Hall, which is co-sponsored by Unilever Corporation.
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around a track or other pre-defined route for the amount of time necessary
to cover a measured distance, like 1,500 meters. As the runner reaches
the 1,500 metre point there is another runner waiting for them. This new
runner IS anticipating the moment in which the first runner will pass the
baton to them. The second runner starts, and the two runners now begin
to run together. While doing so the baton is passed from the first runner to
the second. Now the second runner has the baton and carries it around
the track for another 1,500 metres. If the relay involves more than two
runners in a team, the baton will be passed successively to the third,

fourth, fifth runner and so on.

Interactivity in relational art is therefore ‘goal oriented’ and this goal can
vary from artwork to artwork. Like the ‘relational procedure’ the ‘goal’ of
interaction in a relational artwork will be based on conceptual information.
Like the time-specific concept of Lawrence Weiner’s Two Minutes of Spray
Paint Directly Upon the Floor From a Standard Aerosol Can, the
interactive-specific element of a relational artwork is articulated through
the concept of the work. The concept may be the title of the work, as is the
case with the Weiner example, and might also be portrayed or
demonstrated by the work itself. SmithBeatty’s PartnerWork for example
included the posting of texts on the doors and adjacent walls of the
gymnasium, stating the nine-hour duration of the performance while also
providing the viewer with a continuous display of physical exercise by the
two performers. The statement, along with the activity and time of the
work, offered an invitation to viewer’s to enter and use the gym in any way
they wish. Thus, interaction as a ‘moment of exchange’ was intended or
premeditated in PartnerWork. It was to occur in the gym between the
performers and the viewers. They might do it on the treadmill, with some
free-weights, or by blowing the whistle in the ear of another participant.

Each or any form of exchange was possible.
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To restate a fundamental point of interactivity in relational art, it is that for
Bourriaud the ‘immediate discussion’ or ‘moment of exchange’ is based on
a fundamental art-exhibition paradigm, which is that of the relationship
between the artwork and the viewer, or what Bourriaud calls an “"encounter
between the picture and beholder.” (Bourriaud 2002: 15) The preceding
examples of interactivity | have used do not include the viewer in the
exchange described as ‘interactive.” While the situations within which
these exchanges take place may involve guests of the poker game like an
errant child who has wandered down to the basement to see what his
father is up to, or spectators in their stadium seats cheering on the relay
footrace, or visitors to the Unilever bathtub, these ‘viewers’ are not part of
that which is interactive. Therefore, | would like to propose that Bourriaud's
Relational Aesthetics (as a theory of interactivity) makes possible the
theoretical recognition of an interaction which occurs between the formal
elements of an artwork. In such a case, the formal elements would be
people, and thus each person would be considered an integral component
in the structure of the artwork. Like vinegar and baking soda creating a
gaseous eruption when they are mixed, the interactivity of formal elements
in the relational artwork might actually affect something outside of the work
itself. Perhaps nothing more than vinegar stains on the formica-coatea
tabletop, the alteration of the state of something ‘situationally’ related to
the artwork is what | would like to propose as a goal for interactivity. | am
making this claim to emphasize the ‘human-ness’ of interactivity In
Relational Aesthetics. Without doing so, | believe that the unique
precedent set by Bourriaud for the concept of interactivity can not be
significantly differenciated from the user-to-technology relationships which

define interactivity in the fields of Sociology and Media History.

Interactivity Between People; Robert Rauschenberg’s Open Score
An example of interactivity between the formalized uses of people within
the structure of an artwork is the 1966 installation and performance

entitted Open Score, by the artist Robert Rauschenberg and his colleague
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Billy Kliver. The piece was part of a series of dance and performance art
‘happenings’ in the New York City Armory which occurred under the title:
“Nine Evenings; Theatre and Engineering.” As S6ke Dinkla has described
it, the series of performances were premised by the use of a wireless
system (the central technical element of the events). The system was
composed of “transportable electronic units that could function without
cables and be operated by remote control.” (Dinkla 1996: 285) It used
auditory feedback and visual feedback including infrared video technology.
At the end of the game, when all had turned to darkness, between 300 and
500 persons from the immediate community entered the area of the tennis
court in the utter darkness, hugging each other, shaking hands, waving.
Their image was recorded by infrared cameras and projected on a screen
so that the audience could reconstruct the situation on the stage, based

solely on the projected image. '

Rauschenberg and Kliver, who had been working collaboratively within a
group called E. AT (Experiments in Art and Technology) designed the
artwork to use the physical exchange of a tennis ‘rally’ between two tennis
players a formal component in the artwork performing it on an actual
tennis court constructed on the floor of the Armory building. * In the press
release for the event Rauschenberg described the piece as “an authentic
tennis game with rackets wired for the transmission of sound.” (Kluver
2003: 221) The tennis ‘game’ was played by two players, one of who was
the artist Frank Stella and the other player a woman named Shiriey
Benjamin. Benjamin was Stella’s tennis coach at his Suffolk County, Long

Island (New York) tennis club. The handles of each player’s tennis racket

' See Dinkla (1996), p. 285.
% A tennis rally is the exchange of the tennis ball back and forth between the players. A
rally is the combined number of ‘strokes’ or hits of the ball by both players. Arally is a
composite of ‘ground-strokes’ from the baseline and short, half-swing strokes taken at the
centre net called ‘volleys.” The tennis game in Open Score points to what Charlie Gere
has recognized as E.A.T.’s engagement with technology as a subject rather than a
medium. The tennis game in Open Score, as well as athleticism and coaching, provide
the medium, whereas the game’s technologically mediated effect on the space in which it
was performed is the subject. See Gere (2002), pp. 100-1.
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were hollowed out and an FM Radio Transmitter had been assembled

Inside the grip’s cavity.

lllustration no. 12, Tennis racket with FM radio transmitter.

The transmitter was able to respond to impact of an object making contact
with the tennis racquet. When the racket was used to hit a ball across the
net to the opposing player, the transmitter would respond by sending a
frequency signal. This invisible signal was received by an audio mixing
board run by the Bell Labs technicians. From this board two things were to
happen. The first was that a sound, an aural ‘pong,” was to be produced
by the board and played through a spea<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>