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Introduction: On Installation and Site Specificity

Erika Suderburg

On the horizon, then, at the furthest edge of the possible, it is a matter of producing the space of
the human species-—the collective (generic) work of the species—on the mode! of what used to
be called “art”; indeed, it is still so called, but art no longer has any meaning at the level of an
“object” isolated by and for the individual.

—Henri Lefebvre, “Openings and Conclusions”

Location and point of view are constantly shifting at the apex of time's flow. Language, memory,
reflection, and fantasy may or may not accompany the experience. Shift to recall of the spatial
experience: objects and static views flash in the mind’s space. A series of stills replaces the filmic
real-time experience. Shift the focus from the exterior environment to that of the self in a spatial
situation, and a parallel, qualitative break in experience between the reai-time “I" and the recon-
stituting “me” prevails. As there are two types of selves known to the self, the “I” and the “me,”
there are two fundamental types of perception: that of temporal space and that of static, immedi-
ately present objects. The “I,” which is essentially imageless, corresponds with the perception
of space unfolding in the continuous present. The “me,” a retrospective constituent, parallels
the mode of object perception. Objects are obviously experienced in memory as well as in the
present. . . . the constitution of culture involves the burdening of the “me"” with objects. it is the
mode of the relatively clear past tense. Space in this scheme has been thought of mainly as
the distance between two objects. The aim of this narrative is to make space less transparent, to
attempt to grasp its perceived nature ahead of those habitual cultural transformations that
“know” always in the static mode of the “me.”
—Robert Morris, “The Present Tense of Space”

The line between art and life should be kept as fluid, and perhaps indistinct as possible.
—Allan Kaprow, “The Event”



Sites/ Texts/Moments

Great Sphinx, ¢. 2570-2544 B.c.

Newgrange, c. 2500 8.c.

Stonehenge, ¢. 26J0-1800 a.c.

Stillbury Hill. c. 2660 8.C.

Nazca Line Drawings, ¢. 100
8.0.~800 A,

Hadrian's Villa, Tivoli, 118-38 a.0.

Teotihuacan, ¢, 100-900 A.0.

Anasazi, Sun Dagger of Fajada
Butte, Chaco Canyon,
1000-2000 a.D.

1140
Sultan Muhammad of Ghur,
Minaret of Jam

1500
Intihuatana (Sun Hitching Post),
Machu Picchu, 1500-1600

1540

Pier Francesco Corrado Orsini,
Gardens of Bomarzo (Sacro
Bosco), 1540-84

1546
Grotto of the Animals, Villa Medici

1599
Ferrante Imperato, Kunstkammer

1613
Grotto of Orpheus, Hellbrunn,
1613-19

1632
The Uppsala Kunstschrank

1646

Rembrandt van Rijn, Holy Family
with Curtain

Athanasius Kircher, Room for
Projected Images

1650
Ole Worm's Museumn, 1650s

1651
Athanasius Kircher, Museum
Kircherianum

1868
Glan Lorenzo Bernini, Fireworks,
Piazza Farnese

1671
Frangois d'Orbay, Water Theater

1689
Martin Charbonnier, The Hecige
Theater at Herrenhausen

2 — Introduction

To suggest what might be included in a history of an art form is
to postulate an archive that denies closure and scatters labels, an ec-
centric assembly that seeks to collect and inquire simultaneously.!
Space, Site, Intervention: Situating Installation Art intends to chart
the terms of discussion and debate that have surrounded installa-
tion and site-specific practices and to provide new critical frame-
works that encourage a rethinking of their history. This examina-
tion takes place specifically in relation to various contexts in which
this work has been experienced—art history, target communities,
and art institutions—and in relation to viewers and makers address-
ing the question of how the medium offers theoretical and concep-
tual challenges to institutional, historical, and conceptual assump-
tions in art discourse.

I have invited practicing artists, writers, art historians, and hy-
brids of all of those disciplines to address some of the issues at stake
in installation and site-specific art. This volume seeks to examine
critically and explore the situation of these works within divergent
and varied spheres of meaning, including community space, corporate
space, architectural hybrids, multimedia, cyberspace, environmental
action, public and private ritual, political activism, governmental
and private patronage systems, and the compelling and problema-
tized intersections created by all of these sites.

In this zone of maximum hybridity, definitions fall flat. It is only
at the intersection of practices located both self-consciously histori-
cally and within contemporary frameworks of debate that a defini-
tion can be tentatively constructed to address installation activity in
Europe, Japan, and the Americas. Thus, we could begin by saying
that installation is informed by a multitude of activities, including
architecture douce (soft architecture),? set design, the Zen garden,
happenings, bricolage, son et lumiére, spectacles, world’s fairs, vernacu-
lar architecture, multimedia projections, urban gardens, shrines, land
art, earthworks, trade shows, cighteenth- and nineteenth-century
panoramas, Arte Povera, follies, and the visionary environments of
“folk” artists.?> Collectively the work of installation and site specifici-
ty engages the aural, spatial, visual, and environmental planes of per-
ception and interpretation. This work grows out of the collapse of
medium specificity and the boundaries that had defined disciplines
within the visual arts beginning in the 1960s.

In 1973, Lucy Lippard would postulate the dematerialization of
the object of art: “for lack of a better term I have continued to refer
to a process of dematerialization, or a de-emphasis on material aspects
(uniqueness, permanence, decorative attractiveness).”® Installation
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art as genre, term, medium, and practice acts as the assimilator of
a rich succession of influences. In installation the object has been
rearranged or gathered, synthesized, expanded, and dematerialized.
Daniel Buren has declared that site-specific as a term “has become
hackneyed and meaningless through use and abuse.”> Hal Foster,
speaking of Richard Serra, says “for sculpture to harden into a thing-
category would be for sculpture to become monumental again—
for its structure to be fetishized, its viewer frozen, its site forgotten,
again. In this light to deconstruct sculpture is to serve its ‘internal
necessity’; to extend sculpture in relation to process, embodiment,
and site is to remain within it.”¢ This volume hopes to counteract
and complicate these paradigms and assertions by examining the
definitions and legacies of site specificity and installation while ar-
ticulating a broad range of theoretical, material, and conceptual

practices.

Toward Definition

A more rigorously analytical reading of the history of modernist sculpture
would have to acknowledge that most of its seemingly eternal paradigms,
which had been valid to some extent in late nineteenth-century sculpture
(i.e., the representation of individual, anthropomorphic, wholistic bodies in
space, made of inert, but lasting, if not eternal matter and imbued with illu-
sionary moments of spurious life), had been definitely abolished by 1913.
Tatlin's corner-counter relief and his subsequent “Monument for the Third
International” and Duchamp’s readymades, both springing off the height of
synthetic Cubism, constitute the extremes of an axis on which sculpture
has been resting ever since (knowingly or not): the dialectics of sculpture
between its function as a model for the aesthetic production of reality (e.g.,
its transition into architecture and design) or serving as a mode! investigat-
ing and contemplating the reality of aesthetic production (the readymade,
the allegory). Or, more precisely: architecture on the one hand and epis-
temological model on the other are the two poles toward which relevant
sculpture since then has tended to develop, both implying the eventual dis-
solution of its own discourse as sculpture.
—Benjamin Buchlsh,
“Michael Asher and the Conclusion of Modernist Sculpture”?

We find ourselves presently at the tail end of an intriguing and some-
times baffling series of moments, movements, and gestures that
cross-reference installation art. Seemingly inexhaustible numbers of

1730

Maharaja Sawai Jai Singh I,
(Observatory) Brihat Samrat
Yantra

1734

Father Louis Bertrand Castel,
Clevessin oculaire (Ocular
Organ)

1743
Joseph Saint-Pierre, Ruin Theater
at the Hermitage, 174346

1750
Giovanni Battista Piranesi, Views of
Rome

1780
Frangois Barbier, house of Racine
de Monville

1784
Etienne-Louis Boullée, Monument
to Isaac Newton (unbuilt)

1785
Claude-Nicolas Ledoux, house of
the Groundskeeper

1787
Robert Barker, Edinburgh and
Holyrood Castle, panorama

1870
Frédéric Kastner, Pyrophone (Color
Organ)

1876
Fidelis Schabet, Grotto of Venus

1879
Joseph Ferdinand Cheval, Palais
idéal, 1879-1912

1880
Auguste Rodin, The Gates of Hell,
1880-1917

1884

Auguste Rodin, The Burghers of
Calais, 1884-86

Sarah Pardee Winchester, mansion,
1884-1922

1886
Medardo Rossa, The Kiss on the
Tomb

1887
Gustave Eiffel, Eiffel Tower, 1887-89

1890
Karl Junker, house, 1830-1912



1898
Paris Exposition

1900
Antoni Gaudi, Parc Gaell
19001914

1903
The Electric Tower, Luna Park,

Coney Istand

1912
Pablo Picasso, Stili Life with Chair

Caning

1913

Armory Show

Viadimir Tatlin, Corner Counter-
Relief

1914
Bruno Taut, The Glass House,
Werkbund exhibition

1916
Cabaret Voltaire

1917
Alexander Rodchenko, Metal
Mobile

1818
Gerrit Rietveld, Red/Yellow/Blue
Chair

1919
Bauhaus, Weimar and Dessau,
1919-33

1920

Kurt Schwitters, Merzbau, 1920-43

Viadimir Tatlin, Monument to the
Third International

Naum Gabo, Kinetic Sculpture:
Standing Wave

Man Ray, The £nigma of Isidore
Ducasse

1921

Tristan Tzara and Sonia Delaunay,
Le coeur a gaz

Simon Rodia, Watts Towers,
1921-54

1922

Oskar Schlemmer, Triadic Ballet

Ludwig Hirschfield-Mack,
Reflected Light Composition

1823

Ef Lissitzky, Proun

Laszlé Moholy-Nagy, Light-Space
Modulator, 1923-30
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objects, environments, landscapes, cityscapes, mindscapes, and in-
cerventions could be filed under the terms site specific and installa-
tion, terms that have an equally complex history. Site specific derives
from the delineation and examination of the site of the gallery in re-
lation to space unconfined by the gallery and in relation to the spec-
tator. As discursive terminology, site specific is solely and precisely
rooted within Western Euro-American modernism, born, as it were,
lodged between modernist notions of liberal progressiveness and
radical tropes both formal and conceptual. It is the recognition on
the part of minimalist and earthworks artists of the 1960s and 1970s
that “site” in and of itself is part of the experience of the work of art.
Robert Smithson’s use of the terms site and nonsite to label his works
that removed samples from exterior sites and placed them into the
“neutral” space of the gallery demanded an expansion of what could
be thought of as art. Content could be space, space could be content,
as sculpture was extrapolated into and upon its site. It was an exami-
nation of the very foundations of modernism (gallery as “site”), and
later, as earthworks claimed land as site, it was an examination of the
foundations of landscape and the natural.® With earthworks artists
and with Smithson in particular the sheer expanse of “the natural”
became an extension of minimalism’s delineation of what Robert
Morris called “primary structure,” which in turn suggested that art-
work must be reactive to its site, informed by the contents and mate-
rials of its actual location, whether they be industrially, “naturally,”
or conceptually produced.

Installation is the noun form of the verb to install, the functional
movement of placing the work of art in the “neutral” void of gallery
or museum. Unlike earthworks, it initially focused on institutional
art spaces and public spaces that could be altered through “installa-
tion” as an action. “To install” is a process that must take place each
time an exhibition is mounted; “installation” is the art form that
takes note of the perimeters of that space and reconfigures it. The
ideological impossibility of the neutrality of any site contributes to
the expansion and application of installation, where sculptural forms
occupy and reconfigure not just institutional space but the space of
objecthood as well. As Douglas Crimp has noted of installation’s

minimalist precursor:

Minimal objects redirected consciousness back on itself and the
real-world conditions that ground consciousness. The coordinates
of perception were established as existing not only between spec-

tator and the work but among spectator, artwork, and the place
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inhabited by both. This was accomplished either by eliminating
the object’s internal relationships altogether or by making those
relationships a function of simple structural repetition, of “one
thing after another.” Whatever relationship was now to be per-
ceived was contingent on the viewer’s temporal movement in the
sphere shared with the object. Thus the work belonged to its site;
if its site were to change, so would the interrelationship of object,
context, and viewer. Such a reorientation of the perceptual expe-
rience of art made the viewer, in effect, the subject of the work,
whereas under the reign of modernist idealism this privileged po-
sition devolved ultimately on the artist, the sole generator of the

artwork’s formal relationships.?

The site of installation becomes a primary part of the content of the
work itself, but it also posits a critique of the practice of art-making
within the institution by examining the ideological and institutional
frameworks that support and exhibit the work of art. “To install”
becomes not a gesture of hanging the work of art or positioning a
sculpture, but an art practice in and of itself. Crimp goes on to dis-
cuss artists such as Daniel Buren, Hans Haacke, and Michael Asher—
artists who expanded the original tenets of site specificity with mate-
rialist critiques.

Speaking of the infamous removal of Richard Serra’s Tilted Arc
from its public site, Crimp problematizes both the reception of the
piece and also the recuperation of site specificity within art discourse
to serve seemingly opposite claims of conceptual radicality and time-
less aestheticism: ’

The larger public’s incomprehension in the face of Serra’s asser-
tion of site specificity is the incomprehension of the radical pre-
rogatives of a historic moment in art practice. “To remove the
work is to destroy the work” was made self-evident to anyone
who had seen “Splashings” literalization of the assertion, and it is
that which provided the background of “Zilted Arc”for its defend-
ers. But they could not be expected to explain, within the short
time of their testimonies, a complex history that had been deliber-
ately suppressed. The public’s ignorance is, of course, an enforced
ignorance, for not only is cultural production maintained as the
privilege of a small minority, but it is not in the interests of the in-
stitution’s art and the forces they serve to produce knowledge of
radical practices even for their specialized audience. And this is
particularly the case for those practices whose goal is 2 materialist

critique of the presuppositions of those very institutions. Such

1924

Francis Picabia, set for ballet
Reldche

Gerrit Rietveld, Schrdder House

1925

Marcel Duchamp, Rotary Demi-
Sphere

Sonia Delaunay-Terk, matching
room, coat, and car

1926

Piet Mondrian, Salon de
Madame B. a Dresden

Alexander Calder, Circus

Sophie Taeuber-Arp, Café Aubette

Vladimir Mayakovsi, Door Poem

1927

Marcel Duchamp, 11, rue Larrey,
door

Theo van Doesburg, Café Aubette

1929

Naum Gabo, Light Festival,
proposal

Vladimir Tatlin, Letatlin

1930

Giorgio De Chirico, Bagni misteriosi,
fountain

Joseph Cornell begins boxes

Aw Boon Haw, Tiger Balm Gardens

Le Corbusier, roof garden for
Charles Beistegui, 1930-31

1932

Alexander Calder, The Motorized
Mobile That Duchamp Liked

Alberto Giacometti, The Paface at
4 AM,

1933
Black Mountain College founded

1934
Bruno Munari, Useless Machine
Albert Speer, Cathedral of Light

1935
Constantin Brancusi, Tirgu-Jui,
1935-38

1938

Marcel Duchamp, 1200 Bags of
Coal

international Exhibit of Surrealism

Salvador Dali, Rainy Taxi

1939
Norman Bel Geddes, General
Motors Futurama



1940
Jean Dubuffet, /'art brut (raw art)

1841
Peggy Guggenheim Gallery, Art of
This Century

1942
Marcel Duchamp, First Papers of
Surrealism, exhibition

1948

Lucio Fontana, Manifiesto blanco
(White Manifesto)

Marcel Duchamp, Etant donnés,
1946-66

1947
Isamu Noguchi, Sculpture to Be
Seen from Mars

1948
Clarence Schmidt, House on
Ohayo Mountain, 1948-71

1948
Lucio Fontana, Black Light
Environment

1950

James Hampton, Throne of the
Third Heaven of the Nations
Millennium General Assembly,
195064

1952

John Cage, Theater Piece no. 1

Wiener Gruppe

John Cage, Robert Rauschenberg,
David Tudor, and Merce
Cunningham, Untitled Event

1954

Wolf Vostell, Décollage no. 1

Zero-kai (Group Zero), founded

Gutai Bijutsu Kydkai (Gutai Art
Association) founded

1955

Herbert Bayer, £arth Mound

Kazuo Shiraga, Doru ni idomu
(Challenging Mud)

Experimental Outdoor Modern Art
Exhibition to Challenge the
Burning Midsummer Sun

Tadeusz Kantor, Cricot 2, Galeria
Krzysztofory

Giuseppe Pinot Gallizio, Experi-
mental Laboratory of the
International Movement for an
Imagist Bauhaus (MIBI)

Tressa Prisbrey, Bottle Village
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practices attempt to reveal the material conditions of the work of
art, its mode of production and reception, the institutional sup-
ports of its circulation, the power relations represented by these
institutions—in short, everything that is disguised by traditional
aesthetic discourse. Nevertheless, these practices have subsequent-
ly been recuperated by that very discourse as reflecting just one
more episode in a continuous development of modern art. Many
of “Tilted Arc’s” defenders, some representing official art policies,
argued for a notion of site specificity that reduced it to a purely

aesthetic category.10

The trajectory from Smithson to Crimp traces the development
of an art practice designated within a particular sphere of theoretical
and conceptual boundaries that claim its radicality. The conclusion
of sculpture is declared, with installation and site-specific art awk-
wardly occupying part of its terrain.

Updating Richard Wagner’s original operatic definition, Walter
Gropius theorized architecture as the Gesamtkunstwerk, or total work
of art. Architecture was to assimilate all forms of the visual and per-
forming arts into a single totalizing project that would define the
twentieth century. The Bauhaus would attempt to resolve the split
between art and craft as well as performer and audience, the aliena-
tion of the subject from art, and the artist’s alienation from tech-
nology and commerce. In the totalized project of art, object-making,
music-making, and building would form a singular modernist unity.
Installation aspires to this continuum.

The material content and constitution of installation suggests
ever more complex and varied sources and legacies, including every-
thing from Neolithic standing stones to eighteenth-century human
garden statuary up to contemporary video projects. Installation tra-
verses upon and draws from disparate legacies, from Fidelis Schabet’s
Grotto of Venus built for “Mad” King Ludwig II in 1876 (which
sported an interior, underground lake complete with swans) to
Simon Rodia’s Wazts Towers (hand built from urban detritus in South
Central Los Angeles between 1921 and 1954 and including a 102-foot-
high central spire encrusted with glass bottles and crockery). The
desires that motivate installation—to fabricate interior and exterior
environments, to alter surfaces until they envelop the viewer, to
construct “all-over” compositions utilizing natural and man-made
objects, and to reallocate and disorder space—can be situated in re-
lation to myriad historical art movements and smaller, sometimes
private domestic actions. The artists of the dada, happenings, Fluxus,
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situationist, and Arte Povera movements have all produced work
indicative of these concerns, as have so-called visionary, environ-
mental, or folk artists.

Located in the intersection of the collection, the monument, the
garden, and the domestic interior, works of installation and site-
specific practices can be posited in several locations that predate
modernist genres and labels. I would suggest that both the Wunder-
kammern, or cabinets de curiosité (cabinets of curiosities or wonders),
and the Kunstkammern (room-sized collections of art and intriguing
objects) from the seventeenth and eighteenth centuries have more
than a passing resemblance to the contemporary practice of installa-
tion. They were the personal and idiosyncratic collections of private
individuals that predate the establishment of public museums in
Europe and are often characterized as having laid the foundation for
the establishment of the modern museum.!!

Waunderkammern were composed of collections of items chosen
not because of their historical value as antiquities or their monetary
worth but because the collectors found the objects pleasing and
demonstrative of the “wonders of the world,” whether natural,
spiritual, or man-made. The objects in a Wunderkammer were
arranged according to circumference, height, weight, color, lumi-
nosity, transparency, or like geometries. A Wunderkammer might
juxtapose a group of ostrich eggs with marble acorn garden orna-
ments, or a wooden bow with the thigh bones of an antelope.
Barbara Maria Stafford, in one of several extensive explorations of
the Wunderkammer's placement in the historical discourse of the
eighteenth century, recounts the reaction of neoclassical critics to
the Waunderkammer's “past crimes” “Lord Shaftesbury, the Abbé
Batteux, Winckelmann, and Lessing excoriated conspicuously arti-
ficial and extravagant manufacture. They termed ‘deformed’ and
‘unnatural’ any egalitarian or truly interdisciplinary hybrids. These
dissonant decorative mixtures graced the heteroclite cabinet de cu-
riosité. According to unsympathetic critics the equivocal ornamental
grotesque embodied everything that was excessive, contaminated,
and ‘monstrous’ about the uncontrolled imagination.”!? This lack
of homogeneity is precisely what makes the Wunderkammer such
an intriguing precursor to installation art. It suggests as well a con-
nectivity to acts of intimate material collection and repositioning
such as curio or souvenir cabinets, personal altars, roadside and
hiking memorials, and autobiographical mantelpiece groupings,
all of which take the institutional scale of the Wunderkammer and
dissolve and redistribute this passion for knowledge through the

1956

Juan O'Gorman, house, 195661

Saburd Murakami, Sakuhin: Hako
(Work: Box)

Shdzd Shimamoto, A Work to Be
Walked On

John Cage, New School for Social
Research, class in experimen-
tal composition

Emery Blagdon, Healing Machines,
1956-84

1957

First Gutai Theater Art

The Situationist International

Sister Gertrude Morgan,
Everlasting Gospel Revelation
Mission

Peter Kubelka, Schwechater,
195768

Lina Bo Bardi, Museu de Arte de
S&o Paulo, 195768

Sibyl Moholy-Nagy, Native Genius
in Anonymous Architecture

Gaston Bachelard, Podtique de
l'espace

1858
Jannis Kounellis, Metamorphosis,
195884

1959

Allan Kaprow, 18 Happenings in
6 Parts

Red Grooms, The Burning
Building

Pinot Gallizio, La caverna
dell'antimateria (Cave of
Antimatter)

Robert Rauschenberg,
Monogram

Otto Piene, Archaic Light Ballet

Neo-concrete, manifesto

Gustav Metzger, Auto-Destructive
Art, manifesto

1966

Lygia Clark, Bichos (Animals),
196066

Jean Tinguely, Homage to New
York

Robert Whitman, The American
Moon

Groupe de Recherche d'Art Visuel

Pierre Restany, Nouveau réalisme,
manifesto

Jean-Jacques Lebel, The Anti-
Procés

Howard Finster, Paradise Garden,
1960s-1970s

Arman, Le plein



1961

Allan Kaprow, Yard

Edward Kienholz, Roxy's

George Brecht, Three Aqueous
Events

Jean Tinguely, Robert Rauschen-
berg, Jasper Johns, and Niki de
Saint Phalle, Homage to David
Tudor

Claes Oldenburg, The Store

Niki de Saint Phalle, tir

Yves Klein, Le vide

Masancbu Yoshimura, Mr.
Sadada’s Drawing Room

Piero Manzoni, Base magica

1962

Judson Dance Theatre

Ben Vautier, Le magasin de Ben

Carolee Schneemann, Eye Body

AKTUAL group

Edward James, La Conchita, Xilitla,
1962-84

Wolf Vostell, dé-coll/age: Bulletin
Aktuellen Ideen (Dé-coll/age:
Bulletin of Current ideas),
1962-69

Yves Klein, sale of a zone of
Immatenal Pictorial Sensibility

1963

Hans Haacke, Condensation Cube

George Segal, Filling Station

Nam June Paik, £xposition of
Music—Electronic Television

Stan Vanderbeek, The Movie-
Drome

Franz Erhard Walther, Wersatz,
1963-69

Claes Oldenburg, Bedroom
Ensemble

Gerhard Richter and Konrad Cveg,
Life with Pop: A Demonstration
for Capitalist Realism

1884

Yayoi Kusama, Environment

Robert Morris and Carolee
Schneemann, Site

Hi Red Center, Movement to
Promote the Cleanup of the
Metropolitan Area (Be Clean!)

Edward Kienholz, Back Seat
Dodge '38

Mark Rothko, Rothko Chapel,
1964-67

1865

Billy Kitiver and Robert Rauschen-
berg, Oracle

Yoko Ono, Cut Piece

Wiener Aktionsgruppe (Viennese
Action group)

Nam June Paik, Magnet TV
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consumption and arrangement of objects on a more intimate scale
across the everyday.

In their commitment to collection as the art form of arrange-
ment and to a celebration of the wonders of the found object,
Wunderkammern suggest a curious theoretical connection with the
employment of chance operations in avant-garde modernist works
such as Marcel Duchamp’s Three Standard Stoppages (1913-14) or
John Cage’s 7 Ching generated musical compositions of the 1950s.
These applied compositional systems relied on the designated “un-
controllable” event as a way to intervene in conventional notions of
taste and authorship. This method was sanctioned precisely because
compositional dissolution introduced into art processes a removal
of individual authorship’s perimeters of “control” and “original ges-
ture.” The liberating arbitrariness of chance operations might be
likened to the obliteration of scientific classification exercised in
these personal cabinets. Wunderkammern evoke (in retrospect) some
of the foundational impulses, along with happenings and minimal-
ism, for works of installation and site-specific art. Ben Vautier’s
Living Sculpture (1962), Alison Knowles's Gentle Surprises for the
Ear (with Philip Corner and Bill Fontana, 1975), Yayoi Kusama’s
Aggregation: One Thousand Boars (1964), Ann Hamilton’s Palimpsests
(1989), Mona Hatoum’s Light Sentence (1992), or David Wilson’s on-
going The Museum of Jurassic Technology all employ the institutional
room or adaptive domestic interior as a space of collection and
dissection—cabinets of selection and display, objects arranged for
evocation, bewilderment, and enchantment. Like their dadaist kin,
they expanded the notion of collection and designation as a gesture
of authorship in opposition to and/or in disregard of sanctioned sys-
tems of classification and historicization.

We can postulate the Wunderkammer's “excessive” “monstrous”
as linked to the phenomenon of the “folly.” The term fo/ly refers to
structures built primarily between 1720 and 1850 by individuals out-
side the architectural institutional “norm”; follies were often defiant-
ly and proudly antifunctional, existing cross-culturally beyond well-
charted Euro-Western tangents.!? Follies are indicative of a desire to
construct a “unique” and signifying gesture privately inside one’s
home or publicly in yards and grounds surrounding one’s residence.
They have been postulated as motivated by a string of factors: a de-
sire to be seen, a vision, perceived religious or civic witnessing, a
desire to commemorate oneself or a designated population, and a
desire to alleviate the maker’s own sense of alienation in relation to
his or her community.' Follies are literally “made by fools,” outside
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the architectural standard and often useless as shelter and baffling as
monument.

Relegated to the ideologically questionable status of outsider or
folk art, follies have no “use value” except as sites of tourism and can-
not be recuperated as “fine art.” OQusider, folk, primitive, and vision-
ary are all terms that are the subject of deep scrutiny and present a
quandary for writing about work designated as outside the mod-
ernist canon. Regional, urban, racist, and xenophobic bias can be re-
flected in the deployment of these terms, and they should be exam-
ined with a great deal of skepticism. This skepticism can be attached
as well to the terms high and low art, terms that reflect some of the
same problems and bear more than a passing resemblance to the op-
positions set up between fine and folk art. Follies are vernacular ar-
chitectural sites divorced from sanctioned art exhibition spaces and
later rediscovered, as distinctions between “high” and “low” art came
to be seen (by artists of the 1960s) as exclusionary obfuscations in
need of eradication.

The work of the vernacular artist came to be reexamined in the
context of the environments of happenings; follies and folk environ-
ments were fetishized as “pure” indicators of the direction the move-
ment could take. The standard distinctions made between popular
or folk culture and the fine arts, that is, “low” art versus “high” art,
the unschooled naif versus the trained artist, were broken down
within the modernist avant-garde. Historically this is demonstrated
in one direction as Die Briicke (the Bridge) assimilates German folk
woodcuts in the early 1900s and in the other as the Bauhaus at-
tempts to incorporate industrial mass production and eradicate the
distinction between art and design in the 1920s and 1930s. Contem-
poraneously this collapse of distinctions is further complicated by
the reemployment of historically “folk” antecedents, often of spiritu-
al and metaphysical “use value,” as revisioned, for example, in the
work of Betye Saar, in various installation works like Miti (1973) and
Miti Receives (1977) that evoke, invoke, and employ objects re-
configured from Haitian voodoo, West African altar practices, and
Brazilian Santeria, objects derived from ritual and structured wor-
ship. Her installations riff on the “innate and accumulated aura of
the individual object,” sanctifying space through object.! “Folk” is
rearticulated in material form, and the content and process of wor-
ship, celebration, guardianship, and protective commemoration is
deployed by Saar as an integral, not merely referential, gesture. The
distinction between folk or popular practice, the life of the every-
day, sustenance, and its designation as “art” further compounds the
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collapse of distinctions. A work such as Victor Grippo’s Construction
of a Traditional Rural Oven for Making Bread (1972), in which the
artist and a rural worker baked bread for onlookers on a Buenos
Aires street, made manifest the opposition of urban and rural, labor
and “culture.” The action solidified a refusal of boundary between
culture and the quotidian, a defining modernist trope that instal-
lation claims as partial definition. The happenings artists’ interest
in vernacular American folk artists fundamentalizes this tradition.
Allan Kaprow can be justly credited with pointedly erasing high/low
oppositions in his book Assemblage, Environments, and Happenings
(1966), in which he makes no distinction between Clarence Schmidt’s
recycled dwelling/folly/environment and a performance happening
by Wolf Vostell. From the inverted cone of the nineteenth-century
Mad Jacks Fullers Folly in Dallington, England, to Grandma
Prisbrey’s Bortle Village (1955—88) in Simi Valley, California, follies
served as personal landmarks and/or ingenious ways to house collec-
tions that had gotten out of hand. Grandma Prisbrey constructed a
series of dwellings from discarded materials—a pencil house, a doll-
house, a shrine of all religions, a schoolhouse, a shell house, and a
rumpus room fabricated out of thousands of intact bottles carefully
laid in cement. Her compound held all the requirements of a village,
a model and manageable universe of recyclables, safely enfolding the
domestic. When asked how Borzle Village got started, Mrs. Prisbrey
simply said that she needed a place to house her pencil collection.!¢
These projects remain within the idiosyncratic; their dependence
on fetish, repetition, found objects, enclosure, assemblage, and the
aesthetic of refuse promf)t their inclusion in our wildly burgeoning
definition of “installation art.” With the folly, the cabinet can mi-
raculously grow into architecture and beyond.

Within art history, installation art (a solely Western art-historical
construct) is generally seen as having originated at a moment of
revelation, as a sanctioned modernist chance encounter, or a colli-
sion of folly with the surrealist revolution. Ferdinand Cheval’s Palais
idéal (constructed between 1879 and 1912 in the rural village of
Hauterives, south of Lyons, France) was a structure built around a
found object, a piece of indigenous tufa stone happened upon while
Cheval walked his postal route in Dréome, France. His daydream of
the Palais idéal relieved the boredom of his postal journeys. Rising
from the suggestiveness of the shape of his first tufa stone, Cheval
built antler and tree-branch steeples, fanciful beasts, his own tomb,
and towers of stalagmite-like forms. Myriad shapes were intricately
woven into supporting walls and crossbeams, molded into a massive
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interconnected structure of sheer fancifulness.!” André Breton iden-
tified this tufa explosion as the surrealist moment—the found object
releasing the phantasm. His Manifesto of Surrealism (1924) demand-
ed an end to logic, and the Palais idéalbecame an icon in the surreal-
ist pantheon, an explication of the call to disorder the senses. The
grottoes and winding staircases of Palais idéal mine space in a way
that suggests site-specific practice, excavating the natural site and
casting it anew based on materials uncovered and reconfigured. A
single site-specific found element becomes the catalyst for construct-
ing an environmentally all-encompassing, self-reflexive, and multi-
focused work. The Palais idéal was an environment that required
witnessing, exploration, and domestic occupation, actions funda-
mentally in contradistinction to the contemplation of an object iso-
lated in neutral space. With the Palais idéal, “neutral space” could be
quietly retired. Less than a century later, Lygia Clark’s Ar e pedra (Air
and stone) (1966), a work literally formed around a bag of air cradled
between cupped hands that floats a smooth round stone, speaks of
another private site of origin, the sculptural resonance of the found
object fashioned to body scale. Clark forms a hand-held portable
installation, a macrocosm of Cheval’s monumentality. Ar ¢ pedra in-
corporates the corporal as site, grafting the inanimate unto flesh and
vice versa. Clark installs herself around a catalyst of air and stone, as
air and stone mold themselves to her shape.!8 Site is occupied and
engendered through found object, as it is reshaped and animated
through space and occupier of space.

Kurt Schwitters's Merzbau (1920-43) exemplifies this mutation
of object into environment. Growing from an earlier assemblage,
Column of Erotic Misery, which Schwitters constructed in his living
room, Merzbau was literally a living installation, occupied as it was
by Schwitters, his wife, and his children, who must have devised in-
ventive ways to become one with assemblage. Merzbau's walls were
carved into and then plastered over, doorjambs were extended, and
runways for a guinea pig were constructed under ceiling planes that
had been lowered at jarring cubist angles. Cubist collage and expres-
sionism cohabitated somewhat precariously in Schwitters’s domestic
experiment. Thwarted by lack of space, at one point he moved the
upstairs tenant out, cut the ceiling free, and extended Merzbau
through the floor above. A hand-built cubist assemblage, Merzbau
was irretrievably bombed into oblivion by Allied forces during
World War I, a technological obliteration of space perhaps symbol-
ic of the passing of the hand-built into the machine-made.

Into this indexed time line is interjected a more portable vehicle
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Intersect
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of spatial occupation: Lészl6 Moholy-Nagy’s Light-Space Modulator
(1923-30), which was a kinetic machine/sculpture that sat in the
middle of an enclosed space. It was designed to have a specific film
projected onto it, thereby throwing light and pattern onto the walls
of any room. It transformed interiors by casting geometric shadows
as different levels of the machine spun in front of the film’s projec-
tion beam, leaving sections of the room alternately light and dark. It
was parlor machine projecting the veneer of technology’s geometry
over the domestic interior. Light-Space Modulator serves as a tem-
plate for issues of projection, temporal content, and spatial reorien-
tation within video and film installation and related “multimedia.”

Apparatuses that disrupt exhibition or private space play an im-
portant role in this definition of installation as a machine of realign-
ment. Marcel Duchamp’s Mile of String was designed to impede the
viewing of the paintings at the 1942 surrealist exhibition in New
York.! Its installation made impossible normative viewing of the art
object, and only by literally destroying Mile of String could the view-
er recapture the traditional relationship between viewer and object.
It altered the terms of public art exhibition in much the same way
that his domestic readymade Door: 11, rue Larrey (1927) had rede-
fined private space. As a door that could only shut off one room or
the other, but never simultaneously offer closure to both, Door: 11,
rue Larrey bisected domestic safety and made a mockery of privacy
and containment. Duchamp reorganized the space of occupancy and
exhibition, installing a designated artwork that is equally functional
and a dysfunctional door that can be redesignated at will as art. The
audience/visitor chooses which aspect will be “installed” at what
time. These works made ephemeral allusion to the absence and pres-
ence of space and to the notion of space as an unfixable entity, as il-
lusionary and mutable. On an epic scale (appropriate to its desire to
miniaturize the viewer in relation to absolute power), Albert Speet’s
Cathedral of Light (1934) was a circumference of columns made up
entirely of spotlights. Designed to illuminate Nazi stadium rallies,
they existed as temporarily blinding monuments, occupying airspace
and the newly claimed Fascist public sphere. Cathedral of Light and
Light Ram Modulator represent the quandaries of the machine-age
fetish and political nuance and serve as markers for multimedia,
technology-based art forms that negotiated the confines of domestic
and public space.

Many years later, in the late 1950s, Yves Klein sells shares of
gallery air, continuing in the footsteps of Duchamp’s Monte Carlo
Bond (1924) and its playful twisting of art and commerce. Attention
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to the ideological and commercial implication of making a work of
art combines with performative aspects as the artist becomes a char-
acter in the work of art, conceptually and figuratively. The gallery
space itself becomes material, sold off as shares in the promise of art.
The Gutai group in Japan in the 1950s and Allan Kaprow’s perfor-
mance process pieces of the 1950s and 1960s continue this explo-
ration of the artist as performer-author; they expand the space de-
fined by turning assemblage and action painting into environment
through interjecting the author as performer and instigator.20 The
Gutai group sculpted earth with bodies, erected and disassembled
dwellings, and destroyed paintings’ spatial illusion by violently pene-
trating their surfaces with arrows and leaping bodies, thereby recon-
figuring the space of art-making through bodily interventions and
spatial disassembling. The artist is implicated in the work of art, as
he or she becomes content, material, 4nd process. These actions
move the artist into public and institutional space—a space that
includes Marcel Broodthaers, Daniel Buren, and Michael Asher’s
deconstructive museum and gallery “augmentations.” These are ac-
tions that define the environs of installation as practice, reconfigur-
ing notions of occupancy, material forms, and the body’s relation-
ship to the space it occupies and incessantly reformulates. It is also
a space defined by Gordon Matta Clark’s Splitting: Four Corners
(1974), the revealing of architectural skeleton and a reorientation of
perspectival solidity through the bisecting of a two-story house down
the middle with a chain saw. This trajectory is too inclusive to be
conclusive, but somewhere between standing stones, follies, and
Wunderkammern are some clues to a crooked but inviting path that
is erratically signposted.

This Site

The authors whose texts are included here explore various installa-
tion projects in relation to their “siting” via a varied set of method-
ologies addressing issues of class, sexuality, cultural identity, race,
and gender (and redefinitions and disruptions of these constructs).
They expand the definition of installation and site-specific work out-
side the confines of its primarily Western modernist delineation while
interrogating and riffing on that very definition. The project includes
contributions by a variety of writers, including curators, artists, art
historians, and critics working from a variety of disciplines, method-
ologies, and points of view. This collection endeavors to explore how
the visual arts practices of installation and site-specific art resonate
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within history as well as in relation to contemporary culture and so-
ciety and how these practices have altered, engaged, and influenced
aspects of contemporary visual culture. In the two opening essays in
this volume, James Meyer and Miwon Kwon investigate theoretical
and conceptual issues surrounding the very definition of installation
and site-specific art that can only be briefly touched upon in this in-
troduction. They investigate what is at stake in such definitions and
what is at stake in radical positionality vis-a-vis the bending of the
structures of exhibition and reception. They bring the debates about
installation and site specificity full circle and examine their efficacy
and application both in their historical context and in their impact
on 1990s art discourse. James Meyer discusses the “functional site”
and the “literal site” as processes that are rearticulated and reconfig-
ured via contemporary artists’ nomadic narratives. Miwon Kwon ex-
amines the notion of the discursive and the physical in relation to
“site” in the works of nascent institutional critique and the “unhing-
ing” of site specificity away from its origins in “the pure idealist space
of dominant modernisms.”

Barbara Maria Stafford, in her contribution to this volume,
delves into the existence of a libertine anticlassic and antiacademic
aesthetic as documented in the attitude expressed toward so-called
Druidic monuments. Focusing on the dispute—revived during the
first quarter of the eighteenth century—between the Palladian Inigo
Jones and the Epicurean Walter Charleton concerning the interpre-
tation of Stonehenge, Stafford develops an important antithesis for
architectural and sculptural monuments between classical, or “liter-
ate,” monuments and barbaric, Gothic, or “illiterate,” memorials.
Sean Cubitt writes about constructions of grottoes, gardens, and
fountains in relation to absolute power and allegory, as evidenced in
what he terms the neobaroque. He outlines how the baroque and
subsequent periods theorize sound, smell, and sight and the “imma-
nent collapse of meaning,” constructions he reads across the con-
temporary work of Judith Goddard, Susan Trangmar, Chris Meigh-
Andrews, Douglas Gordon, Daniel Reeves, Keith Piper, Stellarc,
Mona Hatoum, and Jan Hamilton Finlay. He charts the transfigura-
tion of the natural—however sensuously reconfigured—into monu-
mental artifice.

Ian Hamilton Finlay’s Little Sparta (1966-present) is the sole
subject of Susan Stewart’s meditation on the allegorical impulse, po-
etic structure, and nature as both subject and embattled site. She
postulates a teleology of death contained in making gardens and in
making war, both modes conspiring toward a fundamental transfor-



Introduction — 15

mation of nature. Stewart traces how these tropes manifest them-
selves in Finlay’s elegiac defense of poetry, the poetic object, and
memory. My essay searches for a definition of “the natural” as evi-
denced in earthworks, photography, and site-specific “monuments”
situated in the southwestern deserts of North America, sites fraught
with political, utopian, and fantastical interpretive projections. The
desert topos serves as subject matter and location for projects by
John Divola, Nancy Holt, Walter De Maria, Dennis Oppenheim,
and Jean Tinguely. The essay skews the intersections of these topo-
graphical investigations and proposes several different constructions
of “the natural” within site specificity as practice in the late twentieth
century, as prescribed by decayed sublimity, codes of landscape, the
erasures of use value, and land development within site specificity as
practice.

Alessandra Moctezuma + Leda Ramos uncover issues of site
specificity in the urban topography wherein they perform architec-
tural interventions, mapping Latinos’ and women’s cultural histories
upon the urban fabric to investigate dislocation, memory, and lan-
guage. They outline their work as a collaborative dialogue between
Mexican, Central American, and (Los) Angelino architectural sites,
from storefronts to historical landmarks—found, designated, and
restructured through objects and action. Moctezuma + Ramos are
fascinated with “Latinos’ alternative semiotic landscape” as found in
religious and commercial signage—street vendors, mobile markets,
festivals, and other urban, vernacular aesthetic topologies. John
Coleman also discusses the dimensions of memory and personal nar-
ratives that occupy the space of installation. By situating his own
work, A Prayer for My Son and Myself (1997), in relation to the work
of David Hammons, Ed Kienholz, and Nancy Reddin Kienholz,
he discusses how storytelling, object-making, and witnessing inform
his installation practice. His use of first-person narratives shapes
the structure of the essay itself while illustrating his essential attrac-
tion to installation as a form, a form he finds resonant with auto-
biographical gesture because it “exists within both physical and psy-
chic space.” The collapse of alternative spaces, the poetic structures
of Charles Bukowski, journal entries, and witnessed political cli-
mates all serve as metaphors and markers of Coleman’s process, a
process mirrored in the form of the essay itself as he interleaves these
disparate sources to augment the work of the artists he utilizes in
order to delineate a center within his own autobiographical project.
Ernest Larsen examines the strategy of the “found object” as urban
detour. The “everyday” object disrupts and becomes a singular and
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personal “accident” on a city street. Through a chance encounter

ith llya Kabakov's Monument to a Lost Glove (1997), Larsen pos-
tulates the spatial and temporal monumentality of the body in rela-
tion to architectural, economic, and urban topographic space. The
deployment or the installation of this “found” object in a culturally
specific posture and in an alien site extends chance into happen-
stance. His encounter leads him to knit the work of Simon Leung,
Gary Hill, and Sherry Millner into a personal essay that grafts auto-
biographic narrative over the systemic realities of New York art-world
real estate, the politics of difference, and the collapse of monumen-
tality. His is a system—and a flaneur’s ramble—that is topographi-
cally detoured via the object.

C. Ondine Chavoya writes about the early performance-based
interventions of the Los Angeles group Asco, who in the 1970s
politicized the public sphere through the performance of body, ac-
tion, and tableau, adapting the transgressive via urban and ethnic
détournement.?! Chavoya writes of Asco’s spatially politicized aes-
thetics as critical resistance, actions that postulate real and meta-
phorical occupations of urban sites. By positioning Asco as essen-
tially outside the tenets of the Chicano art movement, Chavoya
problematizes the historical reception and contemporary narrativiz-
ing of that movement while underscoring Asco’s employment of the
transgressive via public site, engendering community response and
advocating social change through spatial resistance. Laurence A.
Rickels tabulates disparate sources to disinter a genealogy of media,
the public space of commerce, and art’s “entombment.” Examining
the connective synapses between Stig Sjolund’s Titanic IT (1988),
installed in the courtyard of Wilhelmina von Hallwyl's Hallwylska
Museet in Stockholm; America’s first serial killer's Chicago “Castle”;
and Sarah Winchester’s San Jose “Mystery Mansion,” Rickels posits
the connectivity and cross talk between the collection, modern tech-
nological invention, what he terms “sci-fi modernism,” and its rest-
ing place in melancholia, the vampiric, and catastrophe.

Kevin McMahon examines how contemporary works of archi-
tecture, advertisement, and domestic and museum interiors align with
and resite public space. By interweaving the Case Study Houses,
Martha Stewart, modern architectural exhibition space within the
museum, and the future of housing and dwelling, McMahon delves
into homes without sites—the displacement of architecture within
urban site and museum void. Southern California housing develop-
ments, installation art as fodder for ahistorical museum re-creation,
and nature domesticated and folded into house (as part of the “thea-
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ter of objects”) inform McMahon’s critical meditation on home,
house, installation, and institution. John C. Welchman’s essay on the
Art Rebate/Arte Reembolso project (1993) examines a contemporary
site-specific work in San Diego by Louis Hock, Liz Sisco, and David
Avalos that relies on a continuation of Duchamp’s debunking of and
simultaneous employment of commodity fetish. He explores how a
neodadaist gesture is applied in the urban sphere of exchange value
for overt political purposes. Momentarily located in the politics and
economics of migrant labor and its border site, Welchman places Art
Rebate/Arte Reembolso within a series of contexts and methodolo-
gies through which twentieth-century art has engaged with the theo-
ry and practice of money and the systematic and social operations of
market capitalism.

Expanding upon multi-media and technology-based installa-
tion, Chrissie Iles examines the architectural matrix of the gallery
and museum and how these sites have been reformulated as works of
projected light and movement that reconfigure perceptual and tem-
poral axes of space. Identifying three historical phases of video and
film installation—the phenomenological performative, the sculptural,
and the cinematic—she uncovers the theoretical phenomenological
bases of the work of Dan Graham, Bruce Nauman, Peter Campus,
Vito Acconci, Joan Jonas, and Les Levine while outlining the pro-
jected environments of Gary Hill, Stan Douglas, Douglas Gordon,
and Liisa Roberts within concepts of the panorama, multimedia en-
vironments, and the cinematic.

Bruce Jenkins also examines the museum and the machine,
exploring how works of film installation have been received and
theorized within the context of their “installation” as determined by
issues of temporality and filmic “presence.” He explores how the ex-
istence of film has redefined the very way in which we understand
the work of art. More than fifty years after Walter Benjamin’s death
and nearly a hundred years after the birth of cinema, Jenkins con-
tends that film continues to reside—now in the company of video,
holography, and new forms of computer-based imaging—on a fault
line discernible only well below the surface of the art-world infra-
structure. Jenkins positions the film object in relation to issues of
site, temporality, and historicity across works that range from Joseph
Cornell to Chantal Akerman.

Colin Gardner offers a close reading of Diana Thater’s video
installation China (1996). His reading questions the theorizing of site
specificity through the dialectical tenets of minimalism, namely the
spatial and temporal interrelationship between the object, the viewer,
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and the overall context. He deconstructs these traditional bound-
aries, which he articulates as Hegelian, through a resort to nondia-
lectical theoretical sources, particularly Gilles Deleuze and Félix
Guattari’s becoming-animal and becoming-machine. Marita Sturken
focuses on technology, as well, and its relation to memory, space, and
time specifically across the works of Jim Campbell. Campbell’s ma-
chines of controlled randomness and mediated memory form the
basis of an essay that focuses on the paradox of memory in the elec-
tronic realm, suggesting as it does both the passing nature of memory
and its “haunting.” Technological apparatus, autobiography, and the
shifting form of electronic media delineate the basis of Campbell’s
project, integrating the “object” of technology into the site while re-
configuring constructions of memory, the mimetic, and the sublime,
ultimately arriving at closure only through the viewer’s completion of
the loop of production and reception.

Catherine Lord’s essay inserts lost subjectivity and authorship
back into the archive, constructing a modern-day Wunderkammer
as a counter to historical erasure. Focusing on her collaborative proj-
ect with Millie Wilson, Something Borrowed (1995), a site-specific
installation/public art project that addressed issues of a fictive queer
community and lesbian visibility/invisibility, Lord writes of the col-
laborative process as a way to develop and register a lesbian presence
in a setting of varied conservatisms: the avant-garde art world, the
setting of a historical museum, and the Catholic state. She locates
their interest as coauthors at the intersection of homosexuality in
relation to anthropology and proposes Something Borrowed as a site
that would both record and invent a lesbian community as con-
structed through a subcultural insistence on appropriating and re-
defining dominant codes outside heterosexuality’s borders. Tiffany
Ana Lépez examines Pepén Osorio’s elaborate barbershop collec-
tions and narrative rearrangements as interpreters and constructors
of community. Both Lord and Lépez explore the absented and the
removed, focusing on works of art that reinstall “disappeared” histo-
ries. Osorio employs fabricated environments made up of found
commercial objects and constructed “evidence,” which he uses to
stage theatrical installations that, Lépez asserts, reflect and interro-
gate the social and ideological constructions of Latino popular cul-
ture, familial relationships, and community. This essay specifically
focuses on a shift within Osorio’s work engendered by the use of
video and its connection to the body as performative matrix. Con-
troversy and debate surrounding issues of accessibility to mainstream
institutions and what this does to the politics of identity within the
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work of art are examined in conjunction with issues of visibility and
the relationship between representations of the body (imaging) and
the imagining of community. Amelia Jones traces the legacy of
minimalism and examines it in light of questions of subjectivity and
situational aesthetics in relation to works of contemporary installa-
tion, which, she argues, move the body into site as subject. She ex-
plores the intersection between body art and installation as these two
types of practice came together in the late 1960s and eatly 1970s
through a model of spatial politics revolving around the gallery as a
“community” space. Jones traces the impact of phenomenology on
the work of artists and theoreticians such as Robert Morris, Michael
Fried, Vito Acconci, Joseph Santarromana, and Adrian Piper as they
pose or suppress questions of intersubjective desires and assumptions
that play off the artists’ and the audiences’ assumed identities. By
reconstructing and revisiting the debates surrounding installation as
a practice growing out of minimalism’s aegis, Jones promises a com-
plex and problematized rendering of installation art and its relation
to myriad sites of shifting subjectivities.

Artists investigate urban topographies as sites of resistance, the
human form is configured and employed as ideologically resonant,
and spatial rearrangements compel a reassessment of perceptual
boundaries. Given the dearth of serious critical and theoretical atten-
tion that installation as a visual arts practice has garnered, this book is
designed to fill the gap between its identification as a medium of artis-
tic expression and as a site in which to expand the definition of the art-
work. This anthology proposes itself as a conceptual and temporal site
of exchange, détournement, detour, assessment, play, and speculation.

A space exists when one takes into consideration vectors of direc-
tion, velocities, and time variables. Thus space is composed of
intersections of mobile elements. It is in a sense actuated by the
ensemble of movements deployed within it. Space occurs as the
effect produced by the operations that orient it, situate it, tempo-
ralize it, and make it function in a polyvalent unity of conflictual
programs or contractual proximities. On this view, in relation to
place, space is like the word when it is spoken, that is, when it is
caught in the ambiguity of an actualization, transformed into a
term dependent upon different conventions, situated as an act of
a present (or of a time), and modified by the transformations
caused by successive contexts. In contradistinction to the place, it
has thus none of the univocality or stability of a “proper.” In

short, space is a practiced place
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I would like to situate this book within de Certeau’s “practiced space,” juxtapos-
ing installation alongside ongoing political and cultural activities—as a practice and a
medium allied with and paralleled by other current critical and artistic discourses.

I hope to create an ongoing site of exchange, pleasure, interrogation, phantasm,
and investigation that can address one of the most elusive but dominant forms cur-

rently at play in the field of the visual.

Notes

1. For a concise and thoughtful introduction to the history of installation art, see Michael
Archer, “Towards Installation,” in [nstallation Art, ed. Nicola de Oliveira, Nicola Oxley, and
Michael Petry (London: Thames and Hudson, 1994); see also Peter Selz, “Installations, Environ-
ments, and Sites,” in Theories and Documents of Contemporary Art: A Sourcebook of Artists
Writings, ed. Kristine Stiles and Peter Selz (Berkeley: University of California Press, 1996).

2. As defined by George R. Collins, “Soft Architecture . . . refuses to use the processes of
production, industrial procedures, and division of labor. . . . That is, soft architecture tried to
establish new relationships between producer and user (often the same person). It is involved
in new relations between Man and Nature in its respect for ecosystems, and its refusal to
squander energy and materials; it pursues autonomy. It proposes itself as a possibility of poetic
expression and total realization which permits an individual to recover his integrity by non-
specialized work, rejecting any division between the intellectual and manual. In its methods of
production it must be artisan, and for obvious reasons it is often self-built; it replaces the proj-
ect about space-—making by the process of space-making; it wishes to be anti-monumental,
not rhetorical, but poetic.” The journal Architecture d'Aujourdhui as quoted in Fantastic
Architecture: Personal and Eccentric Visions, ed. Michael Schuyt and Joost Elffers (New York:
Abrams, 1980), 1. Originally published as Phantastische Architektur (Cologne: DuMont
Buchverlag, 1980).

3. See time line alongside Introduction text.

4. Lucy Lippard, Six Years: The Dematerialization of the Art Object from 1966 to 1972
{New York: Praeger, 1973), is a conceptual art object in and of itself. In her insistence on cura-
torial point of view identified as political and ideologically constructed, Lippard invents a docu-
ment that is a period-specific autocritique of art criticism as act. The book as object enacts a
radicalization of form that is germane to our study of instaliation as it enacts a disruption of
chronology and linear index. As Lippard states of the project: “The anti-individualistic bias of
its form (no single artist’s sequential development or contribution can be traced without the
help of the index) will hopefully emphasize timing, variety, fragmentation, and interrelation-
ships above all. In fact, I have included some of the work here because it illustrates connections
to or even exploitations of other, stronger work, or repetition of ideas considered from very
different viewpoints, or how far certain ideas can be taken before they become exhausted or to-
tally absurd. In any case, I enjoy the prospect of forcing the reader to make up his or her own
mind when confronted with such a curious mass of information” (6).

5. Daniel Buren, “Like a Palimpsest; or, The Metamorphosis of an Image,” in Contem-
porary Sculprure Projects in Miinster, 1997, ed. Klaus Bussmann, Kasper Koénig, and Florian
Matzner (Miinster: Verlag Gerd Hatje, 1997), 79.

6. He continues by identifying sculpture’s expansion into site and the space that is un-
leashed and circumscribed within site specificity. “This paradox gua sculpture is focused in the
problem of site. “The biggest break in the history of sculpture in the twentieth century,” Serra
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has remarked, ‘occurred when the pedestal was removed,” which he reads as a shift from the
memorial space of the monument to the ‘behavioral’ space of the viewer.’ Yet as a dialectical
event this break opened up another trajectory as well: with its pedestal removed, sculpture was
free not only to descend into the materialist world of ‘behavioral space’ but also to ascend into
an idealist world beyond any specific site.” Hal Foster, “The Un/making of Sculpture,” in
Richard Serra: Sculpture, 1985-1998, ed. Russell Ferguson, Anthony McCall, and Clara Weyergraf-
Serra (Los Angeles: The Museum of Contemporary Art and Géttingen: Steidl, 1998), 17-18.
Foster is quoting Serra from “Interview with Richard Serra,” in Richard Serra: Torqued Ellipses,
by Richard Serra (New York: Dia Center for the Arts, 1997), 26.

7. Benjamin Buchloh’s “Michael Asher and the Conclusion of Modernist Sculpture,”
in Performance Téxt(e)s & Documents, ed. Chantal Pontbriand (Montreal: Parachute, 1981),
alongside Rosalind Krauss’s “Sculpture in the Expanded Field,” in The Originality of the Avant-
Garde and Other Modernist Myths (Boston: MIT Press, 1985), serves as an indispensable open-
ing up of the discourse of sculpture. Both texts definitively and fundamentally alter the terms
of reception of the art object and propose installation as identity and gesture outside and in
contradistinction to prior descriptors of modernist sculptural discourse.

8. For collections of writings and images specific to land art and earth art, see Alan Sonfist,
ed., Art in the Land: A Critical Anthology of Environmental Art (New York: Dutton, 1983); John
Beardsley, Earthworks and Beyond (New York: Abbeville Press, 1989); Gilles A. Tiberghien, Land
Art (New York: Princeton Architectural Press, 1995); Francisco Asensio Cerver, Landscape Art
(Barcelona: World of Environmental Design Press, 1995); and Jeffrey Kastner, ed., Land and
Environmental Art (Themes and Movements) (London: Phaidon Press, 1998).

9. Douglas Crimp, “Redefining Site Specificity,” in On the Museum's Ruins (Cambridge:
MIT Press, 1993), 154.

10. Ibid., 153.

11. There are several intriguing works that deal in depth with the Wunderkammer from a
historical perspective; see Barbara Maria Stafford, Body Criticism: Imaging the Unseen in En-
lightenment Art and Medicine (Cambridge: MIT Press, 1991) and Artful Science: Enlightenment
Entertainment and the Eclipse of Visual Education (Cambridge: MIT Press, 1995). For its ap-
plication to David Wilson’s extraordinary contemporary project, The Museum of Jurassic
Technology, see Lawrence Weschler, My. Wilson's Cabinet of Wonders (New York: Pantheon,
1995). For a specific discussion of the Kunstkammer, please see Horst Bredekamp'’s The Lure of
Antiquity and the Cult of the Machine (Princeron, N.].: Markus Wiener, 1995).

12. Stafford, Body Criticism, 29.

13. Schuyt and Elffers, eds., Fantastic Architecture, 243-44.

14. See John Beardsley, Gardens of Revelation: Environments by Visionary Artists (New York:
Abbeville Press, 1995).

15. Lowery S. Sims, “Betye Saar: A Primer for Installation Work,” in Betye Saar: Resurrec-
tion: Site Installations, 1977-1987 (Fullerton: California State Art Gallery, 1988), 1. See also
Ishmael Reed on Betye Saar’s employment of recycled aura and material decay and their rela-
tion to “folk” in “Saar Dust: An Interview with Betye Saar,” in The Art of Betye and
Alison Saar: Secrets, Dialogues, and Revelations (Los Angeles: University of California, Wight
Art Gallery, 1991), 32: “Methane gas, the stuff that emanates from junk, is used in the process
of making diamonds. It could be said that the Saars take the dust of things and, from this dust,
create works of art. Betye Saar’s work often has the glitter of diamonds. Saar Dust. Life arising
from mud. From ‘garbage.” From ‘junk.” Dust to dust. Her work is abour the processes of
life—the energetic high-tech materials that entered her work during her stint at MIT as well as
the materials of decay, of fading memories, of nostalgia. Oldies, but goodies. She makes a
strong statement for resurrection. For renewal.”
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16. John Beardsley, Gardens of Revelation: Environments by Visionary Artists, 157-59.

17. Ibid,, 3s.

18. For a further examination, see Guy Brett, “The Proposal of Lygia Clark,” in Iuside the
Visible: An Elliptical Traverse of Twentieth-Century Art, ed. M. Catherine de Zegher (Cam-
bridge: MIT Press, 1996).

19. See Amelia Jones’s discussion of Mile of String and 1200 Bags of Coalin Postmodernism
and the Engendering of Marcel Duchamp (Cambridge: Cambridge University Press, 1994), 77-79.

20. For a discussion of body and performance art in relation to the object, especially in
regard to the Gutai group, American and German happenings, and performance art of the
1970s, see Paul Schimmel, ed., Our of Actions: Between Performance and the Object, 1949~1979
(New York: Thames and Hudson; Los Angeles: Museum of Contemporary Art, 1998). See as
well Amelia Jones, Body Art/Performing the Subject (Minneapolis: University of Minnesota
Press, 1998).

21. Détournement was one of several practices employed by the Situationist International,
a movement of artists, ilmmakers, and intellectuals in France that constructed situations—
political disruptions via media, street actions, film, and manifestos. “Short for: détournement
of preexisting aesthetic elements. The integration of present or past artistic production into a
superior construction of a milieu. In this sense there can be no Situationist painting or music,
but only a Situationist use of these means. In a more primitive sense, détournement within the
old cultural spheres is a method of propaganda, a method that testifies to the wearing out and
loss of importance of those spheres.” As defined in Elisabeth Sussman, ed., On the Passage of a
Few People through a Rather Brief Moment in Time: The Situationist International, 19571972
(Cambridge: MIT Press, 1989), 199.

22. Michel de Certeau, The Practice of Everyday Life (Berkeley: University of California
Press, 1984), 117 (empbhasis in original).



