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HEY — SURVEY THIS!
ABYSS OF LIGHT, 1003

Abyss of Light is a three-projector video installation originaily instafled at 1301, Santa Monica, California,
in September of 1993. Abyss was later shown at the Witte de With, Rotterdam, in 1994; the Deichtorhallen,
Ramburg, in 196a; the Museum Fridericianum, Kassal, in 1905; and at the School of the Museum of Fine
Arts, Boston, in 1998, .

This work is much like all of the pieces | made between 1900 and 1905 that experiment with covering the
sallery windows with tinted filters, darkening the space so that the projections are visible during the day.
Heva the filters, in the three secondary colors of the vide band (cyan, magenta and yellow}, ailow semeone
inside the exhibition 1o see through to the outdoors, 2nd also allow 2 viawer outside the space to look in 2nd
see tha projections moving over the interior walls, Prior to this work, pieces such as Clo Fift Parts y and 2
{1992} used filters in the primary colors of the video band: red, green, and blue. The geis serve two purposes:
they darken the room for the projections, while creating a complate environment where the architecture, the
images, and the real spaces beyond relate to one another as the multiple altered layers of one image.

Abyss of Light was the first work | made using three independent images, as opposed to the color sepa-
rated and then lavered images of Fifi or The Bad Infinite. Each projector displays & different sequence,
which are bumnad up against one another instead of an top of ane another. The work s divided ento thiee
“screens”, and inte three acts {the traditional breakdown for a classical narrative film). in the first act, all
three images synchronize to form 2 single red, green and blue panorama of Bryce Canyon in Utzh. In the
second act, the screens break away from nne another into three parallet sequences. Each sequence con-
sists of ore hundrad single-secend racognizable images of the American West. Each projection shows the
same one hundred images, but at a different speed: the blue projector plays in teal time, the red projec:
tor plays al 50% of real time, and the green projector plays at 25% of real time. The wark concludes with
o third act in which all three images synchronize once again to form 2 single wrapping panorama of Death
Valley in cyan, magenta, and vellow. Additionally, the werk begins with & prologue of two minutes of color
bars, and ends with an epilogue of two minutes of reversed color bars.

Abyss quotes the westeras of John Ford. The images of Monument Valley are shot from a place marked
“Iohn Ford Lookeut”, 2 sign that appears in the work. Every shot, stumbling, crooked, and sometimes
poosly it (by film standards), is my attempt to capture the West. Every image is about my inabifity to see
the West as john Ford portrayed it: singulas, monumental, and iconic, Meither 2 single shot, nor a single
place can be made to contain so much meaning. Every shot is the saot: | can't decide which is the icon.
The landscape only becames iconic as it becomes confusion through a stack of images that rapidly flash
from vista to vista. It is well worth noting that Ford himself saw the racism, lies, and mythologizing at
work in the idea of the American landscape and commented on it through the most conflicted of his cha-
racters, the psychotic Fthan Edwards in The Searchers (1956) and Captain Kirby York in Fort Apache
{1950}, both of whom are visibly torn between mythology and the truth.

This work atiempts a number of things while maintaining a relationship to both cinema and fine art,
Physically on tape, the images are narrative, spatial, and sequential. in the installation, they access ideas
about sculpture through their silence and their interaction with real space: the projections double and tri-
ple one another and mimic or contradict the real landscape, visible through the gallery windows. All

become simulizneous. What is being shaped is time.



Film is made using one-point perspective. In addition to the three separate vanishing points of the sctual

o

videos, Abyss offers the vanishing point of the installation itself as it recedes or advances along the side
walls, simuttancously laying out before and wrapping around the viewer. The image both envelopes and
penetrates the viewsr as she enters the space of the projection; interleres with the imagery and casts a
shadow into the work. The image of the American West mythologizes both textually and structuraliy. The
movie camerz gives to this vast void a panoramic, eventless horizontality from which the hero emerges
like an event, and into which the hero finally disappears. Born of the landscape, he both invents and
refiects it. Abyss of Light is a western without a vanishing point and therefore, without 2 hero. Here, the

viewer bacomes the hero; creating, mirroring, and standing at the center of the ever-receding, ever-advan-

cing cinematic landscape.

LATE AND SOUN {OCCIDENT TROTTING), vaa2

an inststlation originally exhibited at David Zwirner, New York, in 1993, The piece

designed for this exhibition using twe LCD video projectars. Whatever the number of projectors, there are
always only two images. Both images take the signal from one DVD player, and are consequently always

axactly the same.

dert was made three months after Abyss, Early on, the questions the works posed were big and

imporiant, The distance between piecas, in terms of the nature of the questions being asked, seemed vast.

Sathough The Pad Infinite, Abvss and Occident were all made within eight months of each other, each

just before it and werks within a different set of givens, Zack o

ihe threa
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piece turns on the o
works addresses installation as an entirely new situation. Uccident is projected from matching angles in
two succassive spaces, each projector casting the image onto a separate wall, The work is directional; the

viewer 5 meant 1o walk through it in one direction ~ it is not an “all over” prejection work. The sacond

e is partially visible from the first space. From space #1, the viewer sees alf of image #1 and part aof
imaga #2 playing in the next room. Thus the image and its double are viewed simultaneously

The piece cansists of four kinds of movement through complex lancscapes: a forward doily through 2 for-
mal avenue of irees; a right pan along a leafy green trail in the rain; a left pan along tall heach grasses in
winter: and a multi-directional, multi-leve! shot plunging into a mountainside landscape after a fire. After
all four landscapes, the camerz stops and moves backward through the entire piece, and then begins
again. Though the camera moves in diffarent ways, it is entirely handheld. The walking, jogging, and run.
ning cameraperson is obvious throughout the work. The work begins in biack and white, with color slowly
fading in until the image is over-saturated. As the work runs backward, the color drains out,

This work is named for the horse-in-motion photograph by Eadweard Muybridge. The idea is to discard the

assumption of an object seen from a stationary, all-commanding viewer's position. in 1877, the viewer

could watch, like Muyhridge, the horse named Dccident passing through individua! moments in time, as

2




if they were solid recognizable indbndualities. in 1943, and pow e 2004, the revolution must be 1o think
as the subject moving through space. In cinema, this is called Point of View [POV), the moment witen the
rumers sees fram the character's perspective. Think of 2 classic film, such as On the Walerfron), &t one
moment we see Brando waiking and in the next moment - w2 are Brando walking, images are only sequen.
tiaf in film because film is imagexin sequence; in the mind the two can collapse togethier and become one

subiect in motion. & subject may be in one nlace in time, via the object (Gueident/Brande} fooking avonad

and ahead, o the subject can collapse i all and be within the flow of the film: the landscape rushes by

and nothing is stationary, least of all the "self”. in the first configuration, the subject experiences the

abjacihorse’s momenss as s series of isolations, independent of one another and foilowing ene another

segusntially, in tha second, the subject experiences the moments a5 a rush of continueus color ansd mace,

fiowing nast her even gs she flows through it
CHINA, 1905

Chinn was originglly made for the Renaissance Society at the University of Chicagn, Chicage, lilinois and Le
Creux de VEnfar, Contre d'art contemporain de Thiers, Thiers, France. 1t was subsequently shown at David
Buirner, New York, in 1096; the Kuosthalle Basel, Basel, Switzerland, in 10396; the Kunstversin in Hamburg,
Hamburg, Gerinany, i 1997; and as Summding Hauser und Wirth, 3t Gallen, Switzerland, in 200w

Ching makes use of all the idezs | developed from 198g urtii is production In 1005, During this perind,
P roncentrated on dafiming a kiod af neo-structuralist installation. f wanted to use the color and dynamism
af eardy vides installation {prios t;;: Yiols and Hilll, along with its puraliel history in Sl Structuralist film

as practiced specifically by Holfis Frampton, clearly the great artist of his mediurm. 4 To bring the ideas of

these twe historically simultaneous practices together would answer a number of quostions aboul viden |
faft hud baon Jeft by the rozdside: all of those questions pe.r‘tatilﬂing to abstraction. The social conditions
of watching, and being watched, had been examined in the wotks of Dan Granam; the medium smashing
into itself was weli choreographed by Bruce Mawman; and “television” was worked over by preat arisis
like Dars Birnbaum. For my ows work | was most influenced by performances ltke Mary Lucier's camers
burns, and by the feedback-medivim inversions made by Steina Vasulka and fam june Paik. However, thers
was 1o rezson o repeat works that could only have been made in the flurry of experimentation at the incep-
ton of a medium. Putting 2 big magnet on a TV was good, very good - but why do it more than oncel

Thi Gt

alist Nimmakers workod with an art form already jo years oid. Full of

s in favor

nol aschew photographic image animated abstraction, nor did maaning become de

e practice that groduced some af the most exquisite warks of artin

sy, The Strgciuraiists develnped a v

the 2oth Cantury: Fraspton’s Hapax Legosena and Gloria aad Michael Svow's La Aewion Con

Video howaver, never reached this sort of Modernist apex, this kind of fuscinating setf-realization, except
with regard to fts double identity as tefevision {Pop Modernism). 1n its identity as art, it capidly turned into
the kind of recorded elaboration an theater that became prominent in the 30's and early go's. Within
these works {He Weeps for Wha?), video is used only obliquely.’ The idea with which ! had been working,
finatly complately realized in Ching, was one in which the medium is fully present, openly using everything
in itz bag of tricks to mediate ideas without resorting to storyieliing.

Ching was made in an outdoor arena, plotted with a circle of six camaras surrounding two performing
wolves; Skilo, o grizzled old male, and Ching, a snowy-white, young fermzle. I installation, these six ima-
ges 3¢ superimposed on 2 gallery space, plotted with six video projectors in place of the original cameras.

instead of recording what is in front of them, the projactors now display, in a 280” penorama oe the waliz



of the gatlery space, the image of what the cameras once saw. Whatever was inside the camera circle ap-
puars in every image: one wolf becomes six, and the two wolves become twelve. Whatever was on the out:
side of tha camera circle remains on the outside, and so remains singuler, Therefore, only a partiat inver-
sion of the shoot is constructed: both the inside and the outside of the circle appear in the continuous
image wrapping around the room,

Ching is not a narrative Hmited to 2 succession of images on a tape, but instead is a story thai extends
into the experience of the work being made and being shown. These aspects of China mirror and shadow
one another as the work plays itself out in time and space, and as the work encompasses the viswer in the
story of its making. Here, an image is not displayed for a passive viewer, nor is an image surrounded by
artified rechnology. Instead, the work of art is a place where a past comes tngether with & future that it
anticipates, forming a fully intensified present amidst which the viewer uses the many offerad parts to

construct the wotl of art itself,

SCARLET MACAY CRAYONS AND MOLUCCAN COCHATCOS MOLLY, 1995

The single projector installation Scarlet Macaw Crayons and the multiple, Molurean Cockaroo Maolly
were shot in the summer of 1995 Both werks were installed ar Schipper & frome, Koin, Germany in 1995,
ot David Zwimer, Mew York, in 1506; and at the Heary Art Gallery, Seaitle, in 19¢7. In addition, Lhree of
the Moily editions were exhibited in the touring exhibition “_Eiectri{ Mind and Racent Works”, organized
by the Portiand Art Museum in 1096 and thres were shown ia the exhibition “Diana Thatar: Orchids in the
Land of Technology” at the Walker Art Center in 1997.

Cravons is 2 video study of 3 Scarlet Macaw named Crayons as she perches on a stick held by her trainer
in front of a black and white gridded backdrop. Crayens was recorded by three camerus, placed to form 2
comi-rircle around her. The video images were color separated, with one color [red, green or bluej taken
from the tape shot by each camera. After recording, the three colors wera coilaged to make a complete
image. This one image is put together from three distinct \rielwpcints, permitting the image and the bird
16 become simultaneously singular and multiple.” Because of the process, Crayons, who in reality is colo-
rod the three primary video cofors {red body with green and blue wings), appears in black and white. in
the instafiation, she is perched in the center of the video projection, parfectly registerad so the image
appears in black and white. However, the cuter ares of the image is left purposefully out of registration,
aliowing all the colers of the video spectrum to appear. The windows in the gatlery are tinted with film gels
in the primary colors of light {and Crayons): red, green and blue, '
Moluccan Cockatoo Mellyis an edition of ten unique pieces. Made usiag the same color separation and

reconstruciion process as Crayons, this work instead employed an ail white performing bird In front of a

natural background, reversing the multi-color bird with black and white background used in Crupons. As




with Crayons, Mally was allowed ta do what she liked. Being a star and @ show-off, she decided 10 do o

song and dance for the cameras, singing in English while spinning around and around. Moliv paused peri.
£

odicaliy for accolades, and the crew can be seen applauding around the edges of the image, The perfor.

fl

hour, is broken into ten segments. Fach disc o the edition contains a short piece

of the whale,

It seemns a shame to separate a bird fike Crayons from her magnificent coforing. However, the point is not

Crayons herself as @ master-stroke in coloring and plumage, but instead the installetion as a group of

A

t

interrelated ele

s, none of which is the master. The colors, the birds, the grids, the windows, and the
fight become one kind of space. This is not = projection of an image of a bird who just happens o be the

Wi fidh

Aght calors; it 15 2 stedy in the exehange of bedy for space, absence for color, scale for size, foreg

for bac

vund, and sifenze for sound, Like Ch

tt, Crayons and Mally are aboud physically multipiying the

sigufar. 1 works, multiple can

weras are employed ta make one bird 2 group all by hess

of art could never be the singular projection of the producer, nor could it he the one to o

of the viewer with a subject via empathy. Instead, it may very well be the agent of multiple points of view,

THE INDIVIDUAL AS A S

£S, 1506

s M.

This is 2 five-m

itor work made along with the larga-scale instaliatic

has never been publicly exhibited,

i thame and

{ahways produce multiple works from indivicual ideas, waich usually

{wrpe in

variatian. In this piece, the theme is the original nurrative screenplay

1996 had a5 an arlist's book with Imschoot, uitgevers, Belgium. Tha geveenplay follows the e

i e 2ioiy

ditinna

variations on that structere,

fhe individual us 0 speciesis a speculation on how close {or far) one must be to some sembl

ant story in order for the audience to read the work as narrative. The assumption thai ali time-ba;

works ar narrative is akin to thinking that all paintings are pictorial; both ave shocking and conservative

f th

inning of the 21st Century. P

beliefs ta hold at 1

ing threw abstraction in the face of represenia-

l

ed nos-

tion one hundred years ago and, when in the hands of artists, moving imapes have engaged so0-cx

ration have led both painting

onservative beliefs and lack of i

narrative on evary jevel, Un

and artists’ {ilm and video back inie the warm nest of narcative and representation, which when compa-

ring the two media. come down to the san




Made for the Sculpture Projects in Minster, 1997, Broken Circle has been installed at the Museum fiir
Gegenwartskunst Siegen, Siegen, Germany, since 2001. Originally designed for the Buddenturm, & b
century structure that is the only remaining tower from Mignster's medieval fortification walls, freken

Cirvle may oniy be installed in a similar tower structure. This piece is 3 synchronized, sin-projector instal-

ation that piays comtinuousty on moltipie levels. It stretches out vertizally through space fke a spring,

and the viewsr must be able to move up and down through the work. 10

The imagery fa7 the work ronsists of 2 herd of *wild horses” continually gulloping toward and then around
2 st of siv cameras that flmed them in 360", The animals chosen for the sheot are professional perfor-
mers who work regularly in television and in the movies. This herd.of Holiywoeod horses is 2 standin for
i herd of wild Westphalian horses. The single shot that this piece consists of can be easily recognized as
one tzken froma john‘Ford or Akira Kurosawa film: a single shot of horses galloping toward and splitting -
aroend a stationary camera. In works by these directors, the shot is usually intercet with a batile scene.
Combining the Western with the Buddenturm results in 2 medieval Western. The parailel can be drawn by
tomparing the refationship of the tower and the horse [Robert Bresson’s Luncelat die Lach: A tight, clau-
strophobic space {the costie or the tower) is intercut with the image and symbol of wide open spaces {the
galloping hersel. One may also think of Kurosawa's Samurai westerns, which are medieval in feuling, 45
welt s in setting.

I iuker Cirche, a single insart shot from narrative film is given the time and space of a romplete and
complicatad stary. Oace this broken apari, single shot is alfowed o expand inte spatial and temporal
depth, i becomes possibie to force many differant kinds of shapes out ol the wark. Thus, the meaning na
lonaer rests fully with the image and the wishes it fulfills for its viewer, but is born out of a physical rela-
tionship betwean the projected image, the walls, and the viewer moving in znd out of these projections.
Here, either the three-dimensional architecture or the two-dimensionzl image may dominate the ploce;

this decis

ivn depends ot where the viewer is in space, on the stairs between images, or on 4 landing
inside of an imaga. The multi-colored windows reinforce this fictional space. 1 This is the affect that the
work saeks te produce; the fictisnai image of the adventurous outside present in the mind of the viewer
as she moves through the close, dark interior, The narrative is the exchange between two kinds of space:
iifusory znd real (the past and the present, the shoot snd the installation); and two kinds of subiects: the
viewnd and the viewer {real wild horses and trick horses, film crew and viewer). Overiaid on top of one

anothier, these themes ziternately negate and reinforce one another



OCULUS, 1947

Made in 1907, Ociulis was first shown in 2001 at the §. Paul Getty Museum in Los Angeles, Coulus uses
one prejector to cast an image into a round mirror that then reflects a round image onto the ceiling,

Ocuins consists of a singie shot of clouds over Los Angeles, color-separated into its components. The
three separate recordings were edited back together, each running at different speeds. Because the three
colors tay divectly on top of one another, everything stationary (the buildings and the ?ree;;} remains in
black and white. When the tape begins, the ciouds all align for @ moment and are also in black and white.
is the clouds move, at different speeds, time separates and the colors of the three tapes reveal themselves
and the entire B-G-B-C-M-Y spectrum of video. Once again {as in Molly and Cravons), editing happens in the
form of lzyering. An edit is not just a cut or dissolve between two consecutive scenes, it may be two or
more scenas layered on top of nne another. Editing is the agent of tima in cinema — it is the ticking clock.
Designing moving images in this way makes film time as complex as musical time. As opposed to having

the imaze march forward to the beat of 4 single drum, editing re-negotiates the work orchestrafly, as layered

dimultaneities that may move in ¢iffarent directions, in differing tones and with multiple depths. The work

s titled C)cuiuy because when projected, it acts like 2 hole in the ceiling thai somehow is reflecting an

image of the <ty outside. it is 2 faise camera obscura (pinhole camera that shows us not the present, hut

the aiierad past Somehow, the remembered always seems to come in layers as oppased to Sequences.

The best spoce is the deep space is a multiple monitor werk made in 1998 as part of & largs body of work
titted The hest animals are the flat animals - the best space is the deep spare. The best apimals pro-
ject, which took a year to complete, is composed of five different installations and thras separate monitor
works. Made with a series of performing animals and staged forests, the entire bedy of work examines
conceptions of the “wild” and the “tame”. The project was shown in five separate museums, all within a

shart period of time. Ne twa exhibitions contained the same grouping of the works. The best space moni-

tor ndition consists of ten variations {an edition of ten unique pieces) and was shown at The MAX Center
for Art and Architecture, Los Angeles, in 1908; at the York University Art Gattery, Torento, in 199g; at HER
Projects, Brussels, Belgium in 19g9; and most recently as part of “Fast Forward: Media Works from the

Goetz Collaction”, ai ZKM, Karlsruhe, Germany, in 2003,




The best space was steged with a performing Andalusian herse and his trainer in o darkened arena. The
animad and trainer, one performing for the craw and one trving lo kide in the shadows, 2re surrounded by
v swirling sist generaled by a fog machine. Only abaut ten seconds fong, the image part of the work is an
isolated yesturer the horse takes 2 bow. This motion is very difficult for 2 borse to do, as difficult as it s

for & wolf to stand still. The horse is a ballerina, the Suzanne Farrell of horses, an animat gingerly making

the mest d

te ol gostures 1t's glaring in its unnaturainess and beavtiful in its fabsity, After all, the truly

wild ao lo

exists, onfy degress of unnalurainess impesed on nature by man. &1 nature and afl animals

are mediated.
DELRPHIMNE 1509
& prefiminary version of Delphine was first shown af the Carnegle Internationa!, Bittsburgh, Pennsylvania,

in 1999, Tha work was then moedified significantly and shown at the Seccszion, Vienna, Austriz, in 2000

and at Calerie Hauser & Wirth, Zirich, Switzerland, in zoor,

i reprasents a cuimination of my ideas and work from 1080 to 1905, then Delphine is the next

idess from previovs bodies of work coalesce, Howsver, | do not necessarily think this mahes

pigge wher

g

Ciin and Delphine my best works, instead, i simply means that { ask questions in individual hodies of

work for a mumber of vears; these guesiions slowly build inte an argument, sventually becoming o com-
plete work of art, And so Delphine taites into account everything | learned or experimented with since
oo, ail under the umbrell of the simple question posed at the beginning of this sssay: hew does one
make o model of what installation art does to space? This is not an archisoctural problem, but tnstead »
guestion of viewership,

My worl is made to aidrs

s twp intersecting concentual realms that are impossible o verbalize, aod can
only be fell: the worlds of time {video} and space {architecture) and how these are effected by the con-
struction of viewar consciousness, When working in a medium where the viewer 1akes varrative for gras-

tad [refnforced by current Ywidee™ exhibitions), storytelling must be destroyed, and something construc

ted i s plage. words. the traditiopal movie-viewer must be re-built as an artviewsr. fo this case,

the word “models” in jeramy Gilbert-Rolfe's question must be removed from an archilectural context and

replaced with the word “models” in the Bressonian context. To develop this new framework of viewing,

one must raplace the Rimic object with a subject, thereby transforming the viewer. Dezlphine engages the

viewer in 2 POV that undermines the sequence of time, the divisions of space, and the singularity of being,
via animal subjects; their experience of time, space, and self is depicted as simultaneous, continuous, and
multiple. The content in the work is a model for the ideas the wark proseses: dolphins are a medel for
thinking the fuid. )

Dolphins live vertically, horizentally, and in depth, so this instaliation is tipped up on an angle in the
shape of an ellipse twisting through the space. Placed among the dolphin projactions is a vertical vide-
owall that plays an image of the sun. Shot from a teles.cope in suter space, the sun image becomes an-
other kind of "body in space” itself. in Delphing, there are three kinds of “bodies in space” dolphins
maving through volumetric space, the sun hanging in 2 vacuwm of black space, and then the viewer,
moving through veal space. Three kinds of bedies - and the three kinds of space that the human mind
can picture,

As humans, we cannot Hoat free in all visible dimensions, bul it is possible to think this way, This is the
first step toward transforming and opening up consciousness, a magnification of “changing viewership”.

Fdo not want consciousnass to be bound by what it is. but to be open to the possibiiities of what it could be.



“Urpgine. b that your life is spent in an envirenment of total physical sensation.- that svery are of

bed &5 ecstatic--that

ourseases has beep heishtoned to o fevel that ina human heing might cniy be descri
T : B mig ¥

you are able to see, to perceive, with every part of your being, Sight, hearing, taste, smell, and evepy inch

of your surface-your skin-is a receptor, 2 continuecus source of perfectly accurate infe

rmation about the
world for miles around. Imagine that you are able to carry on simuftaneous conversations with two miem

bers of your spacies, one right next to you and the ather several miles away. Listen to the langeage: intri-

ated {actual

patterns of clicks, whistles, squeaks and groans: sounds subtle enough to convey comp

data, complex ensugh to deal with abstractions, what we would czil idecs.” Buck Henry 5

ORAMGE ROGHM {WALLFLOWERS], 200

fopm { Wallflowere ) was made in 2001, and shown at David Zwirner's Sohso gallery in New Yark.

1 was shewn again four months fater a1 1307PE, Los Angeles, and subsequently in 2002 a1 the Musée d’ar

madern ei coniemporain de Strashourg, Strasbourg, France.

Crriginally made with Moeandight Biue Room and Mass Grecn Roons, the three were shows i sequeniial

rooms 4t Zwirner as 3 group fitled #The sky is vnfolding under you™. A1 120188 they were shown ingdivi-
dualiy in o single room, each for two weeks at a time. At first the three pleces were sel i space sequenti-

aily. Following this they were sel tequentiaily in time. ¢ first experimented with sequencing with Oo i

Five dovs in Clande Monet's Garden {1og23, shown in twe sarts in two different galleries in Los Angries,
h 11992} P & T

Purt 2 epening a few days after Part 1 closed. | also made this timefspace and sequential/simultaneous

play the center of the entire body of work The Dest antmuals are the flad animaols — the bes spuce £

the deep space. This interest in real time becoming narrativized, or in space comprehended as storyteliing,

has persisted throughout mv practice.’?
8y interest in technological innovation in vides installation motivated the work as well. in these picces,

the use of colored lights and filtered natural light erises the video rectangle and the work takes on the

+objects in the image, such as the chrysanthemums in Oronge Room, This idea began with

shage o Y

w5, displayed at Dia Center for the Arts, New York, in which the projecied images appeared

fobtdn = 0

to be hosagons. The freedem afforded by this simple effect has allowed me te make s number of pro

wherzin a body of work is not a group of variations on the image of a subject {Monei's garden or 2
;

chimp, for sxample}, but variazions that begin with actual voiumetric spuce.

The next project, prouped togather under the title “Transcendence is expansion and contraction st the

B

sama time”, shown at Havnch of Venison, London, in 2003, used the sume techniques: the erased video
seetangle, uptured monitors, and oddly placed equipment, all as choreograghy. Crce again, editing is
not simply culting linoar images, but is used to literally shape lime into visible trajectories and space into

visible volumes.




“Transcendence” fulfilled another of my constant desives, which is fo question the art werld status guo as
determinad by the market. In 2 time when miliion dollar projacts are being touted as genius bacause of

the cost of thelr praduction and the prices they command, 1 used the simplest of artist's technigues, the

‘

o the case of ull the fowsr works] and the sheteh {in the case of “Trouscendence™. A stilt lif or

sd stody is the least expensive, quictest thing any artist can make. It connects the work back to arn,

b

pulls it away from entertainment budgets, and reminds me of the many things that svtworks can do that
sptartainment cannot, Arvwarks may be silent, they might take lots of seemingly unwarranted tine, but
aur eyes and opr minds are activated. if my fiest professor in Art History, Bdward Sullivan 21 New York
University {now the Dean for Humanities), saw fit to teach that to his first term students, then i's 2 won-

der Lhat so fow an world

fossionals cannot manage the same thought.18

MO MATTER

Mest historians would ag

that the greatest innovation in twentieth century art is shstraction. Though”
contentrated in nainting and sculpture, moving images have something to offer this discuasion. The rela-
donshin of film or video to abstraction is categorically different from that of painting and can anly expand
upen the definition. In video, undifferentiated areas of color are not*ahstract?, they are animaticn. in fitm
a¢ well, uptical printing, photograms and all methods of not making recognizable pictures do uitimately
produce snimation or photegraphs. Because both film and video are essentially photograpic madia, they
cannsl address abstraction vig the image withoul contorting themselves to the axireme. OF course, as
with 2l media, there is 2 level of abstraction that is natural to the maving image,

Film and video differ from every ather art form ia that they are representations of the progression of time.
I{ e can construct time that progresses in any possible direction, inciuding no direction al 2il o7 i one
can make non-representations of narrative time then abstraction is being engaged. The instrument of

abetraction in moving images i editing. 1n most media, to edit means o edit out, but in moving ins

te edit means to cut up and re-assamble, putting imuges tpgether in 2 meaningful way, whethar stary.

bused or not. Editing producas the time signature of @ woik, which may fiz underneath th
invisible 1o the viewer, or it may lie right on top for 5if to see, When if lies o4 the surface, it becomes the

subject of the work and 5o produces the meaning.

Nature is inherently nos-nasrative. It may have cycles and episodes, but it does not iell say kind of cahe
rent stary, Therefore it is not a narrative model; this is why | have looked to nature as a subject from

almost the beginning, This use of the non-human world progressed until | understeod that the “natural”

spaces 2nd animal subjects of the work s beings themselves are models fur the kinds of spatiat i
seek 1o produce. The editing techniques employed in any particolar work conform te the ideas | have
about the model. or haw thal model bekaves in space, o7 what that model is forced to symholize culturaily,
The editing is always used to make clear the constrictad relationship between numans and the animst

madal i i never vsed to ohfuscate.



AGALN

The actuz! spatial qualities of editing are not exploitad in maost instaliation practices. Rathes, traditional

editing (used in single screen films] is almost universally employed. Installation is spatial by definition,

si my editing works chorzographicaily, images are put together in any number of ways: they foliow, thase,
rest on one another; they resist and carry one another; they duglicate, act in unison or take solo bows. A

work mav he made of & sequence which, though physically uncut, mzy be color separated, run backward

and farward simultaneeusiy in  single dissoived image, and then projecied outn an arc hway and = pleture
window.

The tapes are complated in the editing room and the work is complete when instatled,

on avery fevel; the terms of its ”cmsim-;tim can bo seen in the instaliation and decoded. Onge the viawe

i in i and tooks around she can see htnmhy how it is made. S though its rules may sound rastricied and

restricting (like Structuralism), once inside the work, the viewer finds that it folds and unfolds in o multi-

tuda of complex ways. Thess unfoldi

15 are porceivable, they are nol magical, nos ure they 2 purzle lo be

solved, The viewer should naver thind about how the work was made but oaly what the work means io say,
FAIL AGAIN

listallation is about sculpting time and space; it is not necesssrily pictorial, nor is it shiect-based. Wha

interests me most about installation is that it directly addresses consciousness, and that it raises gues:

tions about subjectivity. When one movas through the space of an installation anc is aware of this move-

ment one achioves what Robert Marris calls “present-ness.” One ergages what Morris describes as the

1 | 4 =i

54" living imageless here and now in Hime and space, as opposed Lo the “me”, the self remembered tn an

arrasted state, 35 if in & photograph, frozen in time, 1% 1 is this passibility of “present-nass” that instuils
= $< tlad |

tion addrasses, and it i what defines it a5 2 medium squivalent to painting of sculptire,
FAIL

She knows there's no suceess ke failuwre

And that fatlure's no success ol all, 20

BETTERY
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