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Scheme, 1965, Daled Collection, Brussels

as individual poems in various magazines and collections. Each poem-page is I adjectives
intended o be set in its final form by the editor of the publication where it is 3 adverbs
10 appear, the exact data used to correspond in each particular instance to the 1192% sq.ems  area not occupied by type
fact(s) of its published appearance. The following schema is entirely arbitrary: 33T sq ems  area occupied by type
any might have been used, and deletions, additions or modifications for space or I columns
appearance on the part of the editor are possible. 0 conjunctions
s nil  depression of type into surface of page
ema: 0 gerunds
(Number of) adjectives 0 ignfmi!ives
(Number of) adverbs 363 lctters of alphabet
(Percentage of)  area not occupied by type 27 lines
(Pe(';eu"r:’bg:[ ‘:)?) ztr)clir(r:icsupmd by type Y mathematical symbols
(Number of) conjunctions 3 nouns
(Depth of)  depression of type into surface of page 5 num‘bev:rs
(Number of) gerunds 0 participles
(Number of) infinitives 8% x5  page
g:l‘umbev of) letters of alphabets 17% x 22'%  paper sheet
umber of) lines i \Loc
(Number of) mathematical symbols offst cartridge  paper stock
{Nuinber of) nouns 3 prepositions
(Number of) numbers 0 pronouns
(Number of) participles 10pt.  size type
(Perimeter of) page Press Roman  typeface
(Weight of) paper sheet 39 words
(Type) paper stock 2 words capitalized
(Thinness of)  paper stock 0 words iualicized
(Number of) prepositions 57 words not capitalized
(Number of) pronouns 59 words not italicized
(Number of point) size type
(Name of) typeface
(Number of) words
(Number of) words capitalized
(Number of) words italicized
{(Number of) words not capitalized
(Number of) words not italicized

This schema was conceived

in March, 1966.

30
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Schema, 1966, as it appears in Ursula Meyer, Conceptual
Art, New York, 1972, pp. 128/9. (Original in Daled Collec-
tion, Brussels)

Using this or any arbitrary schema produces a large, finite permutation
of specific, discrete poems.



DAN GRAHAM: AN INTRODUCTION

Anne Rorimer

In a radio symposium held over a decade ago Dan
Graham said of his work, “I think I'mi interested in
fusing something in the present without documen-
tation... I wanted the things I did to occupy a par-
ticular place and be read in a particular present
time. The context is very important. I wanted my
pieces to be about place as in-formation which is
present.”’ Over the last fifteen years Graham has
succeeded in reinforming the art work by redefining
its traditional object status, achieved through his
engagement with a range of different media. While
Graham's first works, dating from 1965 through 1969,
mainly dealt with various forms of printed matter,
his work from 1969 to 1978 primarily involved per-
formance, film and video. In the last few years his
work has developed in yet other new ways and in-
cludes video installations, projections, and arehi-
tectural scale models. These recent projects and
proposals are discussed individually bv the artist
elsewhere in this catalogue. A consideration of the
multiple facets of Graham's previous and present ac-
tivity reveals the varied but censistent nature of his
artistic innovation.

The early works of Graham, executed between 1965
and 1969, offer an important prelude to the later
work for which he has become internationally
known. By the mid-1960's Graham had already
begun to question and to draw his own conclusions
from the innovative and still early work by artists
such as Carl Andre, Donald Judd, Dan Flavin, Robert
Morris, Richard Serra, Robert Smithson, Bruece
Nauman and Sol LeWitt? As director for a year dur-
ing 1964-65 of the Daniels Gallery which he founeded,
Graham came into direct contact with the then-
emerging Minimal art movement. Reflecting on his
early experience with the gallery Graham writes, "l
saw contradictions in both the work and in the gal-
lery structure I was part of. After the gallery closed, 1

began to make art which I felt could resolve some of

these contradictions through by-passing the gallery
structure altogether. My solution was to use the
pages of magazines.

Graham’s first works, including Scheme, 1965,
Schema, 1966, and Figurative, 1965, placed by him in

periodicals, took shape as reading material. Fach of

these works transformed the previous visual charac-
ter of the traditional art object, and, furthermore, lo-
cated the work within the framework of the
magazine instead of within a muscum or gallery

situation.

Scheme — as the Greek word for

“form”—takes its pyramidal shape from the system-

derived from
atic lavout down and across the page of sequentially
lavered and equally spaced numbers. The space of
the page and the printed numbers are inseparable
determinants of a piece whose structure is not ac-
countable to the artist's inter/invention. While
functioning similarly to Scheme within the confines
of a printed page, Schema is a columnar list which
describes its own published appearance—the total
number of adjectives in its makeup. for example, the
size of the printed area, the number of words, ete. A
self-referential inventory, this work is composed
both of an enumerative analysis of the printed
characters and of the characteristics which com-
prise its final form(at). Simply stated, “It is what it
is.”% Content and (conjtext coineide since the work
exists both on and as the given printed page. As
Graham has pointed out, in this work “There is no
representation (description) of an exterior reality
(place/time).”® And:

Because of the use of the magazine system as
support, the units (variants) of Schema generate
their meaning(s)/readingts)” from the overall
content of the specific magazine in which a var-
iant is published as well as from the immediate
surrounding pages. As variants are placed in a
different magazine at different stages in time,
the variants of Schemna additivelv comprise a
meaning which is never completetd) or abso-
lute ©

Figurative appeared in Harper's Bazaar in March
1968. three vears after its conception, on a page
otherwise devoted to advertising. A cash register re-
ceipt showing the prices paid for some forty-four
items, printed vertically down the center of the
page, endows this ironically entitled work with its
visual “figuration.” The list of figures representing
dollars and cents conforms to the limits of the size
of the page. As the figures of the total list are cut off
by the top and bottom of the page, they do not add
up or amount to anything; thev do not, that is, refer
to something other than themselves. The shopping
receipt should not, however, be mistakenly iden-
tified with the "found object”
mands that the object lifted from the non-art mate-

tradition, which de-

rial world Dbe read simply in terms of its indepen-
dent, aesthetic qualities. In this case, visual material
and its method of presentation are inextricably con-
nected so that the former cannot be isolated from
the latter.

The importance of Graham's magazine works lies
not merely in the relationship of the visual material
to the physical, printed page, but, just as signifi-
cantly, in the relationship ot the visual material to
the function or purpose of magazines in general. As
Graham observes:



Magazines have issues which appear at regular
time intervals. They assume a notion ol timeli-
ness which only has value as it is current, cach
successive issue deflining ‘new’ or ‘up-to-date” in
terms of the present moment. A magazine's
content continuously changes in order to reflect
present-day current events. Unlike art framed by
the muscum or gallery which is defined as
‘timeless,” ‘elernal,” the contents of magazines
reflect (possibly help to define) an unfolding
historical chronology as a series of incomplete
‘present-day’ intervals.”

The insertion of his work into periodicals alongside
regular magazine material presented Graham with
the means to refer within the content of the work (o
underlying factors concerned with exhibiting art to-
day. Discussing Figurative, which "deals with the
function of the magazine ad,” Graham maintains
that he:

...constructed this piece from several reversals.
If 'Pop’ Art took printed matter out of its
mass-media context and placed it in a gallery
context, in this piece the ‘art’ was displaced
back into the given, printed matter setting, so it
became defined in formal terms by only
magazine conventions. Also, a sales receipt
normally represents the end of the buying pro-
cess, while the advertisement is intended to
stimulate initial consumer desires to buy the
goods. Figurative occupied the usual position in
the magazine of the ad, but inverts its wish-
arousing imagery.®

Graham's understanding of the potential of the
printed page allowed for the creation of works on a
two-dimensional surface with temporal and spatial
“depth.” Side Effect/Common Drug, 1966, a
punctuated flat grid functioning almost like an “Op
Art” painting of the 1960’s, exhibits multiple in-
stances of cause and effect which can be mentally
grasped as one, overall spatial entity, while it neces-
sarily consolidates concrete information researched
by Graham, in the form of a chart which could find
social application in a certain kind of topical
magazine. Graham’s writing on Marshall McLuhan's
theory of printing clarifies his immediate concern
with the (printed) matter.

To quote Graham as he cites McLuhan is to under-
line two crucial points. First, “Just as print was the
first mass-produced thing, so it was the first uniform
and repeatable ‘commodity.’” Secondly, “(The) visual
homogenizing of experience in print culture and the
relegation of auditory and other sensuous complex-
ity to the background.. .(led (o) the reduction of ex-
perience to a single plane, the visual.”® In this re-
spect Graham's printed works could enter the art
system directly as full-fledged commodities in the

“form’’ of visual information rather than as works
which, in line with the usual sequence of events, are
plucked from the sysiem then to be reproduced as
magazine information.

In 1966-67 Graham carried the implications of these
magazine page works another step further. As he
has written:

Arl is a social sign. Magazines—all systems of
context in the the art system—also serve as part
of a social-economic (which in part determines
a psychological) framework. Each class of
magazine (Time, Life, Boy's Life, Sports Illus-
trated, Film Culture, Artforum) appears to cover
a defined field, its form assuming a category of
readership who are identified with the ‘line’ of
its advertisers whose ads support and uphold
the magazine's existence/'image.” Thus, the type
of material printed is meant to as closely iden-
tify its readers’ collective projections and beliefs
with the content. People read and identify with
a magazine a prefabricated system of belief and
buy (relate to the advertising) the product or
‘image’ it sells. My first (1965-66) 'conceptual’ art
used magazine space as its context without
being defined as a priori content (they in-
formed themselves specifically by their context
of placement and usage of place)... My next
group of pieces dealt with the consequences of
direct use of the ad system.'0

For a work entitled Detumescence, 1966, Graham at
various times placed an ad seeking a "‘Professional
Medical Writer” in the National Tattler and in sev-
eral other newspapers of a similar type. He later de-
scribed his rationale:

I had in mind a page, describing in clinical lan-
guage the typical emotional and physiological
aspects of post-climax in the sexual experience
of the human male. It was noted that no de-
scription exists anywhere in the literature, as it
is ‘anti-romantic.’” It may be culturally
suppressed—a structural ‘hole’ in the psycho-
sexual-social conditioning of behavior. I wanted
the 'piece’ to be, simply, this psycho-sexual-
social 'hole’-truncated on the page alone as
printed matter.'!

A visible omission, or societal oversight, here be-
comes the material which informs the work. The art-
ist’s "insight” fills a “gap” in the literature by adding
a new "dimension” through the medium of print.

Whereas Minimal art concerned itself purely with
the surrounding physical space, Graham's ads dealt
with its socio-economic base, a support less tangibly
visible, but just as much present as museum or gal-
lery walls. Work by Flavin or by LeWitt, for example,









and her breathing are distinct from the voice and
breathing of the performer, but after thirty minutes
the two become indistinguishable. Eventually the
sound of breathing allernates with the lax-relax syl-
lables. As Graham has observed: .

The audicnce may become involved in its own
breathing responses and thus locate the surface
of its involvement; its altention is somewhere
between ‘inside’” my breathing, its relation to the
girl’'s or its own breathing. It mav become hyp-
notically affected.’®

Graham's performance work, by diverse means
unique to each particular picce, relies on that space
between individuals which is controlled as much by
psvchological and social distance as it is by physical
circumstance. His instructions for Like, first per-
formed at the Nova Scotia College of Art and Design
in December 1971, further lays the groundwork for
his later, more complex pieces. In this work:

The performers have both been instructed to
convince the other (the ways in which) he is
like him (or her). This performance is continued
with a continual coming closer together, until
(perhaps as boundaries of self are rcached) this
is reversed.'®

Any form of verbal communication or visual gesture
may be used by the two performers toward the
realization of their task.

A slightly later work, Past Future Split Attention,
1972, develops from the verbal interaction hetween
two performers who already know each other. The
“two people who know each other are in the same
space. While one person predicts continuously the
other person’s behavior, the other person recounts
(by memory) the other’'s past behavior.”'7 Past
knowledge and present observation of each other,
with the future predictions of the one interceding to
influence the behavior of the other, contribute to the
outcome of the two performers’ spoken and be-
havioral interrelation so that the behavior of each
performer depends on and reflects the other’s past
or future behavior. Their interdependent reactions
constitute the “action’ of the performance, causing
past and future to be integrated within the im-
mediate present of the given presentation. Time is
not a theme but the means of establishing the fact
that the performance, by definition, coincides with
the viewer’s present viewing time span and has its
own unavoidable beginning, middle and end.

The performance as conceived by Graham radically
examined the distinction between the performance
taking place and the spectators who “follow" its
evolution. Along with a number of artists who
adopted the performance idiom in the late 1960’s

and ecarly 1970's and who literallv incorporated
themselves as physical beings into the “body of their
work,""® Graham structured a number of perfor-
mances around himself. He introduced, however, es-
sential innovative differences. Although he is the ex-
clusive performer in these works, he is not the ex-
clusive focal point, and although his physical pres-
ence is of utmost importance, the content of the
performance does not involve the presentation of
bodily movement for its own sake nor any attempt
at gestural expressionism.

Graham’s work deliberatelv re-evaluates the ac-
cepted, but unspoken, dividing line between per-
formance and external reality or between performer
and audience. Although he maintains the physical
division between the audience and the event, ap-
pearing on a stage "before” the viewers, Graham re-
defines the invisible boundarv historically separating
the spectator from the spectacle. Performer/
Audience/Mirror, 1977, clearly demonstrates
Graham’s reinterpretation of the conventional rela-
tionship between those who watch and what they
are watching. In this work, "a performer faces a sea-
ted audience. Behind the performer, covering the
back wall (parallel to the frontal view of the seated
audience), is a mirror reflecting the audience.”'® The
performance occurs in four temporal stages of ap-
proximately five minutes each. The performer begins
with a continuous uninterrupted description of his
own external movements and the attitudes con-
tributing to his behavior. During this period the au-
dience regards the performer while beholding itself
in the mirror. After this initial five minute period the
performer changes his monologue in order to de-
scribe his observations of the audience. When this
has been accomplished, the performer turns his
back on the audience to face the mirror and pro-
ceeds, once again, to describe his own gestures and
their motivation while he freelv moves about. During
this phase of the performance the performer and
the audience are facing in the same direction. In the
last stage of the work the performer, continuing with
his back to the audience, describes the people in
their seats while he looks at them from various
viewpoints in the mirror.

Performer/Audience/Mirror draws the audience into
the work without specifically eliciting its active par-
ticipation. By thus identifying the audience as inte-
gral to the subject matter of the performance,
Graham succeeds in reversing traditional audience
identification with the theatrical event, wherein the
audience mentally projects itself into the perfor-
mance. Viewer and viewed are shown to play equally
important roles in the total process of viewing.
Graham removes the unseen, but age-old barrier
separating the active process of seeing from the
scene, or what is seen. His performances are an
“act” of seeing of which the viewer is not only a



wilness but in which he is thoroughly implicated.
They pertain to their own being and contain no ref-
erence 1o a secondary reality oulside themselves.

The films produced by Graham between 1969 and
1974 are similarly self-referential. T'heir subject mat-
ter is the viewing of the viewing process, recognizs
ing, as thev do in every case, the existence of the
camera within the imagerv ol the work. The activily

of filming in Graham's work duplicales the activity of

seeing, since both are viewed as one within the
framework of the film. Graham's films, with one ex-
ception, necessitate the use of lwo cameras and re-
quire double projection on opposite walls.

The various steps laken by Graham in the creation
of his films clearly illustrate his purpose. Of the two
cameras employed in the color film Roll, 1970, one
rests on the ground within a performer’s visual field
while the other is held to the performer’s eye. As the
two cameras, parallel to each other, are filming, the
performer, holding his camera to his eye, rolls
slowly from left to right while continuously seeking
to center his viewfinder on the stationary camera
dpposite him. Seeing the bottom half of his body
protrude through the lower section of his framing
lens aids the performer in successively realigning his
camera with respect to the other camera’s lens.
Graham describes the imagery of the two films,
screened at eye level on parallel walls, as follows:

Observing the view from the first camera’s
body-feedback loop, the spectator sees a con-
tinuously rotating image. The body is subjec-
tively experienced as weightless. The view from
the second, ‘objective” camera shows the body
from outside as a weighted object orienting it-
self, but under the influence of gravity opposing
a stationary, parallel force pressing down upon
the body's muscular/skeletal frame 20

Body Press, 1970, in color, similarly utilizes two film-
ing cameras, each of a different size. Two performers
stand unclothed inside a mirrored cylinder, each
pressing a camera flush against his/her body. The
performers rotate the cameras around their respec-
tive bodies. They spiral the cameras slightly upward
at the same speed until the cameras reach eye level,
at which point they reverse the procedure, exchang-
ing the cameras when they are behind them and
facing the other person's body. The performers re-
peat this procedure until the film is completed. Fur-
thermore:

The camera’s angle of orientation/view of area
of mirror’s reflective image is determined by the
placement of the camera on the body contour
at a given moment. (The camera might be
pressed against the chest but such an upward
angle shows head and eyes.) To the spectator

10

the camera’s optical vantage is the skin. (An ex-
ception is when performer’s eyes are also seen
reflected or the cameras are seen filming the
other) The performer’s musculature is ‘seen’
pressing in to the surface of the body (pulling
inside out). At the same time, kinaesthetically,
the handling of the camera can be ‘felt,” by the
spectator, as surface tension—as the hidden
side of the camera presses and slides against
the skin it covers at a particular moment 2!

The viewer of these and other films by Graham ob-
scrves the reflexive interconnection between the
human eye, human body, camera eye and camera
body. Graham’s films disclose these complex facets
of vision which depend on the combined interaction
of optical and kinaesthetic mechanisms. The process
of making these films, moreover, cannot be disen-
gaged from their resulting content since Graham
visually integrates the means with the end, the film-
ing with the film.

A film, by definition, "detaches the viewer from
present reality and makes him a spectator,”?? al-
though in Graham's films, “the process of physiolog-
ical orientation—attention—of the performer(s) is
correlated to the spectator’s process of attention.”?3
Video, as opposed to film, "is a present-time
medium, 4 Graham has pointed out. Since 1970 the
medium of video has served Graham to aesthetic
advantage in a number of ways. Video (from the
Latin verb, "I see”) operates for him as a tool, allow-
ing a different kind of freedom from the preor-
dained, though redetined, structures of performance
or film. Video as used by Graham acts as a con-
ductor of images cither between one viewer and
another, between a viewer and his own after-image.
between one space and another, or between a com-
bination of all three. The monitor may convey inter-
nal and/or external sites or states of being, depend-
ing on the work, since video is able to mediate be-
tween one place and/or person and another.

For a series of video works conceived in 1974, televi-
sion cameras with monitors are installed in rooms
specifically constructed for or adaptable to the
needs of each particular piece. Present Continuous
Past(s) illustrates the basic principle of the seven
more complicated, but related Time Delay Rooms of
the same year. An interior space, 8 feet 10 inches
square, with a single doorway, provides a physical
enclosure for Present Continuous Past(s). This work
quite literally “takes place” within these confines,
subject to the presence of one or more viewers. Mir-
rors cover two adjacent walls, while a video camera
and monitor are set into the wall across from and
adjacent to the mirrors. The camera records the
space and any person in front of it as well as that
same occupied space as it is reflected in the mirror
opposite. The monitor plays back the taped informa-















consciously registers his awareness of the two sepa-
rately defined social spaces on either side of the
window. With the fusion of interior and exterior
contexts accomplished by the video image, the win-
dow as an illusory social barrier is shattered, al-
though as a literal, transparent divider it physically
remains intact, framing the inside/outside view in a
manner reminiscent of true Renaissance perspective.
The viewers of Picture Window Piece see how they
are being seen (what the house would see if it had
eves). The work as a whole revolves around the
viewer as he is viewed within a broader social
framework, represented in this work by the subur-
ban, ranch-style house.

When connected with architecture, Graham writes,
video serves “as window and mirror simultaneously
but subverts the effects and functions of both. 29
Video transmits what is/was present at a specified
time and place in coordination with or juxtaposition
to the spectator’'s immediately-perceived environ-
ment. As in Picture Window Piece so in Video Piece
for Two Glass Office Buildings, 1976, video confronts
the spectator with his own circumstance in refer-
ence to that of others. In this piece, two cameras/
monitors are placed back-to-back in two parallel of-
fice spaces located in facing, glass wall office build-
ings. They are placed in front of their respective
windows, screen side toward the inside observer.
Both offices contain a mirrored wall across from and
parallel to the window of the other office. The
monitor of one building relays an immediate view,
while the other produces an image based on a eight
second delay. The spectator, looking in either direc-
tion, in the mirror or out of the window into the
opposite room, can see “that room’s monitor-image

reflected on the wall’'s mirror which shows a view of

his room’'s mirror’s reflected image.3° The video-
mirror image, moreover, reflects the reflective/
transparent windows of the oppaosite building's ex-
terior as well as the occupants inside. The viewers
exchange and share identities from within virtually
identical, standard interior spaces and from behind
homogeneous walls. The spectator of the work,
therefore, is the subjective and objective viewer in
and of spaces housed within the larger societal
structure.

Graham’s recent video pieces bring a given societal
structure literally into view. They shed light on the
nature of the social fabric by reflecting and reflecting
on its own devices. The spectator of Two Shops Sell-
ing the Same Type of Goods, 1978-80, (p. 41) for
example, finds himself betwixt and between the so-
licitations of two separate window displays and
realizes that he is part of a more broadly based
marketing system since the items are up for sale,
not there for pure, unmitigated contemplation. The
video monitors cross-reference the one display with
the other, illustrating on the screen identical con-

tents framed within identical types of space. Be-
cause the physically separate, financially indepen-
dent spaces share the common ground of private
enterprise, the foundations upon which this work
rests are clearly economic as well as visual.

Video \iew of Suburbia in an Urban Atrium, 1979-80,
(p. 43) and [Ldge of the City, 1981, (p. 45) hinge on
“realities” of urban and suburban life. In these cur-
rent works video functions as a sign rather than as
mirror/window, alerting spectators to their present
context by paradoxically referring them elsewhere.
Graham predicates a proposed Citicorp building in-
stallation on a number of ironic reversals inherent in
the situation at hand. As is made clear in his dis-
cussion of this work, the atrium of the New York
Citicorp building, with a vast open central space,
proposes itself as a haven within the city, offering a
“breath of fresh air” from city drudgery, a place to
sit or picnic (while eating health foods sold in the
atrium’s food boutiques), surrounded by real, full-
sized potted trees which dominate the interior “de-
sign.” The visual atmosphere, reminiscent of the
chic suburban shopping mall, is far removed from
the original sylvan scene.

The projected video image of an average suburban
house intrudes on this indoor urban fantasy, where
a vision of the suburb has already infiltrated a decor,
for instance., which desires to connect the urban
interior with the rural out-of-doors. The insertion of
the monitors into the Citicorp context has double-
edged significance, considering the fact that tele-
vised information is principally associated with view-
ing inside the home environment. Here, at the
“core” of the city in a multi-purpose situation, the
Citicorp frequenter comes up against an image of
the exterior of a private home. Whereas Citicorp
brings the natural elements of the suburb into the
coneept of its interior design fabrication, the video
imports the view of an actual suburban home. The
video image showing a real house rings truer in this
case than does the artificial nature of the surround-
ings. The video as representation assumes an in-
dependent realitv within the framework of the given
environment.

Edge of the City, related to the Citicorp piece, de-
rives its meaning from its public setting—here the
Philadelphia train station where Graham installed
threc television monitors directly under signs saving
“Stairway to Suburban Trains” in the station con-
course. Like the signs with which they align, the
monitors, with the image of a car passing by a row
of new suburban houses, visually announce the des-
tination of the trains and of the viewers. The work,
set within a public station, and not within a tra-
ditional art environment, signals the viewer to “make
connections’ between the dichotomies and con-
tradictions of his present existence. The suburb,



which arose with the ninceteenth-century transfor-
mation of sociely from agrarian and rural to indus-
trial and urban, continues loday to arbitrale be-
tween the cily and the country. The work therefore
mediates between the cily and its buffer zone or
“edge,” between the inside of the station and the
outside of the suburban houses, and thereby “trans-
ports” the commuter/viewer from the interior of the
external, public world to the exterior of the private
home. In conjunction with the surrounding signage
and publicity, the monitors ambiguously posil
themselves as information and advertisement.

If Graham's recent video installalions may be inter-
preted as signs in/of the social reality and follow
from pieces which were mirrors/windows on it, re-
cent works in other media may be construed as
models of the same societal reality. Public Space/
Two Audiences, 1976, (p. 23) whose implications
Graham thoroughly describes, sets the precedent for
further innovative conclusions reached in works re-
sembling architecture. Originally conceived in con-
nection with the “Environmental Art” section of the
Venice Biennale, Public Space/Two Audiences re-
verses the established relationships of the work to
its container and of the viewer to the art work. This
work, a rectangular, closed-off room entered by one
of two doors, is divided in half by soundproof glass
with a mirror at one end. Like the earlier video
rooms, it must be entered to be seen. Similarly, the
work does not exist without the visitors who at once
observe and take part in the various manifestations
of social division and cohesion occasioned by the
transparent glass divider. As Graham explains:

The 'art work’ placed on display by my 'cnvi-
ronment’ was the architectural container, as its
own material structure; at the same time it was
also designed to be a display container for the
viewers inside, observing themselves, the con-
tainer's structure and the effects the specific
materials had on their perceptions.3'

In short, the work’s container, its viewers and its
material construction, traditionally three separate
entites, are inseparably fused.

Public Space/Two Audiences transcends the con-
cerns of a purely perceptual environment in two
significant ways—by the fact that the perceiver is
also the perceived and because the work reproduces
the psychological responses of a social body to “the
materials and structure of the space.’32 ‘As Mark
Francis proposes in connection with this work:

These two rooms divide people from each other
in the way that glass showcase windows sepa-
rate the consumer from the goods inside a
shop, while at the same time projecting his/her
reflection onto the goods. Thus a consciousness
of loss is established (the loss of access to the
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conditions of material production) at the same
time as the projection of desire. It is not dif-
ficult to see the analogy which can be made
here with the way personal relationships are es-
tablished and reinforced by processes of sociali-

salion 33

wvilion/Sculplure for Argonne, 1978-81, (p. 27) and
Two Adjacent Pavilions, 1978, (p. 31) comparable
wilth the Venice Biennale work, presuppose that
“both glass and light (separately or conjointly) en-
force social divisions.””3% Although Graham has
applied the principal ideas of Public Space/Two Au-
diences 1o lhese two pieces, he answers in addition
the question raised by sculpture "in the round.” His
solution the problems posed by outdoor
sculpture in terms of his own aesthetic thinking
gives these works, on several scores, their double-
sided meaning. The most apparent feature of these
works is their reversible nature. They are conceived
for public occupancy and are to be experienced
equally from within and from without. Depending
on the lighting conditions at given times, their
internal and external sides are either transparent,
translucent, reflective or opaque.

to

The architectural associations connected with these
outdoor works is critical to an understanding of
their total meaning. They are “both socially
functional, empty pavilion space,” Graham insists,
“and ‘site specific’ sculptures.”® Graham's use of
transparent reflective glass and aluminum or steel,
furthermore, connects these works with the glass
skyscraper tradition, alluding at the same time to
the materials of Minimal art. In Graham's words:

Architecturally, they relate to a tradition which,
beginning with Laugier's ‘elemental rustic hut,’
includes the rococo pavilion and the gazebo,
and also today’s urban bus shelters. They place
the material and forms of the modern city envi-
ronment, glass and mirror office buildings, in a
naturalistic and utopian setting.®®

While superficially resembling Minimal art struc-
tures, the pavilions extend their own frame of refer-
ence beyond their material form, being "psychologi-
cally and socially self-reflective,®7 as well as literally
s0. These works are “microcosms of the architecture
of the city as a whole,”?® according to Graham, but
have been reabsorbed into the natural environment
from which the city and its architecture have be-
come estranged.

Implicit relationships between essential form and
architectural function become explicit in Clinic for a
Suburban Site, 1978, (p. 33) Alteration to a Subur-
ban House, 1978, (p. 35) and Cinema, 1981, (p. 47
works which take the literal shape of architectural
models. Graham thus explains the logic of their



evolution from the Venice Biennale work:

If a window admitting an exterior view replaces
the the
containment is broken;

white wall, work's formal  self-
it might be considered
architecture. If the contained space with win-
dow were removed and re-sited in a speeifice,
non-art environment, it would take on an iden-
litv as a specific kind of functioning building 39
The scale models represent, first and foremost, a
particular architectural experience in which a spec-
tator may imaginatively take part while seeing him-
self reflected in the mirrors within each of the
works. Exhibited at eve level, they are to be read by
the spectator as if in actuality he were the subject of
the clinic, house or cinema.
of each model gives

The architectural style
a generalized appearance as
opposed to one of having been designed by an indi-
vidual architect. Graham has appropriated relevant
architectural attributes from the tradition of “high”
architecture, such as that of the “glass box,” open to
nature, and referred to in the model of the clinic,
but at the same time he has utilized the vernacular
codes of the stereotvped home, found in the subur-
ban house model.

The models replicate the wayv in which architecture
functions in, and stands for, contemporary society.

PICTURE WINDOW’

As such, they are intended as realistic metaphors,
not only as architectural renditions per se. Clinic for
a Suburban Site, for example, reflects the alienation
created by the glass partition between the waiting
and consultation rooms. The back wall mirror of the
clinic registering the sky outside gives the impres-
sion of wall paper instead of providing a direct ac-
cess lo nature, as a tvpical building of this kind
should do. Alteration 10 a Suburban House “looks
into” the facade of a standard middle-class house,
examining it by removal. Graham has replaced the
sacred picture window-the sign of stabilitv which
the house projects into the street—with the bare
facts of what is there. Referential commentary on
the surrounding community emploved in a visual,
even whimsical manner by architects such
Michael Graves, Frank Gehry or Robert Venturi, as
Graham points out, here becomes a literally incisive
comment, made by the negation of commonly re-
spected lines of property division and definitions of
privacy. By opening the established soecial divisions
of space to question in a direct and matter-of-fact
manner, the models challenge and reveal the mean-
ing of accepted notions of architectural and social
function.

das

Firmly founded in architectural realitv. however im-
practical to build, Graham's models analyze existing
soeial reality through their concrete manifestation of
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it. Avoiding categorization as cither one or the other,
they are hybrids of architecture and art. They do not
answer to the description of architectural models as
such, shown commercially as art, nor can thev be
identified as sculpture bearing architectural {l‘ill)'
pings, although they decidedly engender compari-
son with both these recent trends.

The models result from a logical process of artistic
development which begins with carlv photographic
work by Graham and continues to the present with
the video installations which, materializing outside
of the traditional exhibition
framed by. cxisting urban
tecturc. Homes for America, 1966—67, a work taking
the form(at) of an illustrated magazine article in the
December/January issue of Arts Magazine, marks an
important early precedent for the models. The
photodocumentation of industrial housing units, as
Benjamin Buchloh notes in a thorough analvsis of
this piece, "reflects in an obviouslv ironic and am-
biguous manner the formal and sivlistic principles
of minimal sculpture.”® This work proceeds from
where Minimal art leaves off to investigate the
“larger, predetermined synthetic order™*! accounting
for the visual aspect of the urban landscape. The
article/work consists of Graham's verbal and photo-
graphic descriptive commentary on the possible var-
iations which otherwise uniform tract housing dis-

space, frame, and are
and suburban archi-

plavs. The demonstration of the permutations which
the housing units can assume provides the basic
content of the work. However, Graham penetrates
beneath the objective qualities of form and color to
point out the underlying “overtones,” or shades of
subjective meaning, attached through suggestive
terminology to different types of spatial plan or
color choice offered to prospective buyers. Homes
for America subverts the essential principles of Min-

imal art, despite ironic reference to its use of

modular, repeated units. Unlike its Minimal prede-
cessors, the work has standing outside of the physi-
cal confines of the presupposed art viewing space

and derives its visual form, not from the dictates of

the physical space, but instead from the existing ar-
chitectural reality conditioned by the industrial so-
ciety at large.

The models, in their capacity as three-dimensional
representations of an exlerior social reality, re-enter
the pre-established art context as specific buildings
which might, however, function sclf-sufficiently out-
side of the physically defined enclave of the artview-
ing space. Graham incorporates the realities of the
broader social context-recognizing its facades and
fictions—into the content of his art by circumventing
the traditional art exhibition confines. His acknowl-
edgement of the social dimension of art has enabled
him to conceive works which totally redefine the
previous unquestioned relationship between viewer
and object, fusing interior and exlerior, container

and contained, perceiver and perceived. Over a pe-
riod of a4 decade and a half he has consistently
sought 1o free the art object from the formal and
material delimitations separating it from society and
spectator. He has achieved this in a radical and
unique manner in cach phase of his carcer with
works that cannot be disassociated from the pres-
ence of the viewer or the process of viewing or
which cannot be disengaged from the pre-existing
realities of the contemporary social environment.
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Public Space/Two Audiences 1976

Public Space/Two Audiences was onc of a number of
individual room-environments enclosed within a
large building housing an elaborate thematic cxhibi-
tion at the Venice Biennale, 1976, under the title
“Ambiente,” organized by Germano Celant. Just as
the Venice Biennale functions metaphorically as a
showcase for recent trends in art, each of the sepa-
rate rooms of “Ambiente” serves as a showcase dis-
playing characteristic works of separate artists (each
of the artists having his “own” room). At the same
time there is the presumption that all the individual
rooms collectively represent a larger, socially rele-
vant, unifying point of view: “Ambiente” (i.e., “The
Environment,” environmental concerns).

Public Space/Two Audiences effects an inversion: the
spectators, instead of contemplating an art produc-
tion [products produced for the art market) encased
within the room-environment (the architectural en-
closure), are themselves placed on display by the
container’s structure and materials; similarly, the
social and psychological effect of the pavilion’s ma-
terial construction, in contradiction to its presumed
“neutrality,” becomes apparent.

The supposed (artistic and formal) neutrality of the
materials employed (thermopane, glass and mirror)
is contaminated by their social connotations if they
would have been used in the real world. “Utopian,”
idealized post-Bauhaus architecture and ““Minimal
Art” both would reduce the spectator’s perception
of materials to the self-referring relation of the mate-
rial elements of construction to a primal or logical
elementalness, just as the structure is formally self-
deductive. The art object/architectural form is re-
duced to a state of its materiality/abstract ex-
pressiveness alone; it is presumed to have no other
connotation. But materials also function as social
signs; the way that materials are employed effects a
person’s or a group’s social perspective (social real-
ity). For example, the glass partition in the customs
area of many international airports is acoustically
sealed, insulating permissible residents of the coun-
try from those arriving passengers technically in
limbo until they clear customs. Another example is
the use of hermetically sealed glass in the maternity
ward’s nursery in some hospitals, designed to sepa-
rate the observing father from his newly-born child.
In this instance, the institution, having separated the
child from its mother, now, in the interests of public
health, claims rights to its body from the “natural”
father, who is initially allowed (as compensation)
only a visual relation.

Public Space/Two Audiences functions doubly: at
first glance, and especially when experienced by a
lone observer in the space, it appears to read as
conventional ‘‘Minimal Art,” room-size, or as a
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post-Mies exhibition pavilion; its 'successas art is
closely related to the “beauty” (ie. the formal use of)
the materials. Second, experienced with other
people present, over a period of time, the first read-
ing is increasinglv contradicted—the materials and
structure of the space are experienced as controllers
of psychological and social behavior.

Psychologically, for an audience, the glass divider
represents a visual window showing (objectifving)
the other audiences’ behavior (so that the observed,
second audience becomes, by analogy, a “mirror” of
the outward behavior of the audience observing); at
the same time the mirror at the end of one space
allows the observing audience to view itself as a un-
ified body (engaged in looking at the other audi-
ence). A similiar situation, but reversed, exists for the
second audience. For initially both audiences look
for objective confirmation of their respective subjec-
tively experienced social situations. The spectators
of one audience tend to see the other objectively,
while their own subjectivity seems insulated from
the subjective experience of the opposite audience.
Normally neither observed nor observer on opposite
sides of glass can be part of the other group’s inter-
subjective framework. But here, while the glass parti-
tion on one hand places a distance between oppos-
ing spectators, on the other hand, the co-presence
on the mirror of the two groups' bodies and the
visual image of their process of looking make for an
extreme visual inter-subjective intimacy.

The complexity of this relation of the spectators to
their image, and to the image of the Other (recip-
rocal speclators), is a product ot/is echoed in the re-
lation of the material properties of mirror and
glass.* Because glass as a material is itself mirror-
reflective, observers in the room distant from the
mirror, looking in the direction of the mirror
through the glass divider, see a double reflection of
their image, first in the glass and then, smaller in
size but more distinct, in the mirror. From within
the other room (with the mirror) an observer looking
towards the glass and at the other space’s opposite
white wall, will see partially reflected on the glass's
surface a faint projection of the space of both rooms
... this image being reflected from the mirror’s sur-
face to illusionistically fill in the blank wall surface
behind the glass.

Because of the placing of the mirror at only one end
of the space, the two audiences’ perceptual situa-
tions differ; this affects the relative behavior patterns
of these two groups. In fact, the behavior of one
does not mirror that of the other (although to a
group on one side the opposing group will stil ap-
pear to them as a “mirror” of their own situation.)

*This situation is comparable to being trapped in a
crowded elevator; after a time the people present come to
develop a shared verbal self-awareness and, in time, begin
to sense a common group ideutity.
























Two Adjacent Pavilions [97

The pavilions can be viewed either as sculpture or
as architecture. Each slructure can be entered
through doors which close from the inside.

Each interior and exterior surface of the twin struc-
tures is coated with two-way mirror reflective glass.
Because of the properties of the mirror coating, the
particular side, interior or exterior, which receives
more light is reflective, and the side which receives
less light is transparent.

One pavilion has a transparent glass ceiling, while
the other has an opaque ceiling blocking the sun-
light. During daylight hours the opaque ceiling does
not allow overhead sunlight to illuminate the pavil-
ion. As its interior is dark relative to the exterior,
people outside looking at the pavilion cannot sece its
interior; they see a mirror image of themselves in
the reflected exterior environment. In contrast, the
pavilion with the transparent ceiling allows over-
head sunlight to fall directly upon its interior walls.
Thus, when there are no clouds and the sun is
overhead, the interior becomes brighter and its walls
reflective. The exterior walls in this case become
transparent. People outside can see inside, while
people inside can see only a reflection of themselves
and the interior space. When there is no direct sun-
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light, at dusk, dawn, or on cloudy davs, the interior
and exterior walls of cach pavilion are equally
transparent and reflective. During a normal day, due
o the changing cloud cover, there is a continually
shifting relationship between interior/exterior and
transparency/reflectivity in both pavilions.












Alteration to a Suburban House 1978

The entire facade of a tvpical suburban house has
been removed and replaced by a full sheet of trans-
parent glass. Midway back and parallel to the front
glass facade, a mirror divides the house into two
areas. The front section is revealed to the public,
while the rear, private section is not disclosed. The
mirror as it faces the glass facade and the street, re-
flects not only the house’s interior, but the street
and the environment outside the housc. The re-
flected images of the facades of the two houses op-
posite the cut-away “fill in” the missing facade.

The glass facade reveals the interior living quarters
and displays it like a show window. The interior
mirror shows the external observer as well, placed
in his outdoor environment, seen within the mirror,
perceiving. One could also see the cut-away facade
as a metaphoric billboard, but one depicting a non-
illusionistic view: a cut-away view of a family in their
house surrounded by greenery and other houses in
the background. But unlike a billboard, the outside
spectator observes the actual space in the house
behind the picture plane as well as the actual space
he is in.

In the normal suburban house, the delimited view
that an outside observer has of the interior of the
house through its front window is arranged to give a
picture of conventionally accepted normalcy. Where
the facade of the suburban house, through nostalgic
and conventional signs and symbols, expresses the
individual home-owner’s identity, Alteration to a
Suburban House, by substituting the actual in place
of the conventional sign, strips the house of its
community-defined "personal” identity.

The house can be read alternatively as art or as ar-
chitecture. In the context of its residential surround-
ings, it might be read simply as an eccentric, “do-
it-yourself” home modification. It could also be seen
as a work of “high” architecture in the modern
idiom. There is a relation to houses built by archi-
tects such as Michael Graves, Robert Venturi, or
Frank Gehry. Venturi's houses often inflect toward
details of surrounding, already existing vernacular
architecture and incorporate into their compositions
the signs and symbolism of these nearby buildings.
Rather than mere semiotic allusion to surrounding
vernacular architecture, Alteration to a Suburban
House literally reflects the facades of the houses op-
posite. This work, like works by Graves or Gehry.
takes away a section of the facade of an already
existing vernacular-style house in order to reveal its
social, archetypal qualities. Rather than building a
novel form, it simply exposes the underlying mate-
rial to reveal what is already there. The difference
between Alteration to a Suburban House and “high”
architecture is that while these architccts’ works de-

construct an existing vernacular house or take the
existence of surrounding vernacular meaning into
their compositions, their works do not disturb exist-
ing public and private codes. Their works do not al-
ter, decompose, disquict, or affect the surrounding
environment.

Alteration to a Suburban House relates 1o the “glass
houses” of Mies van der Rohe and Philip Johnson,
set in isolated, private, wooded estates. Four-sided
glass forms, these houses are derived from the glass
office building of the city. Nature is seen on all sides
and, in the optical merger of its image with the re-
flections of the interior space on the glass curtain
wall, interior and exterior are made identical. In-
stead of a dialectical opposition between Nature,
man-made architectural form and life-style, the glass
building combines these into a "utopian” language
of pure transcendental materiality. Because these
houses are on private estates, they are not meant to
be seen by the community from the outside, and
thus the question of the position of the building in
the community, or of viewing by an outside spec-
tator is not considered. These houses are seen the
way a connoisseur examines a work of art. The use
of a mirror in Alteration to a Suburban House arbit-
rarily separates private space, made more mysterious,
from the full visible front areas. The traditional dis-
position of the family space is altered. The mirror's
reflection also exposes the house’s relation to the
social environment, revealing the position of the
spectator’s gaze.












Projections on a Gallery Window 1979

This work, installed in January 1979 in the front
window of Franklin Furnace, an alternative exhibi-
tion space, consisted of a series of color slides proj-
ected sequentially from inside the gallery onto an
opaque screen covering the lower half of the win-
dow. A new slide appeared everv 15 seconds and
these could be seen from both inside and outside
the gallerv. All of the slides showed images of art
exhibitions on view at the same time in art spaces in
the vicinity of Franklin Furnace. All views were taken
with a wide-angle lens, from the same perspective,
with a camera positioned at the center point of the
particular gallerv’s fourth wall which is not visible
and usually the entrance or front window. The cam-
era’s view was a Renaissance perspective of the
other three walls of the exhibition space, corre-
sponding to the view which a spectator outside of
the Furnace's front window would have if the proj-
ected images were not obscuring the view. As the
opaque projection screen does not block the top of
the window, the ceiling of Franklin Furnace's space
was visible from outside.

Seen from the inside of the Franklin Furnace space,
the slides must be considered in relation to the
other art on view inside the gallerv. (Projections On
a Gallery Window was exhibited simultaneously with
an exhibition by another artist in the Furnace gal-
lery.)

Projections On a Gallery Window, viewed from the
street outside the gallery, represents the prespective
a viewer would normally have had of the Furnace
exhibition space, except that the images are of other
exhibition spaces. Where the outside viewer would
have projected himself into the show scen behind
the window, the projected slides of other spaces
block the view of the actual interior space behind
the window. They refer to all other gallery shows
existing simultaneously and represent not the spe-
cific Furnace space, but the gallerv space as such.
This is in distinction to conventional modern art,
whose content is inseparable from the gallery space
and the spectator’s present perceptions and which
reduces itself to the perceptual or conceptual terms
of itself as place. The projected slides, instead, al-
lude to themselves as representations, connected to
a chain of other representations in society bevond
the immediate spatial context.

The slides could refer to the commercial world of

street signs and advertisements, as well as to the
Franklin Furnace window. They could be scen as
advertisements for other art shows. Or, if the viewer
has already seen some of the particular sh()ws,-lhf':
photographs give him another, more “objective
perspective. The transparencies could relate to the
conventions of photographic reproduction ol art
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shows with reviews in art magazines after the ter-
mination of an exhibition. These photographs and
reviews are the conventionalized, definitive repre-
sentation of the exhibitions. The format and conven-
tional perspective of the “installation shot,” as well
as its imagery, relates iconographically 1o the tra-
ditional 17th and 18th century Flemish and Italian
paintings which have the art gallery as subject.

As the davlight diminishes, the window's exterior,
due to the properties of glass, becomes a screen
upon which a partial mirror-image of the surround-
ing buildings, including their windows and ifllumi-
nated interiors, are superimposed onto the slide im-
ages of various galleries’ interiors from the surround-
ing neighborhood. While art works hung in the
interior art gallerv are displaved by means of consis-
tent illumination which ensures the neutrality of the
art by ensuring the invariability of the architectural
background, these projected images, seen either
from within the gallerv, or from the steet outside the
gallerv, are affected by the constantly altering ex-
terior light conditions.






video Project for Two Shops Selling the Same
Type of Goods 1978-80

Just inside or just outside the lower left or lower
right side of a commericial store window is placed a
video monitor which displayvs on a continuous tape
loop a color image of the full show window displayv
of another shop in the same city selling, and dis-
playing in its window, the same type of goods.

For an exhibition at P.S.1, in New York in December
1980, a color video image of a Honda motorcycle
show room window on East 14th Street was placed
in the show display window of a Moped store on
East 21st Street.

VIDEO PROJECT FORP TwO SHOPS
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Video View of Suburbia in an Urban Atrium
1979-80

In the atrium of the Citicorp building, an enclosed
public space in the center of New York City, a con-
tinuously repeating film sequence is seen on several
video monitors. The casual viewer sees a house and
its landscaped suburban setting. This sequence
might suggest a real estate advertisement or video-
tapes made of houses for sale by real estate agents.
Instead of the viewer in a private home interior see-
ing a view of public life in the city (while safely en-
sconsed within his home), a public viewer iﬁ the
center of the city sees a television image of the ex-
terior of a suburban house.”

The interior atrium of the Citicorp building is a
patio-like seating area surrounded by various con-
cessions selling coffee, desserts and health salads.
Real trees used with high-tech and breeze-way sub-
urban design—green and white metal open-work
chairs, green lettering on shop windows and the
trees and earth—connote the “ecological.” Some-
thing of a “vest-pocket” urban park in a high-rise of-
fice building, Citicorp’s atrium suggests suburban
arcadia in the midst of the city. If the artium's de-
sign represents an urban fantasy of the picturesque
brought to the city center, the image on the
monitors represents the actual suburb on the edge
of the city.**

The image of suburban ““Nature” links itself to other
representations of “Nature,”
seek to naturalize the city as an environment and
“smooth over” contradictions between city and
country. The metaphor of "Nature” in the urban
order is an ideological rationalization, which conce-
als the contradictions between the city and the
countryside. Advertisements for products derived
from the exploitation of natural resources, often will
equate the product with an idealized and nostalgic
image of “the natual.” (Cigarettes are equated with
springtime or rugged, western environments, al-
though it is known that they actually are unhealthy
for both consumer and environment) In “buying”
the image of the product, we are being sold a false
idealization of nature, and made to forget that the

representations which

*The architect Leon Krier writes about the historical
emergence of the modern suburb in relation to urban
conditions of the 19th century: “The very concentra-
tion of people in the citics, which was a eonditio sine
gua non, for the industrial production repre-
sented. .. (a) threat... The technical answer to the
political explosiveness of the 19th century city. . con-
sisted in widespread suburban settlements. . iwhich
led to) the dissolution of the political explosiveness of
the traditional working-class districts into the cver-
green peace of suburbia.” (From “The Blind Spot,”
Architectural Design Profile, No. 121978
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product’s manufacture exploits nature.  The inser-

tion of "Nature,” in the form of advertising or design
conceals the cconomic

contradictions between
urban reality and nature (which the city must ex-
ploit for its survival ) "Nature,” having been ideologi-
cally de-naturalized, is returned, in the world of the
commercial or package design, in place of nature’s
actual relation to the city. There the representations
of advertising romantically equate the “natural”
product with the “unspoiled paradise of Nature,” as
opposed 1o the “corrupt, non-natural”’ city.

The Citicorp building’s interior public atrium was
intended to be the location for a series of video in-
stallations organized bv Barbara London of the
Museum of Modern Art. Although the show never
materialized, my project was temporarily installed
and filmed in August 1980 bv Ernst Mitzka for Ger-
man television in connection with the Westkunst
exhibition, held in Cologne, Germany in 1981.

The Citicorp work was adapted from an earlier, un-
realized project proposed in 1979 for an exterior ar-
cade in Liverpool, England where a single video
monitor to have been
monumental base.

was mounted on a

“Television comes into existence after the settlement
of suburbia and relocation of the working-class, who
now work in the city by dav and commute to their
suburban homes at night. The working-class family
changed into a small, nuclear unit which must be
willing to pack up its belongings and move to
another location rapidlv as work conditions required
greater mobility. The TV set, like the car and other
modern appliances, was designed to be transporta-
ble. Products now were built to allow the worker/
consumer to plug in quickly to whatever location he
might find himself in. An explanation for the form
that television historically took, that of a centrally
controlled transmission sent to the passive home
viewer on a privately owned TV set, is that television
first came into being as a commodity item which had
to be made cheaply to achieve & mass market and be
transportable as the family moved from residence to
residence. Further, the passive. one-way nature of
bhroadcast TV transmission provided non-involving
entertainment ike the movies, except at homel re-
moved from the pressure of daily work-time. Because
of the pressures of a more technically organized
worklife, the private area of tamily and home became
retreats for the worker on his "time off 7 Television
programming allowed the person in his private space
10 feel connected to the larger. public world, but free
ol its demands. sheltered in the comforts of his

home-lite.






Edge of the City 1981

This work was a video and sound installation in the
suburban Commuter Concourse of the 30th Strect
Station in Philadelphia, part of the Strecr Sites ex-
hibition, organized by the Institute of Contemporary
Art, Philadelphia.

An image of the suburbs, where the train commut-
ers are going {or have come from), was placed in the
main city train station. Three video monitors
mounted at eve-level in high, rectangular wood
bases, were placed in alignment with existing col-
umns in the center of the concourse's central cor-
ridor. Each monitor was positioned below one of the
three overhead signs. reading "STAIRWAY TO SUB-
URBAN TRAIN" which were parallel to three stair-
ways (A, B, C) leading up to the railroad platforms.
The video screens showed advertisement-like images
of suburban homes. The images moved across the
screen in a direction parallel to that of the trains,
but facing the approaching commuter.

The sequence depicted on the monitors was a
one-minute long, but continuously repeating loop,
extracted from a film dealing with my work.” It was
a hallucinatorv. slow, travelling shot of a row of
newly built and newly occupied suburban houses
taken with a camera mounted on the hood of a

STAIRS TO TRAINS

VIDEO DECK ON REPEAT

0, ———
CLOSET

STAIRS TO TRAINS

moving car. A sound track by Glenn Branca with a
lush, gliding, "pseudo-pastoral” feeling suggested
the Tanguor of the suburban, “countrified” landscape
seen through a car window,

This work related to the installation in the New York
Citicorp building, Video View of Suburbia In an
Urban Atrium, 1979-80.

“From an eight-minute film commissioned by German
television and Westkunst, directed by finst Mitzka and
filmed by Michael Oblowitz and Michael Shamberg
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others in the audience. Outside, the pyschological
position of the spectator also reverses for he is now
able to look through the window, himself unseen.
Awareness of his body and his environment is lost.
His position as voyeur becomes akin to that of the
movie audience the previous moment.

BAUHAUS PARADIGM

This cinema project relates to, but inverts,
Bauhaus-period architectural conventions. It can be
compared to the Handelsblad Cineac by Johannes
Duiker (1934, Amsterdam) which is also sited on a
corner with various levels of corner glass cutaway
exposures. A cantilevered section of curved glass
above the street-front corner and entrance-lobby ex-
poses the function/mechanism of the projection
room to observers on the street below. One level up,
a rectilinear glass cut-out exposes to street view the
audience on the balcony level. An heroic, elevated,
billboard-like sign stands on top of the Construc-
tivist scaffolding on the roof. By stripping away the
architectural facade to reveal the “machine as
medium’ (Walter Gropius), the literal technology
which produces the illusion is exposed, in order to
demystify it. The public observing from the street is
placed, not in front of the illusion, but behind the
equipment which produces it. Revealing the techni-
cal, man-operated mechanism of the cinema’s pro-
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duction gives the man-in-the-street visual access to
the means of production of aesthetic experience by
presenting its technical realization on an everyday
level of labor.

In my cinema project it is the screen, instead of the
machine, and the system of voyeuristic identifica-
tions which is exposed. It is assumed that the
cinema is prototypical of all other perspective sys-
tems which work to produce a social subject
through manipulating the subject’s imaginary iden-
tifications. Duiker's building involves a one-way
perspective whereby the outside spectator, like a
scientist, looks objectivelyv at the machine to analyse
the effect. In the cinema all looks are two-way and
inter-subjective for it is difficult to separate the op-
tics of the materials of the architecture from the
psvchological identifications constructed by the
film images. The psychological circuit of inter-
subjective looks and identifications is echoed in and
is a product of the material properties of the archi-
tectural materials, whose optical functioning derives
from the properties of the two-wav mirror glass. My
cinema, like “the cinema,” is a perceptual “machine.”
But unlike the cinema which must conceal from the

spectators their own looks and projections, the ar-
chitecture here allows inside and outside spectators
to perceive their positions, projections, bodies and
identifications. Topologically, an optical “skin,” both

reflective and transparent inside and outside,
functions simultaneously as a screen for the film's
projection, dialectically seen in the outside envi-
ronment as well as in the normal cinema context as
a point of transfer for the gazes of the inner and
outer spectators in relation to each other and the
film image.

Another inversion of Duiker’s Bauhaus cinema is
that the overhead signage has been lowered to street
level eye-view. The outside screen is similar to the
preview monitor of a film today, often placed just
outside the entranceway and replaced here with the
silent, reverse image of the actual film from the
movie house simultaneously playing inside.




Dan Graham was born in Urbana, lllinois on March
31, 1942 and lives in New York City.
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