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. A'new art, bearing ‘the label "Body Art" has emerged during’

the past decade along with'a new, ~pos'c-fo;:m:a.list 'esthe{:ic. )
o 3 mis thesis éxplofeé the characj;'eris;&és of /that_esthetic,
, 4 . . a
, particdlarly its departure from the oni'q{:e',ar,t object in using space
L and time systems that; mako new dem'a;lds; on" the spectator.

\

The particular
character of the phdtograpﬁic image, the prime vehi.clvg by. which body-

‘s

. works are communicated, is also explored.

e ’ - The essential intentions and sensibilities manifested by
N . . A o L. v
. bodyworks are identified as being founded on either an empirical or an
4 . . . ‘
N ontological approach, while a third category of works is tied to the .
emergence of a neo-Romantic search for the integrated self.
N ‘The emerging concensus amoeng art educators, that a new,
, | e e ST :

— - . humanisticart program‘\xs neg,‘:led to parallel the emergence of the post-

’ ' formahst esthetjc is described, and certain terms and. concepts leading
K
- toward pertment dlscussmn of the new art formj are proposed =
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INTRODUCTION .

T \' Ch 1, ' CA\~ u
] Y <A nevgart has emerged during the past decade, bearing the e

PR '. 1§bel "Body Art" 1n North Amerﬁ. and "Art de comportement'’ - art of

behavior -.in Europe. Reacting first to the public nature of its often

[o

outrageous activities, most early observers of the new phenomenon

decided that a Dadaist révival was taking.place and dismissed it as a

¥

perishable, marginal movement. ~ 8
Later (around 1972%, as p{xblicati'on.s such as arTitudes,
| Flash Art, H/eﬁte’jl(unst‘and Avalanche began to report.on bodyworks in

™~
depth and {13 first thematic museum shows were organized (most notably

visual appearance a "movement .'"

Body Art's p‘erimefor.s are wide. At-one extremit} they touch
on the field of "*pure" photography, especially the k1nd of photography
that is sequentral (Muybndge, Marey) or where the intention is to

catalogue .social or morphological types (Sander, Rucha, the Bechers).

At the other extremity, bodyworks fade into the realm of theater.

The'
closest one can come to a definition is.to- generolize that_ Body Art is(
any form, of vlisual‘ekpression thz;?:\"uti'l‘izes t'hexartis;t's body as tool ° T
or support. ‘ ', ’ e S
. ) - On a phy51ca1 level, Body Art annihilates the boundaries that
. LN
‘ traditionally separate the\sspace pccupied and defined by the unique_ . / )




a1‘It object from the space’ oqcuﬁied by _the spectator.

.

This is a < ‘
characteristic bodyworks share with all post-formalist works of artt. \ :

But the bbdyw\ork possess‘és anoﬂier kind of contiguity ’as'

1
~ .

weil: it destroys mental boundanes by presentmg its subject in a

spatlal and temporal contlnuum that seéms to ex1st in the ‘here and now

- in which the spectator li:\ves,'. The body rema,ips cleérly that' of the

artist rather than of some invented, surrogate-character. This sparks

a new kind of empathy between artist and épectator, a relationship that

[

can be exceedingly, disconcertingiyvvisceral.

My interest in bodyworks is at once personal and professional.
As someone who went to art school durlng the 1960’5, I knew that no

matter how alluring Abstract Express:.onlsm was, it was a method that

[

had exhausted its iconic potentialv. My fellow stfudents and I painted

our mosWings (or sg we beljeved, at any rate), but in ‘1
! ) - b
the end they always came out 1looking like DeKooning's feelings, or

Bacon's or Hofmann's. And for those who dontinued to believe that art

\ -

* should mirror emotion, or at least an individual"s world view, the
Minimalists' unreferential ob:f eét-makihg.or the increasingly.dry data-
collectmg of the Conceptualists seemed even less promising. Yet, (

anything outs1de those concerns_ seemed regress:wely "11terary "

Body Art interests me msofar as: it has e~ 1ntrduced
‘ affective content to’ visual art And post formaht 3
seems of crucial concern because it has allowed th
v;:ture into areas of ref ence that .used to _be the

k3 d !
of fxlms, 11terature psychology, pﬁlosophy and so on.
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f .In Chapter VI of this the* *bn\fly describe how thé

t

i
development of post- formallsm dunng theses past ten years has been %

» . .
parallel@l by the growing concensus among |art educators that a ' \%

similarly wider-ranging, more humanistic ipproach, concerned with the
“objective of self-cultivation, ought to Teplace the craft-oriented ..

"self-express; ion" of present art programs.

‘ ' The post-formalist esthetic proposes new art contexts and a

?

wide range of possibilities of expression. It also demands the formu-

: }v lation of new terms of reference with'which to discuss and evaluate

art works: that are not obj ects. And‘bod)"'w‘rks, with their extreme
intimacy of subject matter, sometimes accompanied byl imagery that can
only be termed scabrous, make additional and particular kinds of demands
on the spectator's patience and understanding. , :
All these reasons make it extremely difficult to fully

_integrate post-formalist art in the curriculum at whatever level of

instruction. ’

Convinced thht the first step towar@s such integration of the ,.

ne'w art\'nnst be a thorough exploration of its premises, I have attempted i
to fit these disparate works of art into a broad intellectual frameworkk |
based on an ex?qu'iry into the artists' intentions (as revealeci in their
’ working strategies) and an evaluation of the various underlying

\' sensibilities and world v1ews - the latter by necessity involving a | ‘
certain degreer of interpretation.: :

\‘ k R ¢ _hdve made few specific proposals for the development of a/( U

new, post-formalist curriculum but, rather, sought’ ways to define new

criteria and appropriate new terms of esthetic analysis which will

!
N




Yoo L

: ’ ’ 4 ' .
permit dis;:ussiog and understanding of ‘the hew esthetic:, the essedtial

i

"first step towards its integration in art programs.
P progra

\ That integration will uﬂdoubtedly *happen soon: the new

- .

T . esthetic is all-pervasive and based on genuine intellectual and .affective
e

n needs felt by artists everywhere. Art educators, too, are now convinced

that a2 humanistic, analytical art program is needed. This conviction

" is documented in Chapter IV of this thesis.

&
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POST-FORMALIST USES OF SPACE AND TIME ~ '

THE _UNIQUE OBJECT

More than twenty years ago,' Harold Rosenberg alerted us to a

profound shift in art, away from the formalist-rationalist tradition

'

that, with the exception of the irrationalist schools’ of Dada and \b

Surrealism, has dominated this century's artistic thought from Cézanne,
[N : )

through Cubism, to Mondrian and Albers. Rosenberg observed:

"At a certain moment the canvas began to appear
to one Amergcan painter after another a5 an arena in
‘which to act - rather than as a space irxwhich to
reproduce, redesign, analyze or 'express' an object,

oo actual -or imagined. What was to go on the canvas was

not a picture but an event. The painter no longer
approached his easel with an image in mind; he went
up to it with material in his hand to do something
to that other piece of material in front of him. The
image would be the result of this encounter. "l

The act of pain'ting became an event in which the artist

behaved as bo/th .actor and spectétor. In the work of the action péix}ter

- (DeKooning and Tworkow, Hofmann,. Kline et al.) the ultimate imagery is
the unforseen prc;duét of gesturing with materials, gestures which

- succeed and supercede each other till the event had run its course. )
A cqmplé;gd Del(ooning,. as we see it'hanging in the gallery or museum,
is not the preconceived Jimage arrived at through the traditional
formalis‘trr's successive stages of rehearsal, recital, plan and execution.
Rather, it offers a palimpsestic record of an event: '"Creation is_ the .

game which the self plays with itself."z,

-

.
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»beapres;xmptuously ini:érpretive to call it anguish) slowly finds its

/ -t
;

<

v

. . Aﬂ
~ .

Since the subject’xztter, and the emotional togfe o DeKoonihg"s

great ''Woman' series of the 1950's resemble the bo&yw Tkg’ of several.

later artists in so striking a fashion, it is instructive to examine

one of these paintings, Woman 1 (Plate 1), closely. It has been noted ' 3

N ‘ ) 1]
that DeKooning's women of this period are

.
’ M

..demonic creatures whose heavy breasts and provocative \
poses suggest a more amimalistic type appropriate to his
. rough, expressionist drawing style. These ferocious
females originate from the ‘aggressive' woman - the -
prostitute, faded fashion queen, pin-up modél or movie
o starlet. Garish color photographs of such types, often
‘ ‘ torn from magazmes and tacked casually to the-studio
wall, were frequently the artist's departure. He impro-
vised on the forms, colors and Costumes;- freely associating
body parts with surrounding material. In the resulting, . Q_
-highly. charged compositions, the subject can be described
best in compound terms, ‘as 'woman-image', ‘body-form' or
: 'female-landscape'.":"

The above descrlptlon of source materlal, 1mpulse and atmo-

sphere and especmlly the term "body -form" mlght be a faithful description

as well of the. photographic bodyworks of¢ Luciano Castelh or Katharina “ ]

Sieverding. And, moreover, DeKooning's own comments oh Woman I ~

o i =

.

- — o e 20
o oo A L B 1 > )

P
AY

"...it eliminated- conrp051t10n, arrangement, relationships, 11ght - all

ol N

this s111y talk about lmq:, color and form...”" - sound uncannily like

- the rr;ectlon of formallsm of an authentic body artist.

However, 'ﬂoman I is like a bodywork only insofar as 11: is
clearly an event rather than a description of subject ma}:ter. The
tempestuous brushwork pléces the artist squarely in the thick of the'
action: we _follow the triaAl-and-e:r'ror or perhaps just the trial-after-

trial procedure through which the painter's internal energy (it would

‘

Vi e -
counterpart in the accumulated ener f the brushstrokes on the canvas.
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5 Aoy

" in the palnting. The emotional 1%
_'ii’n part projected on the "woman''- who,is the ostensible subjeét Of‘f,hq -

" work. In a bodywork, subject 15atter and execution are one; in pairitir‘ig

'so‘ naked]y exposed in bodyw R

~

¢

This is the classic expressionist's means of ex’ternalizing e;notion:
the pamtmg is "finishé&d" not when the woman in the picture has been
sufflclently described - there-is virtually no description in the
paintlng, only allusmn toa state of tension. Rather, completlon
depends on attammg a balance between 1nterr;al te sion and external

" (visible) tension: when the two are in balance, the painting "is

\

finished or, to bé more fa:.thful to the artist's impulse, the work is

r

abandoned. - ‘

o

/
Again, the parallel is inevitable. The action painter's
- [
exorcistic-drive for an equilibrium of tensions recalls the drive-to-
. 4 , .
exhaustion'performances of a Chris Burden or an Acconci. But the dif-

ferynces are no less striking and, finally, crucially important:
4

' i .
Woman I, for all its réjection of the formalist ethic is not yet a /

-

‘post-formalist work, not subject to the kind of "i)ost-historical"5

concepts of space and time with which photographic bodyworks can be

»

best appro;a.ched, “the concepts that will be elaborated further on in

o - N ' f

" this text. ° . - ) T

Woman I is an anti-formalist performance, not a post-formalist
one. That an event has taken place is made clea'ruby the presence of .

the creator in the. amtmg, a presence manifested in the accumulated,

non-lmea drama. of s

cessive gestures. Howeveye artist's "self",
is not as directly or painfully felt

\ Vv '

carried by the gestures is at least

~

=

they are perceived separat;ﬁ. The "woman'" shown in Woman I is a sur-

rogate for the artist who has expresseci without having been exposed.

“ L

——— s -




It is ironic to note that whiylle post-formaiisfart such as
‘bodyv’vqus are routinely a.ccuseci of being "theatrical" and "literalist!
“art (this é‘ccusé}:ibn' is most notabl); made in Michael Friéd'siglninal'
. essay on.MiriimalismGJ‘, it is a traditional painting like DeKooning's
that es;éntially depends on the surrogate \s\ituation on which the
theatrical playwright-character ;‘gfétionshil; is founded. In the .

theater, one unquestioningly accepts the medium's conventions and the

feelings and ideas uttered by H;ajmlet: are taken to belong to the character

7

rather than to Shakespeare or to the actor wh;> plays Hgmleé. The sam‘e
_ clear demarcation exists in paint’i-ng, where it is DeKooning's women who
. are giiagnosed as "demonic; creatures';', never the artist hiﬁself who is,
.inste;ad, assumed to possess ;:};e lucidity and the rigor/of thought we
assume mué}: go into the creation of a work of art: 'Our passions out-
line our books and‘ the intervals of calm write them."7

«

o
Why do we willingly accept this pretense when the '‘woman" in
. . . A
the painting is so-obviously an arbitrary subject, whén even as a
. /’

/i
fictional character she is so unconvincing a preseﬁce? After all, the
tdemonic" quality wé attribute to her is clearly é\ description of the
artist's state of mind, as denoted in.the fr'enzy of his gestures. Our
willingnes;s depends on vthe _und'erst;nding' of painterly conventions in
which the stretched canvas functions as the proscenium arch does in the
theatexlz as a line of demarcation between "life" and "art". The canvas
-of the~Del(ooning }i indegd an\"arena", but it is also a stage which
elevates all that it presents \I;i.nté the realm of fiction, of "acting“
o

in the sense of playing a role, as against the actions performed in-the

course of daily life. ©




of making a coherent visual statement on canvas shape the imagery that

. ’ .\ l - .
- T . ! N \ .
. C ‘ -
In Woman ‘I and in action painting in general, this convention ' :

is not only adhered to but emphasized by the painter's overt attention

to the edges of his canvas. The great, sweebing gestures of Franz -

'Kline are, for all their seeming freedom and energy, obviously designed

[N

fo fi_t' into the designafe@ space, the contours of the canvas are always -

. Lo ' N

in the painter's mind: they guide and \detpmine the gesture quite as >
much as do the emotional necessities that inspire the gesture. In \
Woman I, the‘edges of the éanvas l;ecome the secoﬁd!subject: the long \

vertical brushstrokes on bég:h lefé and right are vcieérly guided by them

and the right-hand edge is even echoed by the parallel, almostchard- L

edge vertical drawn by DeKooning. |
Just as structural n\eeds and the rules of stag'ecraff shape

the action in drama quite as much.-as it is shaped by the internal
. - h)

motives of the characters and the dramatist, so the esthetic demands

R )

Treports on the."event" and - even more important - shapes the spectator!s :
i / ] :

respbnse to the "event" into-an esthetic experience of the canvas
instead of the more visceral and empathétic response that the painter's

1 .
anguish calls for. Formal coherence betomes ''beauty' and the artistic

~f N

5 . . . * .
event lgses its capacity to report on lived experience or, rather, this
“ . - A

Al

experience is transposed into the esthetic realm, a paradox neatly

summed up by V.C. Aldrich: o . ‘

' _..just as we responded to the physical object with-"

feelings (visual and auditory sensations) which

literally qualified it, so we respond to these original

(sensory) feelings with other "(emotional) feelings

which may in turn literally qualify them, despite their

psychic distance from the subjective polé of awareness. - ) {
When this secondary qualification occurs, you have

assumed the esthetic attitude and enjoyed an esthetic

experience."8

f\ -
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" the photog’raphic documentation through which bbdywori(s are communicated

. sources of confusion - offered by the post-formalist esthetlc.{ s

This same process is described by another writer as modern art's
- - £

The illusory space of painterly convention thus’ creates its

- ©

own intrusive requisites wh1ch 1nev1tab1y engender a dlalectlc between
gesture-as-impulse and the image./of that gesture. “Implicitly, the same
split i% introduxed between artist and Spectator. i
In followmg sections of this text we shall describe how
Al
and the live ev1dence of performance art liberates the art work from

the dsthetic - and ulta.mately formahstn: -~ 1ntrust10ns of painterly

.conveption embodied in the fmlte, unique work of art. ’ S

The result of this liberation changes the traditional

i

“relationship between action (event) and imagery, just as it changes
. \ "

- N

the relationsh'i between artist arid spectator, thus opening a door to
p P P g

the new and significantly different insights - as well as new,, challengmg
t

.

|

\

o

CONTIGUITY IN SPACE AND TIME . . o . ', -

. ‘ | \

I

The gap or separatidn described in the previous chapter \eor-

Q‘?ﬁsponds to the increasing differentiation between subject and 6quct

decried by Ortega y Gasset as the "dehumanization"9 of g)é;iemkarx.

P

"developﬁent towards a purely formil content without“anyh expressive

purpose; its avoidance more and more of the content of.living forms,

C. ) o 0
human objects and personal sent:J.ments."1 ) .

<

That v\aried and amorphous phénomenon,ca‘lled "concepi:ual art"
i .

is the contemporary creator's solution for the problem of dehumanization.

It destroys formal content by refusing.td anchor expreSsion to a unique,

-

+

amnts b meeshy

- we
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|
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” ) B
finite work of art. Instead, conceptual art tackles two principal

«

a:;eals of activity: first, ‘the'examination of the very nature of what i

we call "art." Secondly, the proposition of intellectual pattérns or 7 -

i

. . . -
patterns’ of behavior liberated as much as possible from the medium of. Lo
embodimenta ' - .

4 k3

It is to that second area of concern that Body Art is linked,
. h_/ - . *
through the/intermediate steps that artists 6ok in the early 1960's. -

Even those who continued to work in painting or sculpture became aware

that the.work of art is essentially the illustration of a thought -~

'y

process, a visible document on how the ultimate image came ihto being

Il

through a number of choices whose nature is philosoi:hical rather th'an

’ . ‘ oot
. . esthetic. ' ~ , y. s
' ' 11 o A
4 - "The. basic problem is what to do w1th paint"”" is a typical - .
\ - \ > -

statement by a post- forma.llst painter whose preoccupatxon is with o ) ;
"process"«or "system" rather than with a preconceived image. ‘

Others have gone further away from the lixiii.t“ations' .imposed ’
by the unique object. During the past two decades artisﬁ“h&ve cir-

1 4

" cumvented those limitations by moving towards the "unobject': by

leavifig the canvas and moving into real space (environments); by ' /C

animating and giving voice to the figure who may be either the artist ‘ Q

himself or an assistant-surrogate who fuﬁctions as a "charactér"
(performances); a'x;d/ﬁy physically invoi;ring the spectator aiappéhings). -

None of th'ese' are distinct categories or media. The diff;rence ,
between a performanrce and a happenmg, for instance, is mez’ely in the
degree of latitude to which chance and extemponzm are allowed to-

shape the action, the specificity of _the "script" phich determines the

A
4




- . / n , . T,
. - . . ~ . - T
. R .

- ‘ ’ .‘..‘,\ . v . .,"’
' ‘\viﬂu'af as well as experiential character of the work. The environment, - T i .
closest in nature to the‘ unique work‘ of 4rt, presumes the existence of
., a giveé space whose specifics‘are ellowed to become part ef the sub-
\“ seqlﬁent'\visual- creation. ' o L ’ 3 *
What these activities have :'ui common is their ‘involving the ;
spectator dlrectly in the art work by dlssolv1ng the barrlers between ’L\<\ié
. the separ‘ate{ ajrts on sone_hand and between /Zrt and life on the other. |
Even though a prlmarlly visual’ exper1ence, ansenvironment dlffers from
trad1t~1ona1 art in that, in order to expenence it, the spectator must
+
move into -the work physically, just as. tzhe work had moved into the
'physical space formerly occupled only by the spectator. As Kaprow
wrote: 'Not satlsfled w1th the suggestlon through ‘paint of our other
senses, we shall utilize the specific substances of sight, sound, move-

ments, people, odors, touch."1? .

N
Such "speci‘fi§ §i1bstances" are, of course, the very building

LRS-

“ =) s
blocks of which Tived experience is constituted., In post-formalist s

. {
art the spectator must respond concurrently to the stimuli generated

i

by the art work and by the conditjons under which he experie}ees the
work. The smells that are the by-products of a performance are insephf-
able from those of the gallery or the other spectators. In this respect, | ;

a post-formalist work exisis only through the duration of the ﬁerformance: ~

.

although its content is encoded in and transmittable by the written or

e .

photegraphit documents prepared by the a,rtis't aftér the fact, the e

o speczflcs of the experience are not repeatable and, hence, unver1f1abl7 o
'I‘lus is the special temporallty of post-formalist art: the

" time evoked in the work corre5ponds exactly to the time lived in

\ .

l
'
|
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(Il

’/’/,/f————mxngle,W1th

'worg%ghe mst experienée the work's spatial organization in a manner

'~that is as much kinesthetic as it is visual. EE - . J

4 s »
* municable "experience." \ _ ) , ‘

' . 1 . . n

-

experiencing it. PerceptibQ\:hen“bp omes not a stable ~immutab{? _ T 3
io

1 but, rather, a continu§;; a series of N A

P

- package of sensory informati

. ’

-

event fragménté‘%hat decay in iime and memory till its essential _
s . < 7

content'i§'t1:nsformed into process. The. spectators own experiences” - ot

e oo ¥ e

the sensory data so that the ‘only thing that réﬂglns

~
“

1mmutab1e is aitlstlc behav1or. ", ..art does not re51dp in mater1al

entities, but iq rélations between people and\bQEZiji;ingle and the . -~ .
. " \ “' - [ ) B3 }\ N < - ‘
components of their environment."13 . . N " .

- " \.\l

The post-formaliét sensibiljty, therefore,»cails

-

By

spectator to, at the same time, sepzjj;e and reconc11extbp s

recexved from both 1n51de and outside the art context.f’ #15 role
\ - -
involves the most active participatign. On the simplesé'level this ® :
. co - ‘ . i . ) . - .
. ¢ - S
means that in order to appropriate the essence of an environmental
. Vv/

{ . . 3

.
-

On a more complex level, the spectator is, asked, simultaneously,

to enter into a discussion of the concepts examined by a particular
h A

‘ \ . . ;
art proposition and, in the case of. bodyworks especially, to keep a i
!

¢ool head when it comes to dlfferentlatlng between the art prop051t1on . R

.
v

and the 51multaneously remembefbd needs and fears of his own body ;

x 2 s : . N . &
The f1rsn,task - discussion - is, of course, an integral part ' TN
. . : . \ \‘

of any art experience. It is the yery constituent of even the most I IR

”
N
R b
formallstlc painting or sculpture whlch,'w1thdut the clarlfylng , . f;

verballzatlon, would remain no more than an unqua11£1ed and uncom- ; . TN
» . .

Y
.
.
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m perspectlve as an occurance w1lled by theéfrtlst - is a° pérucularly

,,flrst question -that must occur to the specta‘gor in tthlery is: ’

’

N . N .
N : .
.o X ( - f '
o - s s . . <y .

The\’second task - dlfferentlating by keepmg the work of art .

“ -

challengmg one fq;; the spectator eSpeclally in those\numerous 1nstances . a
where s‘_he bodywork 1nvolves pamful or eevel(\%elf mutllatlng acts by the

artist. IQ a ‘p1ece\suc'h as Vito Acconci's Seed Bed, 4~973, the ’

spectator walks on a raised section of the fioor, having beeh told that

) underneath the false floor the h1dden art1st is masturbatlng - The ° °,

¢ '

Why am I here? As Johnson has noted, Seel:l) Bed is "an extreme example
14 N

of the ar,tist's relation to theAspectatc?r bécoming the art obj ect." "

»

/‘\ Johnson s thesis is that the "art obJect" is present even .in . .

the least visual manlfestatlons »f conceptual art; what she means by

‘ [

the phrdse is very much what others mean when they discuss a work's

AT St e S

"content."’ Her observation is a perceptive one, for, indeed the most r;

- ‘ - T —
S

comﬁelling issue raised by Seed li\t:d"is the ndture of the speétator~

artist re‘lationship created in the galldry - or, after the fatt,

created in the mind of the reader of a de§6i'iﬁtion of this work.

A}

The infinite humber of questions raised by Seed Bed would

~ i
- ol *

include- tﬁe following considerations:

a) the art.i%t as exhibitionist -
b)) ;he spectator as voyeur . S
c) the artist as suffer'e;-victip |
d) the spectator as judge-victim °

e) history of the seed as symbol

) onam,‘s:m in art (first suggested area of exploration: IR

abstract ey{ress i(inism)




".or allude to these systems of thought or, best of all, might refer to

- . / ‘
g) the significance of 'the“false floor which eparates. -
< " ' o . : ' .
artist from spectator .
v v h) the role of the gal]’ery context in transfiguring the:' K
' \ ac\tual event into "aft" ‘ . .
| . .
> i) r‘e@ship of Acconci with the‘ D?daist provoca. z;urs '
" of tht; 1520'5 ‘ e
j) relationshi; of Acconci with 'such contemporariés a gru,s’
| S v
‘ang Burden , »} . ‘ \\ .
k) the economic imglications of this objectless.but other- \
- ‘ wise ma:iketable Jvent:- art as panderer? | ' |
Confronted w;th a post-formalist work, the si;’gctator«critic
mst become both phenomenologist and inferpr‘et‘er: he must make use of .
all the evidence presented by the artist and assume that evety scrap “
of evidente is intentional and germane. At the same time, while using
all the visual aﬁd'textqal'infomation prévided by the :tis%, the
a / ) . s
spectator mus;: match this data WZ:Lth any of the historical, psychblogicai, A

philpsophical and social contexts that might seem appropriate, the

evidence being based on the aftist's information which may imply, evoke

them .th'

v

esthetic

el

~ We are in the realm of "systems analysis"l‘s*or “systems

L

and in the absence of the finite, unique wark of art,

v

P

&

PR

[

we

find ourselves with no adequate terminology on one hand and with a need

for infinite intellectual resources on the other.; It may be that ‘the

" only valid art criticism that can apply to post-formalist woxj'k is the

sort of "think tank" approach favored by syspem‘)analysts.

o S
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" As the unique work of art is replaced in areas such as bodyjq\

works by what might be termed an "artefact" - any sig? or utterance '

transmitted by an ék}ist with-the intention of creating "a work of art" -

it seems likely that thé most exhaustive ahalysis of such an artefact

would be accomplished by a group consisting of, say, a Semiologist, a

linguist, a psychiatrist, a sociologist and a number of.historians of
varied interests. A humbling notion for the solitary spectétor,
. . o -

. . — v
L4

eritic
or educator!

-The signal danger here is that the pleasures and complexities

.3

of information processing can destroy thé artist-spectator relationship
h

by -leading the discussion further and further away from verifiable

evidence, to the point whert artistic intention may become entirely

engulfed by verbiage and'ultimate&y subverted. Allan Kaprow sensed. ., -

this danger as early as 1966, when he wrote: i

"Words are our biggest problem; obvious]ly; they are not

only a form of communication. They carry intellectudl
" customs and cultural memory. Instead of leading us‘to
. the present in order to come to terms with it, they are
’ attaching us to the misunderstood past."l7

-

°

Words are indeed a probYem, for in addition to a post-formalist
hethodology, we are in need of new expressions. Even such terms as
"performance" and "body art" are clearly inadequate in that they too

easily invoke the traditional notions of theater and sculpture (the

body as a medium terial for transformation).

2]

At its most extréme, post-formalism can by-pass both.verbal

’

and visual information and pyoceed directly to bodily confrontation.

! - . 3 v - > . a - . . ’
In the Les Levine envifonm n which rows of live electric wires gave

s, the artwork functioned as a direct

'

RS
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et
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. modifier of audience behavior: 'What I am after here is physical
‘f' ¢ reaction, not visual concern. "8 .
. .
[\ ' One's immediate reaction to a piece such as Levine's is that .

while this experience takes place within the framework of the art-world,

it lacks the historical and symbglic conkinuity of 'what up to now has

been considered art. After all, a:'"physical reaction" is neither
—~

- ami:itidus nor interéstingénough .%:o qualify as communication and#it is ‘
tJ00 vaguely amorphous to qualify as ";arteféct." h
But even as unrewarding a work as this is still not the end

o'f' art as pessimists like Harold Rodénberg would mhave it: in its direct
confrontation of the 5pectatof it evokes (and questions) the border
between esthetical and practical life. At times, in post-formalist
aft that border breaks down completely and we are left in a sea of
vulgarity, hapless victims of a need for meaningful experience - at any
- cost.

LT ?hroughout history ar;ists have functioned at various times

as priests and educators, shamans and magicians, entertainers and

-

. * keepers of the flame. The new post-modern axtist assumes all these

; i roles but above all he seems ‘to act as an inquisitor - in turns kindly = i

and severe - whose troubling questions are directed at the artist himl‘ ~

self as well as the spectator.
In this challenging dialogue nothing is(_” aken for granted and.

no system of thought is inadmissible. In the disappearance of the

ur;ique object we are not seeing the end of art buty/rather; in ‘the |

words of Hermann Nitsch, "I think we have now 'arriVed at a point where

. \

’ . . . . 19
. _art is free. We can now use it to find our existence."
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CHAPTER IT
. THE ROLE .OF THE PHOTOGRAPHIC IMAGE

[

AN

The bodyworks under discussion in this text ére meant to bé
communicated primarily through photographéf /This'is true, ‘of course,
in the cases where the event performed by the artist was designéd to
speéifically take place in fron; of the camera with no "1iveh’au41ence
préseni (e.g. Luthi, Pane, ﬁataiia L.L.). And, it is true, even of

" those public events organized by artists which after-the-fact exis;

only as a series of photographic images chosen and edited by the

+ . artist, often qulished as numbered editions which, with or without

' a complementary, descriptive text, constiute our sole knowledge of a
| - /‘ Al
/ particular work - always provided, of course, that we were not witness

to the original performance (e.g. Nitsch, Muehl).

Y While we are dealing then with discrete works of art whose
’ ’

: . .
imagery, selected by the artist as the definitive vehicle-of his com-
° . \ . .

mmnication, is as intentional and immutable as the imagery of any

<painting or sculpture, we must not presume that the traditional,

perceptual approaéh to formalist art is still operative as an approdch

tq bodyworks.
- \\‘ & ' .
The esthetic gap between impulse and imagery - the gap discussed
, ‘ /

‘earlier in this paper in relation to DeKooning's action painting - hardly

exists in the photographic image: "Phbtographs show peopie being so

= .
_irrefutably there and at a specific age in their lives; group together
people and things which a moment later have alreahyﬂﬂfgbanded, changed, '
. ‘ - ‘
continued along the course of their indepepdent destihies."zo \\
‘ L ¢ .

15
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Or, as an artist whose career has taken him from painting to

~ the exclusive use of the camera-has put it: »T use the camera for the

~

same reason I left pencils for.the spray-gdn: to become more detached.

The photograph is the most direct #oute}betweeﬁ objeét and ;ﬁage. The

( . ,
brush is the most flagrant filter, 'the’camera interferes the least."z1

.
v

A photograph reports énl particular volume of space during

. a specific duration of time. Thi% makes it the primary post-formalist -

, . tool because the space and time slices the image contains seem to be

>

contignous with the space and time in which the image is perceived.
. The direct link to the spectator's own history, the link or series of

links which assure the efficacy of the systems-esthetic as a carrier
of méaningful expression thus seems guaranteed. As Les Levine, writing .
- o

) & , (‘
about 'camera art,'" notes: '"The work should act as a feedback mechanism °

to the viewer's own working model: of himself."22

The most efficient tool thus far dé§i§nsdtto analyze the

- temporal systems encoded in works of visual art is that of Micheline
« 4

*PSauvage.zs Four "temporal modes" are identified (referred to as T1,

. T2, T3 and‘T4j'aqd it is useful to apply this methodology in the

_gg?parison of a formalist work by Bacon (Plate II) and a bodywork By '

,

Burden (Plate II1). It is to be noted that the Bacon painting is the

T midd1§'§ane1 of a triptych,'whilg the Burden photograpﬁyé; one of
several sequential images that have been pgblished of his,performaﬂce.
While in each case there is a éime-scheme éngendered by the seq;ence
of images, what concerns us here is the temporal cémplexity of the L

painted as opposed to the.phoéographed image. Note fu?ther that‘the
. 7/’~5\\\; iconography and emotional quality of the two pichres is highly simiigr.’
. A ' | 1\) Z . . . | | | ,t\* |

. <

. .
, ' i . . . ' - .
X . ‘ - . . ™
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- ‘ . -
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i

Dreamy Nights

Poocierie, Graz, Austria

Art ‘as Living Ritual: October 15, 1974 ‘

The gallery was dark. | covered my body with vaselme and walked into
a small recess in the wall containing a sink filled with Spiritus {alcohol).

i it the Spiritus and lay underneath the sink with my back to the audience.

'l blew on a police whistle while writhing violently on the floor.

After about a minuts, an assistant threw water into the sink splashing
the burning Spiritus onto my body. Water was thrown into the sink
untll the flames were extinguished. -

PLATE III ‘ T

g-
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LI

1 is the tempo'ral mode that refers to the art object's

history, its date of creation, critical history and the effects of

v : , ‘
time on the object. The Bacon is dated 1972 and of i:ts fate we know
that it is in a private -collection in‘ England: We don't know how long
Bacon took 'to paint it.

The Burden image was photographed on October 15, 1974 and

thence distributed in a number of editions as well as reprinted in

S
r

countless magaziﬂes. Where is "'it"? 'Slirely it exists as’ completély
in the pages of a magazine as it does in private collections for the
vis;ual differences between original photograph and its reproduction
are minimal. The a.rtist"s statement rémainé, of course, constant) .
T2 is the time taker}\ lby the spectator.to perceive ';he imgge

in its entirety, guided by the spatial organization of the image, bir

its internal dynamic. There is a hierarchy of importa‘nce in the Bagon

painting: the organic mass of figures solicits our attention fi’rst.!
It is only after we have identified who these figures are and what t&ley
are doing that we move on to the surrounding space which is clearly;

decor, contributing to the-understanding of the event only through the -

special mood conveyed by the artist's choice of color. The organic

shapes take precedence oveér the geometric shapes and this plastic pre-
- ey .

N e

rogative becomes a temporal prerogative.

A
‘ 4
v In the Burden photograph there is a simultaneity of perception
that leads us to react much as we would in a real-life situation. The
flash of fire and the agitation below (the agitation is conveyed by /,

the blurred image) leads us to exclaim: There is something on fire!

The man is burning! What's ’going on? There is no hierarchy of importance,
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‘1 » . < N . .
one reacts to a situation that takes place in an organic continuum

rather thar step-by-step perception.

T3 is the time "evdkeq' by the picfure’, the duration of the

e I3 ‘\ ) ' - -

action described. Here the Burden's attathed statement describes the
Y

-duration as just over a minute., The photograph by itself hints at a
b
§horter'per10d - after a fall minute's burmng the artlst would have

burned to a crlsp, whereas we know that he came through 1ntact’\ Yet,

the duration connoted by the image is approxlmately right; we under- -
, . - .

stand that it reports on a few climactic moments, no more. What is to

be noted here is that our undefsta\inding of the temporal scheme derives
| . . *
from our knowledge of the depicted situation, from knowing the limits,

of the human body's capacity for survival|

The Bacon panel also evdke§ time. The bodiés are in movement

~
~

and we know that spatial displacement_i}~inevitab1e ‘linked to a temporai v

\,
. ~
order. But, in the painting, there is no sen\'sg of t&me lived: Bacon

is'not descriptive enough s;) that the action de}igtea\seems to transcend
lived experience and move onto an abstract plane: "st:;'uggle."

Most( importantly, the black doorway painted by Bacofn‘i*s 50
denuded of déscription that it functions as a syﬁbo}. The iconography
seems willed by artistic necessity and its significan,ce. transcends
literal meaning. Bacon painted The Door. Burden's -photograph happens
to 'show, among other things, a door: ir;significant even as a reportage
on the place the event occurred in. ’

Photographs specify, pamted images general;ze - an axiom
1

that can be extended to pinpoint the crucml d1fference between formalism

and pos®-formalism.

P




;

-

.- and now and, as a record pf*¥ particular event, it functions as an

Formalist art is created from 3 posteriori reasoning:’
' 4 —~—

‘proceeds from observable facts to general conclusion. Post-formalist

- art is created from 3 priori reasbning: it proceeds from general

propositions to parEIcular conclusions..

* T4, or timeaﬁmplied by the concerns of a work of art (rather
The Bacon

A *
painting's perspé reaches into the infinity of philosophical
1 . n/’ ' N B +

than evoked by itg imagery) éonforps to the above axiom.

speculation:,/hLife is struggle." The mood is one of shapeless mé;gn-’

choly. The Burden wor*, on the other hand, very much implies the here

artefact. The mood is one of inquiry and wariness. The Bacon invites ’

contemplation; Burdemn provokes inquiry.
The post-formalist "contlgu1ty" is, of course, all the more
pronounced in video-art where the unedited, time-lived segments of -

events corresppnd to the duration of time lived by the spectator while

watchlng the tape. i

. !

Bodyworks composed of sequential photographs or Juxtaposed %

photographs~establi§ﬁ35heirvown time—scheme§, but there are only two o

cases in which the notion of*contiguity entirely ceases to function.

This happens in;é\videb—tape such as Bill Viola's Return24, which contains ]

speeded-up segment§ and sudden cuts from one camera to andgher, as well
Y

as zoomrshots that are comspicuously accelerated.
| .

|
I
series bf bodyworks Suzy Lake executed in 1974-75.

Bill Vazan"2>

The other instance of total non-contiguity happens in the s
"In "Suzy Lake as- l

the corporal transformations are achieved entirely through -

the medans of manipulating thelphotographic\ifint. There is no sense; of

-

s L 5 s o

R

B
k)




'rather than “in the once-removed, privileged sanctum of a securely

22

"time lived" in' this work: one of the rare instances of a post-.. =

\ o

formalist work relymg on the "craft- fe‘tishism" of formél:}st tradition - .

r
to convey its subJ ect. ; ‘ . )

‘Photography beixig the most tran's;parent of media - "(It) implies
that we know about the world if we accept it as the camera records it"%0 -
. [ ]

it is dlso the medium in which it becomes most difficult to separate

_reality from fiction; in other words, to separate the organic flow of

human action occurring in the here and now from the artistic action

that is structured by the -artist m‘g consc1ous way so as to reflect

~

artis t1c 1ntent10n. /

A ‘ -
And, in the case of bodyworks, most art pieces are accompanied
. N ! 1 . ] A
in addition.to the visual evidence, by artist's statements which describe,

more or less factually, the artistic gesture. With all this "documentation"

at his service, the spectator-critic "15 greatly temi:ted_ to succumb to
what Wimsatt and Beardsley identify as ''the intentional .phallacy"27 -
the substitution of biographical data for artistic evidence.

The bodywork is i:oerformed by the arti;t who is at once the ~

subject and the object of the artwork. It is the artist, whom we

. identify by the name he carries on"his passport - rather than as the

flctlonal surrogate .that appears in representatlonal painting - who
subJects his body to a host of indignities. We sﬁ&k/;f "Oppenhem"

letting his flesh be scorched by the sun; of "Le Va" hurlmg hlS body
! o~
agamst the wall unt11 he is exhausted.

- v

These actions are performed in our own 11vmg space and time

"art1st1c" context and, hence, the location of the new context becomes

all the more problematical.

- . v

S vkt ot e = 1
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That those new contexts exist is,‘ in this thesis, being taken

for granted. Carl André's contention that "If abstract art is art as

its own content, then conceptual art is pure content without art"28 is

»

clearly inadmissible. Such a contention would reduce bodyworks to the

status of symbols an(;rtlstlc 1ntent10n to the level of case history.
' .
Most bodyworks are so rigorously structured and their docu-
mentation so obviously visually oriented that they exclude everything ‘

N -
that is not.art. Therefore, all visual and textual evidence furnished

. . o
by the artist must be presumed ‘to derive exclusively from artistic,

intention. And the evaluation of that evidence may include the dis-"

cussion of any number of political, psychological, social or historical

systems as long as the use of any of those systems is logically dependent

of the material furnished by the artist.

We are in the realm & interpretation rather than l‘formalist
analysis, interpretation that is constantly complicdated by the fendem‘:y
of the photographic medium to become an a%;:i\.le agent in the blurring
of demarcations between reality and fiction - bétween visual evidence
and artistic intention.

H

The "content" of post-formalist art lies somewhere in that

blurred area in which the artist and spectator must find -common ground.

Conceptualist Robert Barry declares: : -

-"In my work the language 1tse1f isn't the art ... I
use language as a sign to .indicate that there is art,
the direction in which the art is, and to prepare
someone for art ... Art is about man himself ... It
is about myself about the world around me. And it
is also abou't things that I don't know, about using
the unknown."29

N N\
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Lo The art experience is a complex game in-which our senses =~
: ‘ .

play -with structure. Post-formalist art "is about man himself" - and

[ ;
the game becomes all the more complex because the structures that

build the art experience have the tendency to extend, stealthily and

e

— , irrefutably, into".the structures of our lives.
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CHAPTER III

)

) . THE BODY AS THE CONTAINER OF THE SELF .
‘\ ' ’ .!

- "The most tragic problem of philosophy," wrote Unamuno -

and he might as well have been discussing the fundamental problem of
/4,/ ’

-~ i /-/cgr;cen;poﬁr} art - "is to reconcile intelle%tgal necessities with the
necessities of the heart and the will. For it is on this roc“k that
every philosophy that pretends to resolve the eternal and tragicl
contradiction, the basis of our existence, falls to pie;ces."so

ff the history of the Zoth-cent'ury art is to a great degree -

the history of its "dematerialization" as Lippard contends>! or, in

*

Rosenberg's 2 phrase, its 'de-definition," it is because the unique,

finite art object refused to shoulder the tragic contradiction. With-

Phat

Cézanne's (possii')ly apocryphal) declaration that in nature we must see

the cylinder, the sphere and the éone, artists decided to spljit the

loa& by- dividing human experience iﬁto rational-nirratiol al.polarities.
Gradually, the division widened: Faith and reiason, intuition

and analysis, organic'and geometrical, expressionistic alnd representa- =
tiona]l intentions were separ‘ated and consigfied to‘opposing camps, one

. - flying the Cartesian flag, the other that of Darwin. Mutual sustenance
'be_tween the two became unthinkable and the nature-culture polarity
be‘came the fundamental tool used by critical perception,

[ ] ) The schism between subjective experience a.r;d language, between
the intuitive and the discoursive, between nature anci ‘culture - aiready
an esséntial tenet of the post-Romantic géneration and of its greatest

i representative, Flaubert - gradually‘ ¢Came SO pervaéive

by the tine

' 25
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Picasso declared that he painted not what he saw but what he knew was
there, that its acceptance was implicit in all discussion of art.

'\ Body Art - the term is so vague that one tries to use it as

S

infrequently as possible - in all its various manifestations and

inflections may best be defined as, in Max Kozloff's phrase, '"a visual

33 Like

work of art (wh~ich) has been bodily executed by its maker."
most vital -contemporar){ movements, Body‘ Art is historically self-
con‘scious: It means both to invalidate old truths and {:o satisfy‘
urgent pfiofities.

Body Art is a rebellion against the Minimalism of the 1960's

(even if certain manifgstations of it occurred during the early 1960's -~

notably works by Klein and Manzoni - and as early as the Dada-connected

34

piece, titled Tonsure,”™ executed by Duchamp in i919). The Minimalist ~

" priorities focus on the elimination of all content that refers to any-

thing beyond the spectator's direct perception of the object itself.

As best enunciated by Donald Judd, this process of elimination
g .

involves the demolishing of such "superfluities' as gesture, symbol and

reference to the human figure énd, above all, the elimination of
composition which is the fundamental expressive vehicle of traditionmal
Western art.

In Judd's view, composition is anathema prgcisely because it
is e:spressive in its dependence on the coexistence of major and mipdr

elements. Such hierarchy is necessarily moralistic in that it is based

~on value judgments about what is major or minor and this inevitably . .

-

results in anecdote: the drama of choosing. Relationships imply choice

and choices demand rational thought, while the Minimalist object megns

to be irrational. It does not relate, it is. /

%
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. In her\{iscus\sioh of Judd's objects, Roberta Smith sums up
t
the minimalist credo this way:
" ..Donald Judd has achieved a static, weightless,
filly volumetric space which is new to sculpture in
that it excludes all references to the figure, to ™
gesture, to movement. His accomplishment is based
on a concept of order which is a denial of mest
kinds of order: it is an insistence on the inde-
o pendence of things."35

Smith's phrases can function as an inverted picture of the
areas of preoccupation proposed by bodyworks: this art is at its \51')'
essential an exploration of the figure. The human figure is used as a
paradigm whose primary inflections - gesture and movement - become
either the exclusive subject matter or are exploited in the exploration
of secondary inflections which are manifested through behavior. Body-
works insist on the interdependence of things: they concern themselves
cgwit',h the networks of behavior which tie the physical, visual phenomena
of figure and gesture to the metapﬁysics of identity and the ,self.

The minimalist object is an immutable presence; it is self-
referential and is, while a bodywork exists only insofar as it becomes
a visual evidence of behavior. Minimalist objects are pure, distilled
culture; in them the inner, anthropomorphic space of traditional form

is finally rationalized and exorcised. The bodywork is culture poured . .

into the vessel of nature. 3

For the body artist - and for post-formalists in general:-

there is no clear demarcation between what he sees and vwhat he knows

is there.: In his view, nature and culture are inextricably bound up

in a single myth, both‘perceptions being, in the end, equally pertinent it

1

and "natural” hecause they are both organic parts of our vital environment.
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And once we come to'terms with the basic verity of thdt proposition

- [
’

we rmi,st recognize ‘that the hdman ‘body, being a unique hybrid of

e

étav\ism and social behavi'or, was destined to, become the funda;rlental
vehicle of the new expression. ‘

That body is the artist's body and it is our own. The art .
experience has always l;een based on e@athy, the identificatioh*& the
self with the other: In Prox.lst‘s phrase, "Only through art can we get
outside ourselves and know another's view of the universe."36 In body-c
works that empathy is pushed evén further: the cofitiguity it establishes
‘ ‘_yith the spect'ator;s own space’/amounts to an unfair exercise of power,
which is anot}:)}r way of saying that it pragtices violence.

This applies to all bodyworks and, of. course, even more to

those that, as so often happens, involve the self-infliction of violence.

In’ those artists whose main preoccupation is the human organism itself,

T LS SR

the body acts as a me'&phor for ecology whose limits ‘of endurance - and

ot oy v

limits of power - are the object of study. The self-inflicted pain is

i

not a symptom of masochism. Rather, it derives from the necessity to

-
.t My

create "laborar:ory conditions" under which self-deprivation is merely.
the elimination of the superfluities that might' compromise the objectivity ;
of the experiment. Insofar as the artoist's( body serves as the guinea ‘
pig in the experiment, the artist, agreés to play the role of victim.

In "Loss of the Self in Modern Literature and Art," Wylie ‘

Sypher describes the dehumanizing process, the sense of '"void at the
1 B .

. 37 :
center of things" as the constant theme which haunts modern art and

offers this hopeful note: "As long as man is aware of this void and
’ . T |




).

research from qualifying as a search for the\géif, a theme that. must,

‘physiognomy,"

'

o . v

Polloek's method is éérried to its logicai conélusion by the ' »
English artlsts Gilbert and George who, in a typlial work like PR
Morning Light on Art for All (PIate V) beco&e "J1iving sculpture "

Thé work's sole content is the aff;rmatlon of the artist's presence o
and the "art context" Es assured 6n1y by the controlled situation

created by the immutable photograph.
- \

It must be noted here that although Gilbert and George's
work is routinely classified as Body Art in the articles and anthologies Lo
devoted‘tp that subject, their work qualifies onl;,in the sense that

the artists are present in the work as corporeal entities. But it is

equally clear that the body's stillness, its evocation of "presence"

rather than "being" also ties the work to the Minimalist esthe;ic."

As well, the absence of demand for empathy precludes Gilbert and George's \

by definition, derive from speculation rather than solution - another
way of.observing that this approach lacks the psychological resonance
that animates authentic Body Art, and our vital interest in that.art.

Authentic bodyworks exist not in a world in which "solutions"

are possible or even pertinent. Rather, they inhabit a world where,

in Karl Jaspers' phrase, ''the insecure human being gives our epoch .its
40 : - g

e
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In such a climate of impending doom and rootlessness of the
self, certain body artists resort to strategies that pag?llel in the
most str1k1ng fash1on the two dominant ph1losoph1c p051t10ns -of our

i
time.

\
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Like Logical Empiricism, which narrows the region of

f"') ’ ,

authentic knowledge to a point where only the measurable and verifiable
? < I

phenomena of human concern aré admissible, bodyworks executed by Burden,
Oppenheim, Acconci and others confine their investigatioh .to-the

physical zapabilities of their bodies.
- e ! -‘

;' Other bodyworks, most pertinently those execute&iby the

Europeans Urs Luthi agnd Arnulf Ralner (while, in 1nterest1ng contrast,

the Emplrlclsts are~genera11y Amerlcan), echo the Existentialist's

strategy of elevat1ng into ontologlcal principles the human emotions

v &

of anguish, abandonment and anxiety. But, be their stretegy ontogenetic

or ontological, the two groups agree that their field of gtudy mst be

1

the human organism, - the one and unlque contalner %f the self whose

£

parameters~are verlflable and hence conducive to a being seized and
0 & !l .

defined - even if that definition turns out to be of the narrowest

L

1(adversarie§:bf Body Art would say "shallowest") sort.

3

THE 'EMPIRICAL APPROACH

{ . ' :
Vito Acconci's Trademarks, 1970, (Plate V) typifies the body-

«

work at its most empirical. The artist makes a systematxc exploration

- I Y

b
‘ . ‘ar here t1ed to the vital link of the artlst s body which performs
follow1ng functlons. .
. a) the body as support (canvas - sk1n) ’ '
* <. _b) "- the body as instrument (b h - teeth) !
-t L ) . ) "‘"\
¢) . the body as.imagery (teoth \imprints) .
. . 0 o (‘ w . . P
v “ b} o- L) v . o l v
r . © R ” 2 " . P .
- = b . .
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d) the bc;dy as compoéition (the distribut}on marks |

Sl aadnls

»

derives from the pliability and phygiology\of

* - Acconci's body) >

<

e) the body as spectator (Acconci is both the actgqr and
i

A L eI
"

the verifier of his actions)
f) the body as signature (the fingerprint)

o Rather similar in their strategy of corporal explOratio;i - T
' ] even if somewhat less systematic and less beautifull;' self-con‘tained’ -
are those works in v;ixich the artist's body is examined - sti‘é_tched,,,
twisted, modelled as sculpture is modelled - for capability to engender
new forms. Luca;s Samaras' endless series of Autopolaroids (Plate VI)
treat the body as the equivaient of the pﬁradigm in. liguistics. The :
o . . body serves as a distinct entity composed of a network of forms: the

work is then an inventory of the various conjugational or -declensional

forms that can be obtained from the basic entity. §s

» ‘

Bruce Nauman is another artist associated with this exploration

of:"b})dy‘ language' - though it must be noted that both in his case and

that of Samaras we are involved with metalanguage insofar as the forms oo
- - are invented arbitrarily. There is no codification of "signs." ,

‘ : ad
g, < " In passing, one may remark that while the intense activ.ity

P

in ‘hp’dy Art is contemporaneous with universal interest in the develop- : “ ‘

ment "o’{ the scienges of Kinesics and Proxemics, there is not one single

-

evidence\i\n the body of writings on Body Art - either in artisté! . R |

x \ ) -
.. - . statements bg intentions or in critics' analyses - that body artists

- ~ |
x have made conscious use of these new br“apches of \behavioral psychology.

A
-
- ,/¢
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4 study, ent:'_ttléd Kinesi‘cg and Context“, contending that i:he author
",...is the first to have \built a bridge between anthropology and the
world of contemporary arts" seems premature at\best, absoiutely not . |
"supported by a close reading of Birdwhistell or Hall. .
There is certainly a way in which art teachers might ’combine
;he strategies of Kinesics and Body Art {this will be discussed in the
concluding' chapter of this thesis) but for the moment the two areas
seem not to be actively concerned with each other. 4
The Californian., Chris Burden, is the artist who has taken
' ‘the examination of the’ body's outer ;imits of endurance as his most
consistent subject. Empirical to the- end, he.documents performance
data with the precision of a scientist. A typical'piece is éculpture ‘h

in Three Parts42

)

, composed of a photo of Burden during .the lierformahce

-

and the following descrip\ti'bn:

"I sat on a small metal stool placed on a sculpture
. stand directly in front of the gallery entrance,|an “
. elevator door. A sign on the stand read: .'Sculpture -
in Three Parts. I will.sit on this chair from 10:30 ’
a.m. 9-10-74 until I fall off.' '
About 10 feet away, a camera was constantly attended
- by changing photographers waiting to take a photo
graph as I fell.
I sat on thee chair for 43 hours. When I felly~a
chalk outline was drawn on the floor around my bod
I wrgte 'Forever' inside the outline. I placed
another sign on the stand which read: 'I sat on this
chair from 10:30 a.m. 9-10-74 until I fell off at
Y 5:25 a.m. 9-12-74.' The chair, stand, and.outline
remained on exhibit until September 21, '

Burden's performances are loaded with such potent symbils as’

fasting, crucifixion ‘and martyrdom, all/conducive to the kind 'of \specu- .

lation about sacred and profane art that Jindrich Chalupecky ;fir,s\t

indulges in in his’ essay "Art and Sacri;‘-‘.i.ce"43 and then dismisses 4s '

e . . L - \ '
. . ,

. . .
t g \
B
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irrevelant. I think that dismissal is warranted: symbolic speculation
\

about Burden's iconogrgpﬁy.would be relevant only if the artist himself

" were not prédent, if hé had used a .surrogate whose anonymity could then

function as symbol.

As it is, what ig important about Bufden is the empirical,
quasi-scientific strategy which focuses on the physical organism as it
descripes the parameters of artistic action. The stigmata, no matter
how 'suggestive, are false clﬁes: they lead us away from the evoked
temporalit§ of everit to thg implied témporality of speculation which
belongs to the reaim of formalist art. Burden himself hints at this
in the documentation: it is the drawn, immutable outline on the floor
that is labeled "Forever' whereas he emphasizgs that his bodywork .

encompasses exactly 43 hours.

Burden's oeuvre with its perverse use of false clues is an

exceedingly useful reminder that bodyworks must be épproachég phenomenb-
logically as intentional acts, suspending assertions about t%eii
existence independent of consciousness. We could po%sibi& make such
assertions if, in Sculpture in Three Parts, the inten{ion had been to
pfoéuée the image 9utlined on the floor and if that image had been
preserved; say! on canvas. But the image exists only as a function of
the total event and ceased to exist after tﬁ; performance, just as the
forms"inventoriéd by Samaras survive only as photographic documentation.
of course, those false clues, with their potent allusions to/////
symbols and myths that are st111 pervasive in ou; culture, are not’ to

be ignored. We have noted (in Chapter I) that post—formallst art
. R . [ v -

demands the application of as many systems of cultural reference as the




|
|

of the absurdity of his position in it, there is some locus for a -sort

of humanism, even if it be unlike any‘kind of humanism held in the past

by cultures based upon a diffe;ent world from ours."38

l But how to construct a new humanism when the_self is all but
extingu;shed? As ‘we discussed earlier in.this chapter, the question,
is irrelevant to Minimalism which, indeed, revels in the absence of

gesture and celebrates the '"independence of things." A similar sense

-

of accommodation with the status quo permeates Pop Art which exalts
the mechanized world by produc¢ing an equally mechanized image of it
uﬂder Warhol's sloéan,'"I want to become a machine."

Body Art, ;ﬁether it be manifestedlas the private musings of
an‘érfist'like Pane or Luthi or the public and indeed political

activities of Beuys, is an attempt to arrive at a humanistic art, an

art whose eSeential priority insists not so much on cognitive discoveries

about identi

b A e
.

or on the construction of some utopia, but on the recon-

struction of the shattered self - and, concurrently, the r?construction
. \ )
of art into an,activity in which the formalist polarities can be brought

closer together and culture ;hﬁ nature can be reconciled.

1

1947, is a touchstone of the new humarism: { D 3

"My painting does not come frdfthe easel. I hardl&

ever stretched my canvas before painting. I prefer' -

to tack the unstretched canvas to the hard wall or g .
‘ the flobr. I need the resistance of the board sur- '

face. @O

more a

-

the floor.I am more at ease. I feell nearer, -
rt of the painting ..."39 ‘

i
)

v .

g




‘\\\\\_//Lgpetween what Jaspers calls the Being and the Encompassing:

~

work indicates might be relevant. And, in Burden's case, it would be

ludicrous to assume that he is divorced from all cultural influence
and that-he does not carry in his head those images of St Sebastian
and the crucified Christ. ' .

But we must not confuse intention with language. The posi-

tivistic bodywork's search for the self depends on differentiating

"We inquire after the Being which, with the manifestation

of all encountered appearance in object and horizon, yet “
recedes itself. This Being we call Encompassing.* The )
Encompassing, then, is that which always makes its ' S
presence known, which does not appear itself, but from

which everything comes to us." 4 T T ’

7

In its demand on the audience that it apply a measure of
"distancing" to keep separate the elusive notion of the self and the
a;i-pervasiVé presence of culéural Encompassing, Burden's work contains
an element of social provocation. As all Body Art d&es, it renders
the spectator conscious of his own responsibilities by f;rcing him to
sg§pend'morgl judgment, a difficult situation when the material being
manipulated is human. Formal art eliminated that dilemma by enclosiné
the art experience within the secure confines of the privileged, 'sacred"
space, an area in which moral considerations are obviated by the closed . :
systeﬁ's integrity. Body Art must, on the other hand, be confronted
like any other life situation. As Horvitz has phrased the crucial
question: "To what extent, if any, and under what conditions does
| 145

morality have a higher claim on our actions and reactions than esthétics?'

—

This dilemma is focused o en more sharply in those pieces

where, in order to test the limits of his body 's--endurance, Burden - -

v
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as in Kunst Kick, 197446,

{irs of the Basel Art Faﬁr‘("l fell

two or three steps at a t he notes, ever the objective obsé;ver),

or in Shoot, 197147, in which he was wounded in the arm by a hired

- sharpshooter.

A

include, besides Burden's testimony, that the the accomplice-aggressor
as well as the spectator's. Insofar as we accept Burden's performances
as "art" we have chosen esthetics above moral judgment and our parti-

—a
cipation as spectator is open to accusations of collusion. ' .

If the ontogenetic branch of Body Art seems; to operate in

some hellish laboratory, like that of Dr. Frankenstein, then our own

. |
identity resembles nothing more than that of his confused - and deformed -
| . -

assistant, Igor.

!
- ‘ |

These works-afe underdocumented in one respe¢t: they should a
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CHAPTER IV
;o

THE BODY AS THE MIRROR OF THE SELF

. "I have never succeeded in becoming completely
used to existence, neither to that of the world nor
to that of others, nor above all to my own. I some-

A times feel that forms are suddenly emptied of all . N

their content, reality is unreal, words \are only
noises stripped of all their meaning."

Ionesco's plaint, an excerpt from "I have never sucteeded,” is the

“plaint of man who finds himself alone in'a universe §f nothingness in

which "forms are suddenly\emptied of content" - a-suggestive if

- involuntary reference to the tenets of Minimalism' challenged by bodyworksl.

As we have seen, the empirical approach to Body Art faces the )

dilemma by retreating-within the confines of what is "}Keas rable and .
- ) | [

verifiable. Another approach is tha_t. of what might be ‘al edg o
Existentialist Body Art, which challenges nothingness by focyssing its

attention on the body's capacity to express emotion; by a s
~ R

free of culturally imposed slogans and ready-made truths and, thu

A

must be evidences of the self.

[y

This reductive process of liberating the self from ‘the engul

ment of cultural detritus (seen in reverse-parody in Ionesco's Le Locatai

in which the t~enant's( possessions finally suffocate him) is the subjeéct
matter of Cioni Ca}p.i's photo-sequences, each of which is titled

"Transfiguration." In the end, Carpi's self is found in the body whose
fedemption.resi/des in the fact that it is capable of action, of choige -

no matter how limited the sphere'of that choice:

40
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"I, who know little or nothing of myself (much less
of what is outside me) ... present myself as an object,
even to myself, along with all I can take Q%th me,"

writes Cai:pi, in the accompanying text of Transfigurati\ n 3.49

What the artist "can take with him" includes, \gf course, the
posSession of an individual sensibility and the skills td\\manifest
k

that 5§Q51b111ty Existentialist bodyworks are dlstmgulsh d by ‘the
X\th the

\
i perf\manée\s of emplrlcal artists, which are then documeénted

v

riv tmg eauty of their photographic images. In contrast
p\gl

rently ho ogrgihed "recefds,' the existentjalist w rks are

Beauty is important\to these artist\s\\because i't defines and integrates
an image, and definition is a major comp\:\nent of objectivity, of method.
At the same time, beauty in bodyw rks of thls type solicits
the essential empathy of the spectator, by entisment this time (after
) all, beauty is the promise of happiness, according\t.o\SFendhal) as
opposed to the empiric's strategy of provoking empathy.
(Ir‘r‘TArnulf Rainer's work, the\focus is narrowed h\sharpened
on the search for the authent1c self, that\which is a genuine and
unquestionable inflection of the integ?al self. As in Heidegger, it

' - .
is assumed’ that authenticity is to be found at the end of a reductive

™

process wh wour daily lives

all the trivia on which we fritter away
is removéd and there remains only the elemental gesture which is only
. N

remotély cultural.
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- Rainer's oeuvre is divided into two classes: '"'Bodyposes",
which trace the loci of expressions in which the entire body is involved;

N and "Facefarces" in-which the significant movements of specific facial

C o expressions are drawn by the’artist on- the photograph of the expressive

face. )

. . o )
A typical Rainer work like Happiness (Plate VII) is composed
of a photograph of the artist's face and of a gestural drawing which

- : t
. reproduges ;he‘ dynamics of the facial expression. We are far from the
methodical ap??roach of 'genuine Kinesics, but R;iner does succeed in
stablishing a'connection between the language of gesturél painting and
body language. In the process, Rainer also carriesAPollock‘s desire
to be "in" the painting to its most.efficient conclusion.
Just as his technique is based on the reconciliation of two

]

hitherto opposite strategies, so is the world Rainer communicates a
\ , o >
) : arena of contradiction. On one hand, there is the objectivity of the

a bt o

artist's camera which assures the kind of courage, clarity of vision

R STy

and hone iy in the confrontation with the self which are the essential
components\of the Existentialist's notion of authenticity.
, at the same time,vthe self arrived at is a multiple one.

Self'-examinat\%on can only attain I,the rigor of meditation. Rainer him-
! .

) .self describes\his method as

"a kind of Anti-Yoga composed of tragicomical poses,
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PLATE VII -
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ravishing as the star close-ups of Hollywood's most artful cameramen.

" the narcissism does not overwhelm the work. s\

4 . A

e '

2

up with a muitiplicity of selves: a rather absurd'result‘but by. no . ‘j

méans a tragic one. Ironically enough, it is the gestural drawings,

i}

borrowed from formalism, which save Rainer's mission and even turn it
into triumph. The drawings' reenforcement turns gesture into symbol : §

and, consequently, transforms the individual into hero. B

~

The beings Rainer discovers are all himself and they are also
- 4 :

each one of us when viewed from the inside: the courage one must

:possess in the search for authenticity confers on us the role of hero ° ;

and Rainer's &iscovery - and triumph'- is the realization that a man ‘

who reasons cannotdhave a baﬁal innér life. | :
Cipni'Carpi's sequences gf paring away-aif”fhat is not : . §

organically connected to the self is echoed indthe phrase contained in !

; .
a work of Urs Luthi's: "The personal dissolves so easily in the typical."

That phrase is the key to Luthi's exploration of the self which in his . g )

case takes on narcissistic overtones, if only because of the dramatic \\\\

» '
lighting of the photographs which render Luthi's self-portraits as

But in other respects, Luthi is objective. "I treat myself - .

( »
as a stranger"sz,nhe has said and insofar as his various guises are

~

discovered by him with the same ‘sense of surprise as that of the audience,

Transvestism is a leit-motif in Luthi's work, as it is in the

o

transvestism'is not the subject matter; rather, its presence is a

logical outcome of the methodical search for the self, &hich in Luthi o

M LIRS ‘ PR T
\

In his cheerful game of searching for the self,.Rainervéomgs . N

work of sev%ral body artists (Armleder, Castelli, Pfeiffer, etc.). But - -

~{
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ras normal: in the sense’that there are parts of the self that are - v

. uncovered by Luthi's transformations because, as already noted in rela-

ﬁign for the post-formalist anxiety ; but if we accept ‘as valid the . 1

seems to be predicated on an acceptance of the multiple personality 7

. ’ ~ * -
shaped by wothér selves that come in-contact with it - rather like a !

chameleon's behavior,

A
V' d

’ ; Thus, there\éfé two kinds of "transvestism" in Luthi's jrrk;

In works where he is shown alone, made up to assume various stagéé of 'r.
';ndrogxny, he iypifies the c?ﬂtemporary bodywork's preoccupation with .
the'construction of a finely—calibrated device with which the measure
the multiple, intermediary stages that we no;gknow exist between the ©

L .
rigid male-female poles of pre-Freudian thought. These actions delve

/

JihtO'those parts of th® self which exist only for the self in relation

to itself.

B

z

Luth1 s Self- portr?1t with Eqkl, 1974 (Plate VIII) repreSenps _ﬂ/)
another form of "transvest1sm" ~ the chameleon action the self performs l
'with reference to others; Whether de11berate1y or not, Luthl has seized 4 ;
Qn Jehn Dewey's theory.of the self, whose intention is to reconcile the - co g N
d1rect1ons of'"lnwardness and outwardness" in a single harmony.0

There is no sense of pain or pathology in the multiple selves

12

tion to Carpi's work, the beauty of the images - the calm discipline ' !
one knows is needed to produce a succinct, coherent statemeng whose - i -
fundamental seriousness and integrity are the sourees of visual beauty -

c, - . . ~ . M ‘
is %n itself an qssurance of psychic harmony.. } J

There is, of course, a not inconsiderable measure of .irony

.
~

carried by the discovery that the art illusion can funct;on as a solu-
\

. \
- 1 . »
post-formaiist esthetic's capacity to be informed by any segment of )

. -
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human experience, then weé will not reproach the artist who searches for .

the self for act{;ally finding it!

Written some forty years ago, and with probable awareness of

Duchamp's‘notibn tha; the role of:ppst-fformalist art is at once the
s ) f.'*..f
building up of unfulfillable expectations (and, hence, the destruction

.
|

of julfill‘able e:&pectatiops - which is an excellent definition of thE_

unique and autonomous art object), John Dewey's Art and Experience
\ .
remains relevant to bodyworks. —Dewey notes:

i

"The esthetic is no

i

intruder in experience from without ... it is the clarified and

intensified development of traits that belong to every normally complete

\ -

. wd3 .
experience. Lom . ‘
, . B X
Including the art experience, no matter how 'post-formalist."

Fictional photo-works, Ilike Luthi's - as opposed to the documenfary
‘ﬁ:...

photos that 'aecord "li“ie"' performances like Burden's - are especially
conducive to introducing the fallacy that the esthetic subverts the

authentici‘ty of intention. We m‘eep firmly in mind that unf\‘zlfil-{
A,
lable expectations belong in the realm of intention and subject mattef;

whereas the coxmnunicéting' expression must be coherent and whole. The
only difference, in that respect, between the post-formalist esthetic
and its antecedent is that the nef esWfic.must derive organically

from the context of each individual work: that context in\leuding some
‘ M- 1!

degree of experiential input from the spectator - the input vehicled

t

z
by empathy. . . \‘
¢

The degree of empathy the spectator brings to a bodywork is

conditioned in equal part by the deg;ee‘ of tragedy evoked by the-artist's

.actions and 5b){ the visibility of the _photogfaphic_ technique used by the,

artist i_nucontroll\ingxhqw palpably present 'in the work he wants ‘to be,
“ Al ' ' " 3 !
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If, in Déwey's phrase, ''the esthetic is no intruder,” technique,
on }:he éther hand, cértainly can be. This happens\in Suzy Lake's piece
Su;y Lake as-'Bill Vazan (Piate IX), where the transformations are ’
‘acliieved by the purely mecﬁanical means of retouching - an updated ~
version of the S;,lrrealist's photo;collage. The tragic search for the .
self is thus reduced to a commedia dell'arte of slipping masks, to a >
- game as .artificial as it is light-hearted. ’

Lake's work puts in question the validity of Rainer's and

Luthi's research by asking: Do our faces really reflect our inmer !

lives, or are they juét disposable masks assumed to fit various relation-
'ships? _In one way, of' course, Lake's strategy resembles Luthi's

chameleon - actions, but her technique transforms txiagedy. to the

arfcificiaiity of farce..

The difference is in attitude and precisely cérresﬁonds to

the difference between Synthetic Cubism and Analytic Cubism. Lake
begins from the agsured h\avrmony of her own self Y(her own, un-retouched
‘face is always ‘the first image of ‘the sequence) 'and sees how far she
can alter that self and stili rema}in herself. In addition, her flat,

iconographic depiction of the face reduces the sense of the artist

- H

being physically present.

Luthi's transvestisms, on the other hand, mirror the infinite L
number of the discreet inflections of the self, whose attaifment is

always left unfulfilled by the multiplicity of inner modulations and <’ ‘ 3

the contingency of outside rela\tionships. And the dramatic use of

atmospheric light assures that the actions are performed in organic
' L

space and time.
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o ' CHAPTER V. * B 4

BODY ART AS THE NEW ROMANTICISM: THE SELF SEEKS COMPLETION

In the most substantial study of Body Art publlshed thus
far, Lea Vergine's I1 Corpo Come nguagglo the author notes that

"at the basis of body art one can discover the unsatisfied need for a

1

love that extends itself without limit in time ... for a kind of love

that confers unlimited rights."54

Writing in the context of present-day Italy, at a time when

g L
_ social order hangs in precarious balance and the most basic tenets of

liberal democracy are being seriously guestioned, it is not surprising
that Vergine spdts the source of this essential dissatisfaction is
social fac,tor‘s: in artists' disenchantment with bourgeois culture
and in what many of us suspect is art's tacit collusion with that
culture.

Ti\e parallels w1th the conditions that spawned the turmoil
of 19th-century romanticism are striking. In Vergine's allusion to the
collapse of democracy we hear Camus saying that the 19th-century opened
to the sound of falling ramparts (that of the ancien régime). And in

th th centuries - the first

the distinct romanticisms of the 18°" and 19

dogmatic and striving "to extract a clearly definable doctrine and world-

view from everything, even «i’rom their emotionalism and irrationalism">S

the other sceptical and agnostic - we see prefigured the body artists

-

‘.
who chose between the ontogenetic and ontological models in their

r
-

search for the authentic self.

50
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"The two strains are united in their shared idealism: _the
feeling that there is a wholeness that can be attained ;:hrohgh a
that can absorb and feed on all the various systems 6f energy that '
furnish the space-time conting m of vital experience. Romantics sought /
such a tontinuum in Nature; the new, post-formalist romantic finds it
in an art in which the Natural is \accorded equal importance with the
Cultural. * ;

While Ve&wnﬂorses bodyworks as being credible insofar
as they stress self-knowledge and liberate the body, through exposure,
from personal shame, she also deteéts in bodyworks the symptoms of the
doomed. She lists the pathology found in the iilagery of Bo:iy Art: )
autism, paranoia, sado-masochism, schizophrenia and so on. .

. — There is a sblipsisti‘c str‘eak whi h runs through bodyworks

- an assumption that nothing but the self exjists, and therefore that .

the self is the only object .of real knowledge\- and it may be a sign

.kt

of triumpth for Body Art that its powers of comyviction, of elicitiﬂng

the emphatic response of the specfator, are such Ehat even as informed
an observer as Verginé suc;cumbs to its ‘sorl'ipsism. For,-in her diagnosis
of patﬂology, she clearly fails to differentiate ‘b'tweekn intention and
imagery and thus commits the fallacy we have discussed earlier in ‘this
thesis: the fallacy of mistaking~ the métaphorical us'e of language and

1

subject matter by an artist for biographical verity. These are the

two elements of expression Roland B&lrt:he;»56 identifies as 'écriture"

and "style" - thé first being personal utterance, the se¢ond the artist's
biological or biographiqalimpt?ils:g for distributing signs. In Barthes,

the two elements coalesce into "language." . B SN
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—
The images that recur in-bodyworks, those depictions of

~

.suffering, sacgifice, sense of loss, ’sensuality, eroticism and maso- .
chistic self-sacrifice ;re, of course, the very metaphors that European
e painting deriving from a "dark visign"57 has been preoccupied with
since the Middle Ages, the metaphors usually based on Ch.ristian myth§logy.
And' there are ample examples of the artist substituting his own figure
for .that of the mythological figure, a striking ax}d recent e)xample
being Egon Schiele's drawing, Self-portrait as S,t Sebastian (Plate X).
o (An- even more recent - and secular - example is the oeuvre
of Francis Bacon, in which the sl@bs of/meat, packages \gf flesh, are

uneasily, tentatively transformed into|figures that, in the\a\rtist’s

own words, "recall .M bring back ...\Vevoke a unique being."58 The

p—

painter's hasty, anxious brushmarks '"coagulate' into "images that endure."

Bacon seeks '"the perfe t image' - the perfect, absolute being always

sought by Romantic art: the lover who .forgives, the one who stays.)

&

Schiele's assured draftsmanship and his masterful sense of

composition reassures us in turn. In spite of the troubling subject

ted to treat the ﬁainter as a case history
7

i
se DeKooning's’ frenetic brushwork as symptoms
g -

,matter, we are no more
than we would be to dia
* of palsy. But the Iiost-fc‘)‘,rmalist contiguity of b_od};works can lead even

- >

. Lo B .
the most informed spectat% to such temptation.

|
. . Romantic art, bykdefinition, is an art in which feeling ‘

)
l\omant:ic - and post-formalist - bodywork,
{ -
it sometimes seems to sub: rge it. Lacking spatial integrity and

Y- v

synchronous perception- by the spectator, the bodywork's linear, i\ar- ' -

e

dominates form and in the

{ \

N B - 1 ! . Ve
rative content (even when revealed in photographs as the works’discussed

| 1
. ' ‘ {
LA

]
|
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| | ¢ ‘
| ' | |
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ot
in tilis thesis alwa‘ys are, with the additional accom’paniment of
descriptive texts) cannot reveal esthetié order as readily d4s the
\Qiquel art object. - 3

But, in the endy it is the presence of esthetig\order -

consisting of Dewey's requisites of clarity, intensity and strength

as Gestalt (cited in the previous chapter) - which assures the artist's

behavior being elevated to the sta]:us ‘of artistic behavior.

. In addition, we must keep in mind that the r;t_aw TO ntic"s,"
the body artist's, aftempts at attaining wholeness, at recon\stmcting )
the shattered self are not desperate acts, even if they are notivated
by a condition c;f despéir. )

) The will to create order from chaos, the will to seels comple~
tion is always a ﬁositive act and a. creafive one. The longing for .
"infin‘ite love" may be a futile or even foolish sentiment, but the.
;bi;ity to shape that sentiment intp coherent and compelling gesture
i: the ability to create art - an art, moreover, which contributes to

the most haunting theme that recurs in Western art and literature

consistently since the Middle Ages.

The will to create wholene_ss, to reconcile various systems
and elements of experience into cohesive entities, motivates Dennis
Oppenhein's work of the past ten years. Not all his works are "body-"
works" in the stricifest sense: an early project. ' Viewing Station for
Gal lefy Space (1967) 59, is concerned with inverting the tradit{j'onal
viewer-object relationship: "art" becomes the platform for\\looking ,

at ""life." AN

s




fingerprint, greatly enlarged, is drawn on various pieces of real 3

This is followed by a number of projects in which the artist's

v

estate. In the many subsequent landscape projects, the creative

F. 3

process (large, gestural drawings in which the artist's physical.presence
is always felt) is plugged into the very processes of nature.

For example, in Annual Rings ~(1968]60, the concentric circles .
drawn by the artist into -floating ice located on the Candda-U.S. bofder
reproduce the growth rings of a tree: the gestural drij:lg takes its

N

clues from a process of nature, more directly than (with any artist
"drawing fro'm nature" because the interpretive filter of perception is
absent.

The systems emb'odied in Annual Rings are multiple and con-
current. The natural flow of ice will alter and complete the dr;'iwing;
the spring thaw will erase it. The diametrical straight line wi:11 !
eventually disa.pf)ear, although the mental line it represents (the
political border) will remain - at last int;rpretation's va}idity ‘
resting, .of course, on one being jor not being a cultural nationalist.
At any event, it is clear that'nitural and cultural processes cooperated
in the completion of this work. Its epigraph - and that of Romanticisn; -
might be the line from Genesis: ‘''And the whole earth was of one languaée
and one piece." {

More obviously within the parameters of orthodox bodirworks\,
is Arm and Wire (1969)%!, a short £ilm in which Oppenhein's forearm

is pressed back against his upperarm and a piece of wire held between

AN
the two imprints its image on the skin. In the artist's words: 'Here

the arm .is receiving impressions of its own energy. Material vs. .tool

-

N ' ) &‘ | o ‘ . \ i v\.r-
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, \ * source."
/ .

loses distinction as the

ults of an action ars feed back to the
, .

—_— O\

H

In its deployment of the body as both suppo>t<d tool,

and Wire resembles Acconci's Trademarks (see Plate V],:but we must

N

note that in its use of a foreign element - the wire - Oppeniieim's

piece is less be_autifuily self-contained than Acconci's, whose imagery -~

Q

the bitemarks - e

ally derives from the body. Oppenheim is, of
course, primarily interdsted in "connecting" with things and he does

accomplish that here; but we might still question the choice of the

wire which lacks the emotional charge of a symbol oof something the

artist might wish to !'possess."

On the other hand, it might be argued.that the véry insigni-

ficance of the.piece of wire, elevates the event into

existentialist

“acte gratuit" in which the physical and visual demonstrati

;

corporal energy, no matter how arbitrary, is accepted as a sign of

*""being."

Much more potent in evocative power are the gestures in which

y

the self tries to connect with another self.

°

In Oppenheim's oeuvre,

a prime example of this is A Feediback Situation (1971) (Plate XI), in
which the artis;t draws on his son's bare back while the Bey,tries‘ to
reproduce on his father's back the drawing he can feel bﬁt not 'see'. In
one sense the system 1s integral: "I originate the movement which .
Erik (the' son) translates and returns to me. What I get in return is '

<My movement fed through his sensory system."62

' -But completion is never accomplished. The sensory system can
] .

" only "translate" or approximate the message received and the disparateness

i
{
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" A Feed-back Situation, Aspen,
Colorado, July 1971, Dennis
Oppenheim, Erik Oppenheim.
| originate the movementwhich
Erik transiates and returns to
me. What | get in raturn is m
movement,fed through his sen-
sory system,

. PLA‘XI ‘

L VR ST




58

of the two drawn images provokes some poignan% quéstidns: How much

e WA . ‘ .
eXxperience can one génerat;on transmit to another? How much -distortion

JON—

is involved in any communication between two .people?

Oppenheim's film, Gingerbread Man63, is perhaps the most o }

vertiginously cyclic of all bodyworks, the one in which the romantic's
) = s .
" search for completion comes to the most sustained conclusion:

et

"... a symbqlically human form is slowly broken down
- and subjected to the linearity of the intestinal track ...
it is used to fill an internal space ... it is held
captive ... (in a) life sustaining|interaction. The
residue - waste products - became the finished work . 164

Oppenheim is inconsistent only- in the last sentence of that
N S
o

statement. The true finished product of t§p~piece in Oppenheim's body

i

which years after the action continues to‘éarry.within it some infinitesimal
tzéce of the ingested material. That caveat aside, Gingerbread Man is . !
a perfect enactment of the search for completion through the appropriation
of another pérson!s self - something intuited by those primitive civili-

zations which practice ritual cannibq}ism.
’ '

v

Anthropophagy is one logical solution to the romantic self's i
despair at ever being ablé to commnicate with another So as to see
ﬁis own self affirmed and iﬁtegrated. In a key Roantic work, Sade's N
120 Days, we watch the characters move toward.such a resolution (they

stop just short of it) through progressively violent sado-masochistic

actions which are uﬂmistakably used as heightened forms of communication.

Oppenheim goes further than Sade, he'implies that cannibalism "~J
is the ultimate metaphor for total communication: one can understand ( -
the Other only by literally absérbing the Other. T?eﬁFrench artist'

Michel Journiac's piece, Prise de Sang ﬁumainGs, in which the artist's
e e - e em———
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l_' _ ~ “j' @ . .
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- .
- . 59 . 7
. ' ‘) ' . i v ,. \ Lo~ ‘ : .
blood_is used in the preparation of sausage (a recip‘e is included) l

-is 'an even more overt usg of the meta.p'hor. As Frang,cus Pluchart notes,
for Journiac the body is "socialized meat which one‘can only encounter

6 .
through 1-11:11@15."6 Cannibalism is also used constantly and with
various «degrees 9f explicitness in the performances of the Vi{annese
. [ ¢ .

o

group Orgies and Mysferies Theater led by Hermann Nitsch. These per-

.

. .rforngxces are c“losely tied to bodyworks but, since they don'@
. , L S 2

“r

\ .
in the form of a definitive visual documentation endorsed by the artist

v

v -
as fully representa»tlwa of the event, they fall outside the scope of

s

\
tlus thesis as do the §1m11ar act1v1t1es of the Viennese Otto Muehl '

and. Ginter Brus. o -

Several body artists act as curators of their own pasts.
The mostnqiniscule_%etails of private lives are collected, preserved

.and catalogued Jas proofs of the artist's existence. In a complete . '
. ‘( R : -
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In a snular strategy, Joseph Beuys Arena (1970)67, is an

«autob;.ograp ic collection of all the images of ‘the most significant (7 3
drawmgs and oquc‘ts made by the art:.st;z durmg the previous decade.‘
o’ - )
- This collectlo\ of panels served as. backdrop for a performance, Arena,
# N
in.which Bau{é T eated the sentence' "] am a t.;ransmtter, I emit!"
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richer in;

- text,

\ .

by the'thorns the child stuck ‘in her arm. ,

-

Gina Pane's photo-sequence, Sentimental Action (Plate XII),.
- ' ‘ !

symbolism, features, in Pane's words iin the accompanying

I

""my body as a conducting substance in a motion of

'going to the return,' coming back to its starting.®
point through a de-construction of the.prime image

(mental puzzle): -the red rose, mystic flower, / . .

construction in its most present state: ‘the painful

eroﬁ\id flower, transformed into a vagina by a re-
one.!"6

" Panels awkward prose (equally obscure in the original Italian)

iated by the thrillin% photographs which recount a return to the

1
4

very beginning: | to the moment of birth ;m’g{ even beyond, to the bio-
i (’( ‘ v
logical, symbiotic mother-child relationshipé_ The menstrual flow

whose cessation sjgnals that the child has been conceived is recreated

The pain 'of .childbirth and the pain of bei.yg - the pain of

-\ the romantic self which is always in a state of disequilihrium since ,

The roses' color alternates between white to red in each succeeding

photograph: the endless currents of innocence and eroticism (knowledge)

L4

: ¢
and the temporal, alternating flow of past and present are trapped at

) last: contained in the artist's.body and rationalized by the artistic

act.

3

Qit is always in the state of becoming - are connected in a closed circuit.
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(FHAPTER V1 -

'BODY ART AND ART EDUCATION

THE ‘SHIFT FROM THE OBJECT TO THE SELF

In 1968, i silfdf committee sponsored by thé United States'

1 Art Edueation ASsociation issued a ''position statemept'

titled The Essentials of a Quality Art School: Prggram.ég This important

document identifies the four aspects of art in a school art program as

the following: seeing and feeling visual relationships; producing

works of art; knowing and .inderstanding art objects; and evaluating

art products.

o

.

.

Based on these broad areas of concern, the following concrete

L)

-objectives are recommended in the position statement:

"As a result of the art program, each pupil should
demonstrate, to the extent that he can, his capacity to/”
(1) have intense involvement in and response to persondl
visual expenences, (2) perceive and understand visual

"relationships in the :}eronment (3) think, fee} and

act creatively with visual art materials; (4) increase
manipulative and organizational skills in art perfor-

mance appropriate to his abilities; (5) acquire a know- -
ledge of man's visual heritage; (6) use art knowledges

and skills in personal and commnity life; (7) make
intelligent visual Judgments suited to his experience

and maturity; and (8) understand the nature -of art and

the creative process. n70

These objectiveg were defined a decade ago, at a time when

conceptual art had made gnly a marginal impact on the wider art com-

mun'ity which, in -turn, had a tendency tp regard the new art as an

"antl-art" phenomenon concerned chiefly with the destruction of the

~

gallery system by denying that.system 1ts basic un1t of chhange the

unique art object: not an urgent priority for an art program at any level.

62
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Body Art, at that time, hardly existed yet, even as an

appelation. The term first appeared around 1970 in the obscure New

- .
York publication, Avalanche, which was the first in North America to

‘report on the quasi-theatrical activities of the Viennese artists Brus,
Muehl and Nitsch. It was around that time as well that Americans ‘like

%

Acconci and Oppenheim began to use overtly their Eodies in artworks.
Jack Burnham's seminal essay, Systems Esthetics was first printed in
. - .

A\.rt‘:forum in 1968. , e

The NAEA's position statement, then, appeared at a critical
junction, unknowingly the valediction for the formalist e-ral rather :‘
than the definitiye pfescrip/tzion for the future of art education-;it '
was intended ‘1'?0 be. v

a

]
Its axiomatic concern with visual relationships, visual

experiences and manipulative skills - that last obviously implying the "
development of coordination and psychomotor skills as well as the ) ) |
‘experience of ;lxanipulating various media - is founded on the concept
of the unique object. And the notion of "organizational skills" is-
still clearly based on the acceptance of composition as the essential -
and spa‘tial - structure of the artwork. , v

While people like Les Levine are warning us to notice_ how
"art now reads out as software; as :i.ni:‘m'mation,"71 the NAEA's objectives
tend to place formal concerns above those of content, in tacit ag're.emer‘xt‘
with Ciive Bell's dict@: "To appreciate a work of art wefneed bring .
with us nothing but a sefse of form and color ‘and a k;m\gledge of three; ‘
dimensional space .. ."7‘2; or a more contemporary version of it as pro-
nounced by Meyer Schapiro: "What counts in all art’are the elementa‘ry

esthetic components, .the qualities and relationships of the fabricated

.




-~

-"lines, spots, colors and surfaces."

- f—

73 i

'Art programs today are still based on .those tenets, on the
assumption that; as Suzanne‘Laﬁger ph;ased it: creativity consists of
feeling applied to material. Put in such general terms, the notion |
Temains operative‘today, just as the NAEA objeétives remain génerally '
sound. |

But these objectives are limited if we want students to
acquire a grasp of post-formalist art. In conceptual and bodyworks,
the elementary esthetic components no longer,supply the complete
information about the art experience. As described in Chapter I of
éhis text, the post-formalist work incorporates systems rather than °
primary units and its reading requires the application of systems of .
thought that are not exclusively visual. And (as discussed in Chapte£
IIj even the visual medium of bodyworks - photography - communicates
differently from the imagery of hand-crafted objects.

"Emot;on in art must become impersonal. Therefore, for the

g *

purpose of art, improvisation that is self-centered is meaningless and

1

disturbing. Whatever ‘is reVBﬂled in movement must be for the purpose

\ » . . g
and sake of the work and not the ego."74</

' The above statement, written by Ann Halprin, happens to refer /

s

Eo the dance but it applies equally to the formalist's precept of /

ﬁisual art. Written in 1955, it represents precisely the point of view

\ 4
rejected by the American action pajnters and takes us back to the poinﬂ

where this paper began. Halprin's statement, of great historic reso-
\ ‘

nance, is also an exceedingly clear symptom of the gap that now separates

art education from the art being produced today: an art that is morf
N,
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{
and more concerned witg affective content, more and more self-centered.

Can the gap be closed? The most pessimistic answer .to that
is Gregory Battcock's, who contends that "art and education don't
overlap.'" He scorns art in the schools for being product-oriented,

intent on "getting results," while the new art is less concerned with

results than with proposals. Battcock writes:

"All the lengthy research papers, the doctoral ¢
dissertations, the 'artistic' experiments, and the
art education symposia in the world will not bring
art and education into a positive, active relation- .
ship unless some of the basic principles of art.are o
a lot better understood. As a matter of fact, such '
endeavors may tend to strain whatever didactic
connections exist between education and art. In the

end we should not be sﬁrprised~to learn that art and o .
art education are two vastly different phenomena that ' &
\ operate at cross purposes - as communicative systeéms v .
frequently do. In this case, unfortunately, educa-
tion_tends to absorb energy while art seems to actuate X
it."75 . « ’
i
. This is a "bottom line'" declaration that most art educators ?
will treat with contempt - and a twinge of recognition. For we must ! ;
admit that there exists a gap between the inherently pessimistic |
- i
\ ; [3 .
* stances, strategies and attitudes of post-formalist art (and especially
¢
the scabrous imagery of so many bodyworks) and the optimistic atmo-
sphere of discovery art teachers try to create in the classroom. ‘
The parallel\is obvious: formalist art is predicated upon
the ‘notion of "progress" in the evolution of art objects and ideas.
It was, in essence, an optimistic art, always reaching toward the ideal
"and the sublime, always hoping to be promoted to an avant garde. Post-
formalist art, on the other hand, deriving from Duchamp's notion of an
o : , :
N . v, . . : - -
esthetic that carries its own built-in failure, the falling short of 7

its own intentions, is peésimistiC*or, at best, stoical.
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1 - ‘ . - ’
Bodyworks, especﬂaily, are based on a world view wpich fully

accepts contingency and chance and finds its sense of freedom in the

free fiow of events and ideas whose connectiéns are allusive and
tenhous, imp?rféct, unverifiable.' Its intriﬁsic temporality, in

; . .
contrast. with the permanence‘pf’the art object, makes it an uqeaiy
presence in the art %oom wher%‘the mood is,.by definition, prbdujtiviit

. \ .
or, as, Marcuse would say, ''aggressive.'" p i

Even that most permissive of classrooms, is aggressive | from

|
that point of view. Its n:égon of "self-expression" - ‘seemingly so

"liberating" - is dctually channeled through "elementary esthetic
g -, 1 Y g

ébmponents" (Schapiré] which are clearly spelled out, defined by| social.

~ N R
concensus, irrevocably '"cultural' - precisely the values the posl-
o Co ;
formalist sensibility rejects. ’

There is a more immediate and practical factor in the ;r;—
’ . -

‘art education gap as well: How is the elementary or secondagy:level
_art teacher, himself the produét of a repressedlsociety and ope£ating
in one of the most prudish institutions of our society, going to deal
with the explicit subje;t gat;ér of Body Art? That art's use of the
body as social metaphor is often directly aimed at society, as a pro-
vocation against our culture's sense of shame when confronéed with the
human body. . ‘ '

Of course, art history classes have always in¢luded '_imaliges of

/ L] . L] (3
nudes and works of tenebrous vision such as Grunewald's depictions of

the crucified Christ. But, as we discussed in earlier chapters of

. this paper, post-formalist works make a new and more visceral claim on

the spectator's attention. They operate in our own time and space,

*

o St e WA A s

$3amn

o p b e

P

ORI,




rﬁ“'!m\ann et epe -

67

e
L

while paintfnés and sculptures inhabit their own safely detached

context: they exist within illusionary space and within the securely

defined boundaries of the "art context." -
v

Even more awkward is fhe presence of a photographic image:
Paintings are always accepted?®as fiction but photos look like facts

2

(Reference: Sontag, p.17). Apd, in the case of a photo of a Nitsch

‘ -
performance, for instance, thaé\picture ﬁay lodk'iike something out of
a pornographic magazine. How are our school systems going to deal with
this problem? If the answer is censorship t&en perhaps it is time we
heeded Battcock and arf and art education separated for good. o

A more ;emperate‘§olution seem§ to be verbalization,

exorcising inhibitions through discussion. ?ost-formélist art is
inevitably accelerating the exigting trend in art educationE away
from laissez-faire "self-expression" gpd towards more discussion of

»

esthetics and art history in the class room. Croce's dictum that art
ig not c;pcerned with the useful, tﬁe moral aﬁd the intellectual no 1;
longer applies to the post-formalist art being made today and ought’

no ionger apply to art education.

‘Studies such as Ellsworth's show thaf high school students
: .

would welcome more theoretical content-infart classes (in fact, they

‘react faVorably‘td all aspects of art education except "dullness in,

' teaching"). And, if there is one pervasive theme running through the

papers published by art educators in the last ten years, jit is the

.

wish for a mew, humanistic approach - and, by implication, a coming to '

terms with the post-formalist esthetic. o s

3
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o

.

Ralph A. Smith writes about "the goal of self-cultivatign,
77

+

currently neglected as an educational objective"’’, and prescribes

~ esthetic criticism as the foundation of art education.

~ Serge Chermayeff, in The Shape of Humanismzs, warns against.

art education "goal of excellence" and notes: ''We have.to accept the

o Ren i ki PERRE Lo i

fact that reality is a process of living development, change and

.

growths and that the notion of completion is a mortuary concept."

Most explicit of all is Allen Leepa's essay, Art and Se1f79, ~
"which ﬁotes the "increasing gap between aesthetics of the past and
L — — N .. S
.present" and, while it phrases the problemat'{?s of the new art in a )
series of speculative questions rather than concrete suggestions about -
class room strategies,/it offers this phrase which reads astonishingly ,
like something written about the motivations of Body Art: ) !
» 1
"Man is under great pressure tp define himself - [
territorially, by physical space; sdécially, by
‘ status; emotionally, by dependence and independence; . .
. psychologically, by goals and roles.” ’
Leepa concludes: '"Art teaching, to be effective, must deal __
~with the whole person. The student must be helped to define his own - .' =

personality."
Clearly, familiarity with the premises of post-formalist art
: N
and, in particular, the strategi\eg/ei Body Art, are indispensable tools
for that purpose. And this familiarity is implicit in the NAEA's
ultimate objective: ‘'understand the nature of art and the creative ‘ | -

process." A
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TOWARD A METHODOLOGY ‘
,

oy

The greatest hindrance in the path of affecting a gexiuinely -

esthetics-oriented art program is the fact that very little research

A

exists that p}ovides concrete rather than theoretical suggestions.

An important contribution in tbat area is the exhaustive
"Guidelines: Curriculum Development for Aes‘thetic Education' ~, which
proposes‘.a curriculum based on a comparative study of the arts (dance,
li\terature,“music, theater, visual arts) i.e. on the -transferance of ‘

learning from one situation to another, using all the other arts to

illuminate the visual arts.

Ed

The book's multi-discipliné approach is a necessary one in

¢

the discussion of post-formalist visual art. The authors seem to have

been guided by Langer's ‘maxim: "1. No rule can JBVer any, two of the

arts; 2. No technical device or corresponding material can generally

\0

be ‘taken from one-to another; 3. But there are comparable created
. Forms."81 ' ' ‘ '
Published in 1968, "Guidelines," thorough and rewar&ing as
it'is, fails to respond entirely to the challenge of the then just-
‘emerging 'post-formalist esthetic: ,

First, it neglects photography, the primary medium of post-

formalist art, particularly of bodyworks. As discussed in" Chapter II

of this text, photographic imagery operates in a different context from

i

that of painted imagery: it has its own, specific ways of informi;xg
and/or subv'erting subjeét matter. Second, the book's percéption of.

visual art is based on formalist notions in that it analyzes images in

‘terms of primary visual components.
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LQf\xs\ deal with these two problems in turn. '

The ‘pra\c?i‘ice' of Phot;o'grap‘hy must be included in all art
prograns ’that wish to encompass the post-formalist esthetic, for the

. following reasons: » .

1. In order that the student may be able to read 'the works
of artists who commmicate through the medium. It is
generally and mistal:enly‘ assumed that the photographic
image offers a fa,‘i(thful observation of a specific slice '

of space at akspecific slice of time. In practice, how-
ever, it becomes clear that all photos are composed of
part fiction and.part reportage and that the degree to-
which one of these components “outweighs the other is a

critical factor in the eva\luation of the artist's

~

b ‘ intention as-well as of the mood and temporal structure

" of the bodywork.

R 2. 1In art that is'not "product oriented," and this applies

' especially to performance pieces, the student still needs
to preserve what he created in a concrete and immutable
document. The new instant arid automatic cameras are the
obvious tools for this: they demand no special skills
and eliminate "craft-fetishism" in the ¢lass room.

" 3. Photography, being relatively free from the contingencies O
of the perceptual, interpretive filter and the mannerisms'

' criture," is the most direct medium for approaching

t project such as "put into one image

© the self. AT

as many details as possible about what's special about you"

RPN
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would demand immense representative skill in any other -~

visual medium.

Iy '

Photography is-also an excellent medium for the study of

relationships within the immediate environment. Project: ‘How, in his
individual attitude, posture, claim on personal space, etc., does a

“teacher behave differently from a student? What a?ﬁe \gisual ways

in which authority manifests itself? How does one behave when one is

telling a secret, a warning, a lie? !
A single photograph can narrate; two photographs can narrate

events that encompass immense distances in space and time. Project:
I

/\\//

The medlum can also be useful 1n/gé1n1ng 1n51ght into the /

Tell a story in just two photograghs.
3

2

mechanics of other works of art. Project:

, 8

Take a pamtmg and try to Y

reproduce its mood in a photo. What qualities can you duplicdte, what

qualitie:’-'belong exclusively.to the painted picture? Try the same,

-using - a poem or a musical passage.

4
* -

:
:
.I
!
i
{
2
i
i
3
i
<
3

r

. ) Photography can also be a tool in the discussion of perception

and 1nterpretat10n Proj ect: Take the portrait of someone, found in s

What can you tell about that person with absolute certamty

and what can you assume about him? Does, everyone make the same assumptions? -

If not, then the project can turn toward the ob]ectlve of self-ldentl-

fication:

’

N
How many different personality types are found within the discussion

What do the.assumptions you make tell about your personallty?

group?

3 .Q ’

Such projects satisfy both the objectives of self-cultivation

and- comprehension of the fundamental congepts of esthetic criticism.

‘ [+
* ’
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_attempted in Chapters III,'IM and-V of fhis text, while neater models

. have already been formulated by the art historian WYlfflin

But those concepts require further deflnltlon where pos€/formalist art
is 1nvolved'@nd here the methods of 11terary and art h1stor1ca1 analyses
provide useful clues. - . .

All high schoGl students study literature and are ﬁamiliar

with such terms as simile, metaphor, lyrical, tragic, iambic pentameter,

b . . . . - . . .
historical narrative, etc. These terms express relationships. But in

discussing art in the art room, we still rely on tezrms (e.g. line,

textufe, dot, color, etc. ) which are primary components, ba51c units ¢« .
of 5;a1ys1s whose 11terary equivalerits are sound, meére, rhyme, etc.
and not the terms of relat10nsh1ps )

Yet, post-formalist art is clearly based on interconnecting
reldtionships of various kinds: between artist and spectator,. event
aqd'medium, fact and fiotioﬁ, intention and language fsuﬁject matter’
and tEChﬁique); inherent behaviorﬁand social behavior (natur; and
culture): relationsh{ps that assume the'guise of metaﬁhor,

It becomes clear that.in the discussion of bodyworks we must
rely on binary terms rather ‘than the formalist' S pr1mary components.

Such.binary terms are~implicit in the loose'claSSification of bodyworké.

8 vho - -

reduced "forms of representation" to five significant polarities. One
can tentatively éppéoach the fo;mulatioq of tqrmﬁ applicable to Body

A

Art by adapting these polarities - as well as Herbert Read's

‘Visual-Hapticss polarity - and by adding others.

The following, then, is a tentative outline of:possible

methods of post-formalist esthetic criticism. by stretching andﬁ}daﬁting,u

_previously-defined formal polarities: oo )

4 - . . K\\‘

|
;
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\Linearr’i-Painter_lx: Clanty of\gontour and def1n1t10n of detail ' ':'4“
/’ ] y [ .

. ! as agamst bl‘urred contours* and merged detalls .and boundane? Botticelli

¢ L and Flaubert. are linear. Rembrandt and Proust are pamtexﬁly} Warhol
R I o
.- = is 1linear, Del(ooning painterly. Samaras' transformations (Plate VI)

+ 4 A 1
. \ are linear both in process and sequent1a1 magery, Luthi (Plate VIII) /,‘,\\
Ty e e ‘\ )

Ry i

(iﬂ‘s\gamterly Even when Luthi works with photo- sequences, ‘there is #o

* b .
) - 1ogi:;f%r§§: from one image to the nexé. \ & 7 ®
R o~ { T ]
+  Plane-Recessi lal Rationality of spatlal orgamzat&g\'t '
. ﬁ\'

l‘ " N
» o ~ hordzonta pe{’spectlve as against rece551onal ﬁerspectwe Seur\tf

. » 2]
ot only in respect to visual planes -but with reference ‘L

? versus Redon
, -
to the psye‘mloglcal "reahsm" of the p1cture) %0la wversus Daudet
I
S | ) f
p In bodyworks there are two appllcable systemS' ~time implied versus
.o " LI

¢ . t:,me evoked (see Chapter 1) and aLthe d1fferq\ce between a work in which

- 4

>
A et = g Ao e -
«

7/

o /7 ] ' the body clearly retains the art;,st's 1d'en“tlty as compared to the body
- becoming a syme], Event versus metaphor or“ntual Samaras and ‘Burden

belong to the f1rst ‘%ategory, the Pane perfoFmance (Plate XII) is an

-3 - . N “
- . ! extreme example of the - sedond \ . L . B N |
. : - » .

| N Another correlevant might be the level of ::ludienc'e phrti(:i- _[ E o

- pat,ic;n d:manded by eﬁe wgri: Samaras' process 1; self—refére.ntia'l and ‘ !
/ . b morally neutral; Burden's pILOVQk‘es.moral judgment. . the first actsen - ’I R EN
an even "plane'" of self-defmlng process, \the other reaches toward the | P

spcctator by sol‘1c1tmg empathy and the évent thus recedes mto esthetic '

and moral ambiguity. C B . - ' ') e \W

. losed-ggen. Very much resembles the prevmus polant,y but

emhasizos clarity of statenent as against the possﬂul%ty of 'several

-

different levels of‘analysis and mte?pretauom Lake's mechanical

' -t proccss (Pute IX) with its clear, progressivo Tp,s.in‘closed; Pang J»
! N #
'

W ~ v G
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N .
is extremely open to interpretation - including even her obscure state-

ment of 1ntentwns. Ana.Log:Les. Contrast Maillol w1th Bourdelle,

¢

el - s
Rg.cme\@t@l:fre. . : ; ‘ .
R Ny 'Ml 3 . v -

1tipljcity-Unity: In a fmltiple composition, individual

)

‘detaild rgtain their identity (Botticelli).

whole where it is difficult to isolate one e'lement from the other

’

' (Delacroix). Mauriac versus Kafka. .The bp&y as-'a physical organism

elther unitary /or mflectmnal (ontogenefl's,,or ontological strategy)

as\ against the outward- d1rected neo- Romantlc work where the body is

-

-

plugged 1nto other systems (Oppenheim, Pane). .
Jlisual-Haptlc. Hardly sechs .to apply to bodyworks except to

thbse of Rainer (Plate VII) v@:‘s—é P o ei’s reconciles the two poles and

y '. » K3 Al
becomes a virtual illustration to Read. .

P o

)]

Natural-Cultural: This polarity®is the exclusive property
of post-‘férmalist art ;ﬁq. the essential component of Body Axﬁ/: .pre-
‘\?ccu‘patz’on w1th the authentic self. ‘These terms a‘re(a lél‘t-mot'if of
z;\ny appraisal of the subJ ect, mcludmg th1s theéis ’A sharp co,()-ast

1s prov1ded by comparﬁ.ng the work of Gilbert and  George /(Plate V) in

_ which the body, is mgde immobile and becomes a sculpture - nature is

Other works form an organic

subjugated to the demands of pure chlture - and Acconci' s (Plate{ V) b

- method, which is the exact reverse: art is denuded of all cultural '

¢ T R ¢ . . )
content (except, needless to say, that of the "art context" which is?y
a)‘ constant) and reverts to a natural function of the organism, in a

gesture of pure itav@sm. )

oo ?

Jpseph Beuys' work, "I Like Amerité and Amerfica Likes, MerB4~

->

¢

\ ., v iy .
(Plate XIII), \in which the artist lived and "inte;/‘acted",with“ an untamed

n
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. | ’ % . Coy,
{ ) ' ¢ coyote in a New ‘Yorlg gallery lduring one whole week, is 'a. virtual
. meOI!{pe!ﬂim of the various 'inflegtions of the/n,ature-culture paradigm:

Straw versus gallery floor; fur versus felt; animal versus

human; uppredictable behavior versus social behavior; America versus

-— ‘ -
‘ B Europe - the last a piquant reminder that for the European romantic,
- - LAk the grip of "asphyxiating culture," America has represented Nature . N
‘ everisince Chateaubriand returned to France from his dismal vbyage ‘ ;
. { - !
i . . . .
to the New World and proceeded to transform his experiences first into ;
v . - - { ‘
/ a career and then into ¢ne of the most potent and durable of myths. ; \\ ;
' ~
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