CONCEPTUAL ART: A SPATIAL PERSPECTIVE

Timothy Nye

THE CONCEPT FOR THIS exhibition arose from a sense that the evolution of
the postmodern city was affecting the way certain artists perceive the urban
landscape. The postmodern city, as distinguished from the modern city, is
characterized by the growing erosion of the urban infrastructure; the loss
of physical and social equilibrium; and increasingly complex social and
physical layers which are barely contained by communication, transporta-
tion, and judicial networks. This evolution implicitly demanded that artists
respond to the space of the city, whether psychological, temporal, or phys-
ical, and to do so in 2 way that was impossible with conventional forms of
representation. The artists in this exhibition do not paint the bright city
lights or the lively pedestrian-filled streets. Rather, they seek to analyze and
articulate the sensations of vast spaces and of oppressive power structures felt
by the urban wanderer. Their works address cognitive representations of
the city that are often described through live performance or direct inter-
action with the urban landscape and its inhabitants.

This exhibition spans the period from 1957 to 1992. Much of the work
originated at a moment when art-making concerns turned from the art
~object to the conceptual record, or mapping. Although the Minimalists
had already addressed anti-formalist issues and the abandonment of com-
position, the art object was still their primary concern. It was the work
that came to be termed Conceptual or Performance Art (or a variety of oth-
er names such as Idea, Process, or Body Art) which challenged the "object
form" that art production had previously assumed.

This period’s theoretical debates focused on what has been termed the
“dematerialization of the art object”—not always to be understood as a lit-
eral dematerialization. Objects, whether photos or texts, often exist for a
documentary purpose, that is, to record information or ideas; they are not
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necessarily made with the intention of diplay. This type of documeneation
tends to come in the form of an erdinary spapshot or an artist’s notebook,
or even 3 perforimance, where the body displaces the object.

The move frem the visual to the comeptual marked a shift i art mak-
my toward a distinct emphasis on the stractares of language as the materials
ot art. In early Conceprual work, languape criticizes the s{ﬁclly formial/ visu-

al approaches to art making found in modenmist painting and sculpture as

well as the idea of the uniqueness and preciousness of Ihc art ohiect. An

entire generation’s coincism addressed Clonient Greenberg's failure 10 con-
vinaingly articulate the difference between formalist eriticisin, with ies
inhierent subjectivaty, and an aesthenic of taste; such criticism was heing
prevented as if there were a scientific method for evaluating art.

In 1965 Joseph Kosuth, the most vocsl in his disdain for imedcrnist, for-
mally based criticism, began exhibiung photostats oi entries from the
dicucnary. In his photostar Pater {1965). he hoped to present the “idea of
water” by removing the image itself and therefore the evidence of the arists
hand. Kosuth was attempting to bridge the gap between matcrials and ideas
through a deemiphasis of the vehicle siself, the art objcﬂ. He became dis-
sansfied, however, with the viewer's readimg of the phowstar as part of the
“art' and not just the “idea,” and began presenting these projects in art jour-
nals, as rubber stamps, prints, and, finally, billboards. These new forms and
venues were intended to further temove the work from the traditional envi-
rons of art. Although o:her arnss made equally iinportant contributions to
Conceptual Art, Kosuth’s discourse rennains the most :Failablc because he
articulated it in many publicatons on his work. In America, the samc
ant-formalist pesiton was being explor:d simu]uncout by several camps
of aruists (Sol LeWitt, I obert Barry, [ohu Baldessari, Mel Bochner, 12an
Graham, and Danmiel Buren, to name a tew). The early work of «l1 these
Conceptualists, whetlier i this country or abroad, offered a new fori of
representation, one freed from aesthetic concerns and focused exclusively on
the presentation of the concept behind the work, The object was justa
device to express the wdes.

Maost recent nuyor exhibitions and critical wriringi have primarily

xplored Conceptual Art’s deemphasic ot the concern for the actthetic. In
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opposition ta these limited interpretations, "The Power of the City/The
Ciry of Power” reexamines Conceptual Art and its strategies as they are used
to describe and map an experience of urban public space rather than pic-
torial space. These strategies at times end up articubating a space more
psychological than physical, one that exposes the tensions created by various
urban power networks, The representation of urban space and symhals of
power have traditionally teen illustrated through mimetic photography
and hgurative painting. Such representation, however, is exclusively narra-
tive. The artises in this exhibition awempt to transcend the limitations of
narrative depiction by purifying or clearing the passage from the vehicle
used 1o convey the idea to the idea itself,

With this strategy in mind, the exhibition addresses two closcly related
ttes. The first is how the experience of ciry space can be non-rmimetically
represented; chis is the section of the exhibition dealing with the Power of
the City. The second issue is how the often inegnitable effects of power
structures are experienced by the inhabitants of the city, and how this more
psychologically oriented space can be artistically rendered; this is exammned
in the City of Power section of the exhibition.

Beginning in the carly 1960s, a variety of artists began focusing an
these questions. Stanley Brouwn posed as a disoriented pedestrian to explore
the way an anonymous urbanite perceives the city and how this perception
can be conveyed without standard systematic representation. This HWay
Bratem (1961) consists of scrawled maps drawn by random pedestrians when
Brouwn asked them to direct him to various locations. (He did not reveal
the purpose of his requests.) His project forces one to abandon language as
a vehicle of communication for 2 inore primitive visual form. The econo-
my of means used in the rendering of the maps encodes the parucipant’s
perceptions of wrban peopraphy. At the same timie, the appareat haste and
alajost indecipherable nature of the maps traces the city dweller’s psycho-
logical condition of impatience.

Ponglas Huebler's Duration Pieces examine an essential issue also
revealed in Brouwn's work: the clote assaciation between temporal duration
and spatial expansion. Whereas time in Brouwn’s work is defined by the
lengtb of the kine indicaning distance and, by extension, travel tme, Hucbler
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in the Duration eces deseribes nme and space simultaneously. [n 1970 he
systemaucally gridded 4 sl section of the city of Amsterdam. He began
by selecting a random pomt an the city and taking what he calls an “infi-
nite photograph™ of it (a photograph focused on the farthest point in view).
IHe then walked in that direction for thirty minutes, turned 90 degrees and
ook another photograph, walked in the new direction for fifteen minutes,
turned 90 degrees, took another photograph, walked for seven-and-a-half
nunutes...and so on, unul ume could no longer be divided. Through the use
of the "infinite photograph,” Huebler iinphes the complete mapping of a
simall quadrant of Amsterdam. In Huebler's Duration Pieces, the elememt of
ume (the duration of time specified to walk in a certain direction) and
space {the actual area covered by foot and decumentation) become almost
synchrenous through action and documentation.

O Kawara's illusive seise of personal centact with his subject becomes
2 device for mapping space and time. For his [ Gor Up series, he mailed
out posteards to friends, each stamped wath the precise time he awakened,
one 2 day for as long as twenty-seven consecutive days. The time, date, his
present location, the addressee, and a stock postcard image of the place he
was visiting provided the only information. Traditional associations of the
postcard as a sentimental pesture are contradicted both by the form {stamped
print) and minimal content. The tendency to depersonalize content in
postcards because the messape is exposed—further emphasized through
Kawara's incorperation of the stamp—directs the recipient’s attention to
the card’s passage through space and tmie.

Vito Acconci’s performance work of the late 1960s and early 1970s
examines either the self in public space or s body as public landscape. In
Fotlowing Prece (1969), Acconei randownly follows and photographs pedestri-
ans until they enter a private space (legally defined as one’s home or a space
where it would be unlawful to enter without the permistion of the own-
cr). The project addresses the conflict between public and private space
and their respective claimants. Acconci distinguishes this space in a legal
wnse: lie does not follow the pedestrian beyond the door because you can-

not enter another person’s home. You do have the right, however, to invade
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Vito Acconci, Following Pece, 1969
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Sophic Calle, Thr Shadow, 1985
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another individuals privacy as long ax you remain in public territory.
Acconur’s action invades territory that vtherwise might be left private, thus
subverting the seennng security of neutral space by himiting his subject’s
eryoyment of privacy to designated paces.

A different defunton of private space is at the heare of Sophice Calle™
‘The Shadow (1985). Calle asked her mother to hire a detechive to follow
her around. The detective is unaware of the collusion. Catte leads the detec-
uve through her daity routtnes and imcctngs. There is a perverse sausfaction
m the sharing of her personal, sntinuate space. The detective, carrying out
his dhuty, documents the praject with photographs and written repores. This
documenution becomes a nmap of Calles footsteps, a permanent trace of her
flecting presence. Calle inverts the imphed power structure of the enlight-
ened detective and the unknowimg victimized subject, The detecave’s
invasion of Calle’s private affairs is 1n fact m unspoken invitation to share the
timacies of her daily life. Like Brouwn and Acconci, Calle enlists the
participants without their consent, redefining participatory modes in speaf-
1c terms of socaal interaction.

Issues of repossesaon of the city are examined in Lois Nesbirty Gellery
Labels of 1992, On the facades of defunce galleries, Nesbitt discreetly places
a label identical to those found in musewnns and galleries to describe works
of art. The label provides the "date of extinction,” accompanied by the
date and reason for the closing. A map documenting the location of these
exunct spaces becomes an evidennary walking tour of the depressed ant
world economy. Nesbitt’s transformation of these dead spaces into scolptural
structures—the space itself s a ready-made sculpture—represents a kind of
cultural reincarnation,

The Rating projects of Michsel Bancki deliberately present subjective
decistan-making processes as objecuive and mathematically determined.
Banickr has rated, among other things, welephone exchanpes, botle caps.
black bascball teams, and storefronts. The st of items to be compared 1s pre-
sented on a huge grid with honzootal and vertical axes. Each stem is
dwidually compared to the other iteins and a preference indicated by a
calor-voded dot. The selecuon of subjects rated seems purposely arbitrary.

opening Banickis work to more metaphorteal interpretations. Although
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his analysis of information pretends to be based on objective considera-
tions, it is in fact a falsified objectivity, reminiscent, for instance, of the urban
power network’s arbitrary decistons manifested within city space. In the
context of this exhibition, the grid form beconies a map of the injusticcs
passed off as the products of intelligent and equitable decisions.

Dennis Adams confronts social imjustice overtly through the construc-
tion of poblic stroctures such as bus shelters and pissoirs that contam
metaphoric historical imagery. His works are best described as interven-
tionalist sculpture masked as urban furniture. Adams inserts images of
controversial historical memories into public spaces to subtly crinicize che
inadequacies of public assistance programs, He addresses urban power struc-
tures by jarring the viewer into thinking about the real function and
implication of these structures. Bus Shelter I (1984-86), erected near Union
Square, seeims to be an ordinary bus shelter. Replacing the adverusements,
however, are photographs taken at the espionage trial of Julius and Ethel
Rosenberg in 1951. The Rosenbergs were tried and executed for allegedly
passing military secrets to the Soviet Union. The case became notonows
for the highly questionable evidence used to convict them. To affirm the
connection of the case to public life, Adams situated the shelter in the vicin-
ity of the Rosenberg’s apartment. The seemingly innocuous utilitanian
donation becomes a statement of the brutal injustices of governmental and
judicial power, and, more specifically, an aggresiive metaphor for the ciry’s
inability 1o really “shelter”™ its inhabitants. Adams® piece occupies the hidden
spaces of memory as well as city life.

Candy Jernigan's Found Dope and Found Dope 11, both of 1986, alvo
attempt to probe hidden spaces. Feund Dope collages the discoveries of
Jernigan’s casual strolls through her East Village neighborhood. The detritus
of the drug culture that she easily finds is evidence of the rampant use of
drugs in the city. Found Dope 1l is a collage of crack vials also found within
a ten-block radius of het home. Each vial contains a nuinber underneath,
and the location where it was found is indicated on 2 map of the small
quadrant of the city surrounding her apartment. The discovery of the vials
in Jernigan’s own neighborhood becomes a metaphor for the proximity of
this problem to (our) honie. The ease with which Jernigan collects the
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Dennis Adsmns. B Sheder 1, 19H5-16 David Hammens, Bz-aard Ball Safe, 1943
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maternals Tor her project s an indication of the overwhelniing magnitude
ol the problent of drig abuse.

[Yavid Hamimion< e concerned wih the difficulties of survival in the
aty. The photopraphi docmentation of Bliz-adrd Ball Sale {(1983) exan-
imes the desperate measures the uncmployed must take, Alluding o car
windlow washers at traftic intersections, three-card monte scams on lower
Broadwy. and the other urban con ganies, Hammons depicts himselfselling
snewballs in Cooper Square. Ironically. there s 2 certain honesty in Jis con..
He makes no effort to conceal the worthlesness of his wares nor is there any
bullymg insistence on payment for unrequested services rendered. Privi-
leged urbanites are alniost relieved that they can channel feelings of guilt into
Lostility, rather than be forced to confront the ugly spaces of city life.

Krzysziof Wochczko in his Homcless Pehicle Project (1989) constructs a
series of wheeled vehicles in which the homeless can store their posses-
s10ns. The project brings attention to the nsue of homelessness by engaging
the natural curiosity of middle~class consurers:

The nuddle classes are well tramed a1 convmiers Ay good comumers, Ihey krnow how
o accunaiely evaluate the “value” of new funcuoenal and yymbolic form that sppean
before ther commodicy-ened eyt Every nme we see a tool, we look at i shape, 1
details, 1y movenient. and 1 posttion in & pacticular enviranmenl. We guess whay i
door. who would use 1t sod what niuanon cecates the need far it. How amiporisnt {ie]
ta have? If we have nit seen wch 3 ool before. we are cuniourly surpnied by s appeas -
ince We examine cach movement af its aperalar in relation 1o the mavemeni of the
t00l. We notice haw the (ol Lamafarmy i1y enviranment and worrder what 1hit micams to

the uver and 1o

P .. -
Wodiczko 15 trying to reawaken the sensinvaty we have lost througly over-
exposure. His strategy of arousing curioaty rather than guilt creates a
Positive forun for conlrontation with an urban reality that often is shame-
tully avarded.
Jenny Holzer also aces as 2n urban niterventionist. One of her elec-

tronic Wlboards installed on Times Square displays the words “Protect me
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from what I want” The pedestrian’s expectation of a solicitous message o1
product promotion is confounded by a concise palitical commentary that
alerts conisumers to the seductive powers of consumer-oriented nivssages.
Holzer understands that adverusing does not fulfill but creates needs. 1ay-
to-day survival is made even more difficult if one is impelled to extravagam
desires. Holzer's form of secial advertising attempts to awaken us to the
problem and fence off thosc tempting, improvident spaces occupied by
boutiques and departiment stores.

Hans Haacke's real estate picces expose the unethical composivon of
corporate America. Yet what he uncovers, though unethical, is not untawful.
His Shapolsky et al. Manhattan Real Estate Holdings, a Real-Time Sorial System,
as of May [, 1971 displays the vast slum holdings of the Shapolsky Real
Estate Corporation. The piecce consists of 142 photos of the tenement
facades and vacant lots, documents, and a map indicating the location of
the properties in Harlemn and the Lower East Side, The vast detail and size
of the piece visually reinforces the depth of Shapolsky’s contribution to the
housing crisis in New York. The photographic documentation, cven in it
neutral presentation, clearly shows the shameful condition of the Luildings,
demonstrating the depth of Shapolsky’s negligence and unscropulousncss.
Haacke constructs his narrative by using only publicly available material. His
criticismn, therefore, is not enly directed at overturning the immaculate
corporate image, exposing the corruption behind these padlocked doors
and barred windows, but it is also designed to show that part of the problem
rests in the public’s apathy.

There is another context in which Haacke’s Shapolsky piece can be
viewed. Discussing the work, Rosalyn Deutsche noted that for Haacke "a
work'’s meaning is always incomplete, changing ‘as of” different temporal sat-
uations; that the work incorporates the responses it evokes and mutates
accordingly to the uses to which itis put...” The idea that 2 Haacke work
can reflect “different temporal situations” is iromcally relevant 1o the present
context—that of the last exhibition to be held in this space.

Francese Torres distances himself from the specific daily traumas of
urban existence, commenting instead on a more general urban phe-

21




TUT ¢l ofF T ¢t FHIL G ATy OF 'Oy

Hans Haacke, Shapolsky e1 af Marhatian Real Eiate
Haldmp, a2 Real- Tire Socul Systen, woof May 1, 1971, 1971

Francew Tarres, Aupaan Paration | 1950
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nomenon: “what the prople in power fear the most: the chanee factor in hife
and histprical prozesses””™ His Assyrian Paradigm, originally made iy 1980
and recenfigured for this exhibition, is 2 model of a generic city composed
almost entirely of playing cords. The ntle suggests the rapid rise, precarious
tenure, *nd consequent (all of the Assyrian Empire, but in contempaorary
terms it concerns issucs of mutable civic structures and mortahty. The card
houses, although held together with adhesive, are still extremely fragle. A
viewer dzssing by could easily topple one with the tail of a coat. In fact, Tor-
res fully intends that certain sections of his city collapse. The obehsk at the
center contains a clear box housing rwo dice, The box penadically shakes
them, i:lrplying thar a city’s destiny is 2 unpredictable as a rolt of the dice. Tn
the end, civic laws and wafeguards can only do 10 much ta circumvent dis-

aster.
Thlough cognitive mapping, intervention with pohtical power net-

waorks, and interaction with urban inhabitanes, e artists in this exhibition
Jttcmpﬁ to elimminate barriers between their conceptions of urban space,
the power that the city exerts on its inhabitants, and the maternals used 1o
realize these impressions. This has led several of the Conceptual artists i the
cxhibil‘on to consider the psychological dimensions of city space. The
exhibition thus explores the interplay between internal and external spaces,
exposing tensions and recerding urban pathologies. It suggests that urban
pl:mnﬂ* and architects have a moral obligation to consider our environment
in the psychological terms revealed by the arusts’ diapnoses of our urban

candinon.

Naotes

1 Qanl i At Randem, [Krota Ky Sham Y. Arerd™ stateinert u Framiene Torer Foed of
Intesmeoe 3l Co., 1994, p 2 Aanm cxhabmion ¢ stalman (Tthacs, New Yok [t
2 \oulyn Ivucche, “Propeny Yilues Hane  ben Fo Johmon Mutcumn of Art Cotncd Unversiy,
llasche, ral Extate aned the Shiecun, w1 § laacde 1'"2), p 32
Uinframadoed Hunmers, cahabuimnn ¢ stabmgur (New Yol
Tl New Muvcuim of CoMangrary Ar, IG), p 23




WANDERING IN THE CITY
FLANERIE TO DERIVE AND AFTER: THE COGNITIVE
MAPPING OF URBAN SPACE

Christel Hollevoet

THE POWER OF THE CITY

URBAN ROAMING HAS BEEN a recurrent and deliberate attitude among liter-
ary and artistic bohermians from Romanticism, via Dada and Surrealism, to
the Situationist International and Fluxus, Conceptual Art, and contempo-
rary art practices. The phenomenon of urban drifting, successively coined
fldnerie and dérive, is a form of spatial and conceptual investigation of the
metropolis pervasive throughout modernism and extending into postmod-
ernism,
The French poet Charles Baudelaire, in his review of the Salon of 1846,
exalted the aesthetic of urban transitoriness by describing the ephemeral
Ac:caul:y of the marginal: “the thousands of floating existences—criminals and
- kept women—which drift about in the underworld of a great city,” which
" fascinated the roaming flineur.' Baudelaire exalted the urban dweller’s feel-
ing of the sublime in the midst of modern Paris, “enveloped and steeped as
though in an atmosphere of the marvellous.”? Almost twenty years later, in
“The Painter of Modern Life"(1863), he specified: By ‘modernity’ | mean
Jltlw: ephemeral, the fugitive, the contingent, the half of art whose other half
is the eternal and the immutable.™’

Baudelaire's fldneur is the point of departure for a long series of artists
who tackled the problem of apprehending and representing the situations
and atmospheres encountered in the public spaces of the modern city. In the
early twentieth century, the fascination for simultaneity in the cityscape
and the mythology of modernity were exalted primarily by the Futurists,
but the Dadaists in their own way incorporated bits and pieces of urban
life through the techniques of collage and assemblage. They were also
responsible for one of the first instances of performance in urban space.

25
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At the time of their association with Dada, Louis Aragon, André Bre-
ton, Paul Eluard, Théadere Fraenkel, Francis Picabia, Georges 14:bemont-
Dessaignes, Tristan Tzara, and others took Baudelaire’s words literally: s
there anything more charining, more fertile and positively exciting than

the commeonplace?”"* They organized a series of excursions to intentionaily
meaningless, common places. such as the 187¢ Visite, on Thursday, April
14, 1921, at 3pm, to the church of Saint Julien le Pauvre, where Breton read
a manifesto, Other visits were planned to the Louvre, Duttes Chaumont,
Gare Saint-Lazare, Mant du Petit Cadenas, and Canal de I'Qurcq, but ulu-
yately never took place.* The announcement specifies that the visits were 10
places which “have really no reason for being.” that one thould not look
for the picturesque, historical relevance, or sentimenul value. [t even alludes
to possible destruction, Typical of Dadaist anti-art practices, these excur-
stons were trihutes to hife and to the banal; they were intended to mysufy the

Thulore Fraenkel,
[osarsony DADA: Saint futien
de heere, 1921 “bourgeois” by attacking their moenuments, while celebrating the possibili-
y of discovering, even in the mast banal places, some mystery elicited by
ne person’s encounter with a specific place,

In May 1924, Dreton and Aragon, along with Marise and Vitrac, set
out on an aleatory walking trip to physically experience deifung in real
space. Their itinerary between cities drawn by lot led them from DBlois to
Romarantin.' It was after this trip that Breton wrote the preface 10 Poisson
saluble, which became the manifesto of Surrealism.’

The Surrealist exaltation of chance encounters, the unconscious, irra-

Theodore Fraenkel,
Exturaety G Visites DADA: 1% Vigee-
Lhse Sauat Julien le Pavyee, 1921

tional drives and attractions, perplexing situations, and elusive atmospheres
finds 1 specific expression in the stochastic experience of city life, for
mstance, in André Breton’s Nadja (1928) or L'amowr fou (1937). Louis Aragon
typically begins Le paysan de Paris (1926) with “Le pasage de I'Opéra.” which
immediately evokes Baudelaire’s exaliation of the ephemeral beaury of the

city’s atmospheres:

Metaphyuc of places, you are the bind that rocks childten and winds there dreams Our
ennre menial subatance washes onto thete thores of gooseleth and the urknown | can-
no! uep inta 1he past wathowt encounicring this sermalion of the urwanny whicl besel mic
when | wat il anazement perromficd and. in a wpecific serting. tecoEwmd 10IN: UNex-

L]
peiril by g B3y



katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil


1

(

THE Ity ERL WF THE 01y 7 THIE CITY OF IMOWIEKH

Aragon further descnbes the es {puassages) as obsolete icons of the mad-
crnist myth and as sanctua < “-he transitory, 2 concept that became
Walter Bemjamin's greatest fa 1.

In lis unfinished projeay * nsagen- Week (1927-40), Benjamin in
turn ¢laborated on Baudelnre's and Aragon's idea of the flduenr indulging
1 amiess strolls in the Parisian arcades and later amnidst the crowds on
Baron Haussmann's new boulevards ihs projected book. dedicated to
"Paris, capital of the nineteenth century.” included a chapter devoted to
the fldneur, or rather to the city which was the terrain of the fldnenr. Echo-
ing Aragon's words, Benjamin hkened the fldneur’s experience of the ciry
to that of 2 child who perceives it as a collection of places and situations
harged with mythical power.

Arapon’s text 1s of seminal importance in Benjamin’s 1928 esay, “Sur-
realism: The Last Snapshot of the European Intelligentsia.”® Benjaniin faults
Surrealism’s representation of mythology and oncirisin for their own sakes,
while celebrating the revolutionary powers of obsoleteness. The enigmas

I the present, he explams, can be resolved through the obsolete past, in 2
halecnical process sinilar 1o that of dream mechanismis. According to the
Benjanminian dialectical method of history, one awakens to the present by
means of reliving the past as if it were a ream—and this past is embodied

in places.™ At the tme he was writing the Surrealism essay, Benjamin was
already developing the Passagen- Wirk, invpired by the arcades of Paris, in
which he replaced the historical approach of the past by archacology, or
topography, substituting the enteria of space for that of rime. Hix inquiry
nto the pastis indeed an anachronistic recollection of places and atua-
vuns, rather than a linear tracing of moments ar events." This urban drifong
ynpulse and the mappuy, of the geograplucal repas, or place, are extremcly
significant for lazer arustic practices They sipnal a pervasive view of urban
lgcop,raphy as locus of the experrence of modern life and annceunce the

wcenity for new paradigims of artistic representation.

Onc of the lewtmoofs of the Passugen- Werk is a vision of the city as an
mterior, or apartment, where the neighborhoaods are like different rooins,

and the advertising signc are Tike prcaeres v the walls of 2 hiving reom.

‘AlweCHIMNG TM THE CITY

Benjamin contrasted the crowds, the collecrive, the proletariat of the streets
to the bourgeois, imbued with (alse subjecuvity and individualism, in his
private apartinent. The city was the “interior” of the collective, 1ts hame.”
The _flaneur, the distanced observer of modernity who haunted the ¢y,
first strotled through the arcades, then amidst street crowds, and eventually
through deparment stores, where he became a consumer, where his experience
embodied commedity fetishism, the seeking of *nouveaurés™ and "spécialinés™’
The fldneur’s investigation of the city is an early attempt to read the
cisence of modernity in urban spatial configurauon.' The topography of
modernity was a concern for many artists who depicted the dypamics of the
city in two-dimensional representations. Howevcer, as opposed to paintings,
whose vertical planes evoke the window of the perceptive model, repre-
sentations of urban space very carly on fesorted to the hagzonality of the map."
Cubist-ipfluenced works such as Mondrian's absteact grid comnposi-
tions— Broadway Boogie Woogie, for instance—combine 2 grid/map system of
represcntation which Rosalind Krauss has described as typical of mod-
ernism."* Yve-Alain Bois, writing on Mondrian't painting New York City
(1942), which the artist worked on with the canvas on the floor, incorpo-
rates Leo Steinberg's concepr of the “flatbed” to explain the shift from the

verucal picture plane to horizontality:

New York Ciry i one of the first " litbeds,” anc of the ik examples of the honzontal rever-
sl that Steinberg comudeced in quani-Lévi-Straunian terms a3 a passage [rom natuee to
cultore 1 Robert Rauschenberg's are: “palimpiert, canceled piste, printes’s prool, inal
blank, chars, map. acnal view. Any flat documendary surface that tabulates snformaaon 3 2
cekevant anslogue of his piciure plane—radically different from the tramsparent projecuon
plane with its apuical correspondence to man's visual field ™ Steinbery rayt thae 1he
“flabed " —travene seclion, tymbolic—anies (rom acton, at the verncahiey of the piciure

Lane sn the Renaissance arote (rom visten. Theee is 2 fundamienul difference—a gulf. how-

- T
cver soall—between reproenung action and fulfilling it

For this reason, artists hailing from groups such as the Situationist Inter-
national, Fluxus, and Conceptual Art dismissed painhng n their
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apprehension of urban space. Their artistic producrion co wists of action — a madel of pohncal cultuce appropriate 10 our own situauon wil necerandy have to ruve
in the case that interests us here, 2 spatial inv “stigation i the actual city spstaal e a3 i fundanicnil organizing concern. | wil therefore provaonally define.. an
through urban roanying. ! aevthenc of cugmitier magping ... the aliemaied Gy is above all 2 3pace in whick people are
Michel de Certeau makes this ckearin patial Practices.” , > map {in their mninch) ciiner their oven potinons of the urban towaliry in which they
where he outlines the difference between the scopic pulsion in traditional find themstver... Dualrcpat.on in the tradwonal coyJthen, invedves the pracucal recon-
prctorial representations of cities and whart he calls the “blind knowledge” ' quest of 3 sirve of phice and dic conmractian or reconstruction of an wruculated ememble
ne has when walking through urban space. He points out that from the which can be retained tn memary and which the indivgual subsect can map ind remap
Middle Ages on, cities have becn represented in totalizing panoramas scen slong e mamenb of miobule, altcrmanve najecionies.’
from an imaginary bird's-eye view, where the urban camplexity is made leg- . _
ible and 1ts epaquencss transformed 1nto a transparent text. De Certeau , Like the hlbyrlnr.h wrought by the Greek mythological arCh"c.n
opposes this traditional scopophilic apprehension to that of the cilyscape j {.chdalus. the city invites the flbreur to get lost for the sake of grasping |L-s
grasped from betow, where the legibility of the urban text{ure) is blurred : impenctrable maze, so close to that of our mental spacc) Walter Benjamin’s

chapter on the fidneur bore as cpigraph the words of 2 nudman: 1 travel o
know my geography™ This anticipates the effores of the Lettrists a the
e ord mary practipone af he ciry Live “dewn below,” below the thieshokd at which v , Silu-:lionist lfﬂcrm:ioml. The Lettrists advocated the replacement of aes
thetics by ethics. Deriving their sense of urgency from Surrealism, they went
beyond art, which they found elitist and too individualistic, and prometcd
atotal revolution of everyday life through cultural experimentation.”Th

critique and transformation of everydsy life had been theotiaed by both
André Breton and Henri Lefebyre, and the Situatiomsts awe much to the
first through the intermediary of the second, bue they felt they had o revive

3
"md its clarity clusive:

bil:ty begans. They walk—an elementary fomm of this experience of the ay: they are

o

P

aleen, Warderménner, whove bodies (ol the thicis ard thom of an urbaa “text” they

C

‘ntc withow being sble to repd u. ™"

This other ficld of experience, cpitomized by urban roaming, was
explored by artists whose work pertains to the field of performance or hap-

penings, rather than tu the producrion of it abjects. In these works, reality and | fhc Surrealiss’ if"i“al "7"0‘“‘.‘0""7'.“'89"‘?5' and their project of subversive
nfpmcnution are merged, as art locawes jtselfin real ime and real space it aan irtuption of art i CT’CW#’Y ‘hff‘ which by the 1950s had bff.n 3‘b="d°"¢d-"
only be documentcd (yrough trages, such s 1exs, photographs, and maps. . in 1953, tthSm:anomst precursor I‘f’".Ch'ICthIO"'- m 'FO'"‘_“'f'V

In dhe late 19505, the artiss’ collabutative Incernationale Situationnste | or a New Urbamism,” countered the Dadf:su pr‘anwléfthc banal. claiming
(1958-69), an offshoot of the literary group lmecrnationale Leuriste (1952- the need to counteract the boredom experienced in cities, where the “poet-

ty of the billboards” no longer was effective, where one should seck to
iscover new mysteries through systemat:ic drifting in urban space. Chiche-
ov named this drifting dérive. He argued for 2 new arbanism that would
ltow for play and expeniments, and favor psychogeographical games, which
uld be an improvernent over “the ridiculous labyrinth in the Jardin d=s
Plantes, at the entry 10 which is written (height of absurdity, Ariadne unem-
ploved): Canres are forbidden i the labyrinth,” **

The Situationists defined a specifically urban aesthetic of 1tmospheres

57, introduced into arg a development of the literary concept of fldnerie.

hey called their concept dérive, a nan-cptical apprehension of urban space

M M M LR} . H L b -
nuapating what Fredric Jameson coinud cc)ﬁmuvc m:BEmF. Prottournic

iy the preeminence of the ropographical in postmodernity, Jaimeson

proposed that



katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil


katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil

katerie gladdys
Pencil


THE ' OWER OF THE GITY # THHE UITY OF POWER

TNE BAKID EATY 4}
LA M | Tyl b | P | \'
PR ©) Fyerehal bk el + 4

Guy Debord, The Naked City. 1957

- s e
e - wr
Lt e A -
o — et e gl s

Seoe . s A

2 M WL

s anF B e -

pere S ’WE..,:-*-'

(¥ ] v T - b = €:£ir

Sl - o
- oot 2'___5;-_5_? -
RN, et oo
"y ey S

Benjamin Patterson, fruitation-rmap fer Benjamin
Puattenon’s Exhitii at Robert Fitlior's Galene Ligntime,
Fetlowed by o Fluxus Sneak Previe e, 1962

.

MANIZERING IM THL CITY

where Benjamin Patterson and Robert Filliou interacted with the people
wkho had come to the plices on the invitation flyer at the hmes of day indi-
cated, The itinerary, which constituted the extubition of the American artisc
Benjantin Paiterson at the Galeric Légitime, consisted of a tour of Paris from
4am to 9:30pm, from the Porte Saint-Denis to the café La Coupole, fol-
lowed by the Fluxus Sneak Preview at the Galerie Girardon, surtng at
10:4Cpm. Robert Filliou's Gaierie Légitime, created in January 1962, wat a
hat {tasquetie) bought by the artist ten years before in Tokyo. The “Galer:c”
wat later stolen in Germany, but was replaced soon after by another hat. The
Galerie Légitime exhibitions took place in the public space of the streer,
“under the hat" The idea had come to Filliou a3 he observed street sellers
in the Paris quarter Le Marais, where he lived at the time, who were illegally
selling “genuine cheap Swiss watches™ hidden under their coats. Filtiou
liked the idea of a similarly subvenive and itnerant art gallery. He main-
tained that art had 1o come down from the “high spheres™ inta the
streets—literally. There are no arnt ahiﬁu to sce or buy in his gallery/hat—

" only Bmgle S The person in the hae, Filliou, accompanied Patterson,

the performing artise, as the gallerist,”

This Fluxus itinerary, mapped on the invitation designed by Pauerson,
is fornully reminiscent of Debord's Naked City and Gudde psychogéographigue de
Paris and stems from a similar practice of dérive; it is ako close in spirit to
the Dada excursions. Fluxus happenings share Debords critique of the
spectator’s passivity, as articulated in his book Sodery of the Spectarle (1967).
They reflect the Situationist exaltation of systernatic intervention, deliber-
ately experimental behavior, and playful, nonsensical gestures, mspired by
Johan Huizinga’s Hemo Litdens: A Study of the Play Elemeni in Culture. Thus
the " Psychogeographical Game of the Week™ published in the Lettrist jour-
nal Potlatch (no.1):

In sccordmee wih what you are weeiing. choote a courtry, a more or ku populated cwy.
a more or leu buay seet. Puild 3 howse. Furmith it. Uk deconbom and suiroumlng o
1ke best sdvantage. Chiose the season and the ime of day. Bning together the mow auuble
peop's, with appropriate re:ords and drinks. The lighting snd 1he convernuon should
obvicusdy be suited 10 the ovvanon, u thould be the weather o your memones [(ikere hn

been ro crrer an yoLr calculition, the wauk should undy vou ™
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This advocacy of games and everyday hife experience (against Surrealisin’s

alleged reactionary escape from reality) s ¢choed in the playful practices of
Fluxus artists. Yoko Ono. for example, wrote scores such as the City Preces,
proposing to "Walk all over the city with an einpty baby carriage™ (winter
1961), or "Step in all the puddles in the ciey™ (fall 1963); or the Map Picces,
which read: "Draw 1 map to get lost” {spring 1964), or (summer 1962):

Peasw g umagnnaty map

Ful a yual mark on the nap where you
wanl [0 go

Go walkimg o0 an actual street according

(o yous map

U there 1 130 streer where i should be
sccordng te the Imap, make nre by purt ng

O the abstaclet aside.

A When you rcach the goal. ak the name of
the ity and give Dowers o the fimt
praion you Nieel.

Tae map unst be folowed exactly, or 1he
event hay 10 be dropped aliogedher.
Ak your fnendh 10 wnile nupt

Cuve your fends maps =

The Free Flux.Tours organized through New Yark in May 1976 evoke
both the Situationist use of play in unitary urbanism and the Dadaist 1ére
Visite of April 1921, These tours are inquiries into an "unknown™ city,
whose mysterious maze has to be penctrated through the puidance of
Fluxus gueus. But they alse point to the crucial concern in artistic prac-
uces fram the late 1950 to the 1970s for the topographical apprehension of

urban space, or mapping of places and iuncraries. They signal a shoft from

the avant-garde critigue ofart to the critique of everyday life; from avaut-

garde oggosition to the popular from “outside and a
il from the jpside.

ve" 10 participation

a7

VAT DERING IN THE CITY

PREE FLUX-TOURS

IWECAF] 1D CusT OF FRANPOMTATION & WEALNIT AT)

Mry 1 MAYDAY queied by Bob Wity ol 226 7T len W aragets Lol mp 500 pyrenimin

Wy 3 FHAMTO A RCAN TOUR by Aligs Kogwin & Rabert Fillgn 7 g o 8 Worio p
Wag & [YUMFOR FOREGN vt 10 RS seramged by Grorgr Bem bt g ( ansa o) B0 Morue ol
Bay$ ALILYS YARDS & DEAD ENUS, wrgmpd by C Macosun, il Jpm ol B Woouar o
Wep b ALTATOMIC | U, sl by Jorat Mebss, vtt of smom o ) Wemgher o

War b WLUC TOUR A L(CTURL by Yoshotrl Wady (a1t [y i 30 Wagiie 5
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ey 3 SURILRRANEAN | QUR | ponied by Gendl Mo qdy_ wa i o1 sodn 5t M Womie
ey T LU HRANE AN QANG LR by Churiry Bengeongen_ pior! |1 gmnat 4750 A Pl vy mlot
My JOR U1 st Gowm b 0 17 Mgi) gy ped pued gt Wi poy | Wy Mo Josns: P )

Moy 17 SURILRRANTAS TOUR 11 00 s by Lewrge Wagmmn, ol 7 om0 B0 Yoostes a1
may 13 FOUYENIN IIUNT, swel ag noos 41 B0 Wogste o

Wy 1A SNHQ EURE 4 1(S, quoded by P Yoo Ropees et 31 3 Jpem 51 DO Wtewer 10
Moy 14 T A0TIC SITES, quoded bry S Miskturony, st Jpoms i Qrvedet Birviams oot JUTW 14
Woy '8 ALL THE wkY ARDUND & BACK AGAIN by Price §rash meti 51 stom B0 Wogure

George Maciunay Free Flux-Toun, May 1976
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There were similar enterprises among Conceptual artists. in 1962,
Stanley Brouwn asked people in the streets of Amsterdam to direct him to
randemly chosen locations. He gave them a note pad, on which some drew
their proposed itinerary. The pages were then stamped “this way brouwn™
by the artist. On the one band, This Way Brounen epitomizes the city as a

maze, cliciting a sense of dislocation and alienation, and the concomitant

necessity for cognitive mapping, for an intelhgible location of the self in
\the incommensurable.” On the other hand, a5 in the collaborative Fluxus
tours, sacial interaction js pivotal, as is the annihilation of the artist/author
trope: the drawings are made by the anonymous passersby and no less
anonymously signed with the mechanical stroke of a rubber stamp.
fn a sinnlar vein, Douglas Hucbler, in Lariable Piece #4, Paris, France
(1970) leaves i up to the picce’s owner to perpetuate the mapping process
af tnfinisem. This conceprual work juxtaposes a2 map of Paris, on whicl a
point has been randomly marked in ink, and a photograph taken at the
actual site to which the point corresponds. The discrepancy between mapped
locations and photographs of the sites is that between the index and the
wwon, The incongruence between the intelligible and the perceptible elicits
sumething strange and powerlul, an effect that recurs in Huebler's work.
Mapping the unmappable seems to be Hucbler's aim in Variablc Piecc
f1, New York City (1968), where he located the elevators of four Manhac-
tan buildings on 2 map and used them to form the four corners of a square
traced with adhesive tape. This constitutes the mapping of random, mobile,
and vertical movement. This square is then duplicated, at double scale,
napping static and permanent locations. A third square in turn duplicates
the second one in the same scale refationship. The exact places in the actu-
al vty corresponding to the four corners of the largest square on the map
were marked by pieces of adhesive 1ape placed on four moving vehicles.
These vehicles ultimately mapped horizonual and changing directions con-
dimaned by chance.®
Huebler's Variable Works (in Progress)/ Dusseldorf, Germany-Tirin, fialy
(1970-71), which consisted in hitchhiking froms Diisseldor to Turin, evokes
the Surrealists’ aleatory tnip of 1924, Huebler’s ultimate decision, after fall-
ing to reach Naly, to realize instead his Alrernanee Piece, Paris, 1970 (1470)

3
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Douglas Huebler, Variable Piect B, New York Ciry, 1968
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reealls Debord’s essay "Theory of the 12érive” ™ which promoted purpose-
less displaceinents. Hucbler wandered in the Pans metro, flipping a coin to
Ueternune when and where to get out. He ook photographs of the site as
he saw at, randomly, as he ascended to the street.™ Huebler's take on urban
sitwaniens thus evokes the 12ada technique of randomness, while also echo-
myg IDebord’s view that “the clement of chance is less determinant than
one might think: from the dérive point of view, cities have a psychogeo-
graphical relief, with constant currents, fixed points and vortices which
strongly discourage entry into or exit from certain zones.” ¥ Huebler’s sub-
terranean itinerary and sudden emergence to the surface of the city in
Afternative Piece, however, 15 randomly determined—for critical purposes: by
counteracting the process of selection inherent to photography, he cri-
-tiques the steuctural impossibility of abjective, comprehensive, realist
representation,™

The unique, durable act object created by the artise has been replaced by
the concept of transience, by a continual shifc between reality and repre-
sentation, where the art work comprises the documentation of somnething:
that occurred 1n a specific place, at a specific mmoment in time, in actual real-
iy, [n a supplement to Vite Accanci's periodical 0 re 9, subtitied Streetworks,
the statement for one of Adrian Piper’s performances in the streets of Man-
Jatan (spring 1969) indicates the times and locations she would appear on
1 cereain day. Similady, André Cadere perfornied daily urban strolls, carry-
ing incongruous striped poles. Daniel Buren, in April 1968, had two
<indwichmen ambulating in front of the Musée d'Art Moderne de la Ville
de Paris carrying white-and-green striped pancls; at the same time, a simi-
Lir work of huge dimensions was pasted on the interior walls of the museum.
Sunultaneousty, about two hundred billboards had been subversively covered
with small white-and-green striped posters throughout the city. Buren’s
repetitive work—deprived of exchange value, extending from interior 1o
exterior spaces, appearing on both static amd mobile supportv—questioned
the object status of art, presenting it as the fragment of 2 discourse.”™

In Seven Ballets in Manhattan (May 27-June 2, 1975), Buren developed
the adea of mapping an itinerary—a choreography in this instance. During
seven days, groups of five people carrying pancels with colored stripes walked

WANDILILIMNG IN THE CITY
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Danicl Buren, Seven Hallets in Manhatian, May 27— June 2, 1975
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the strects of Manhattan, following ohies devised by Buren. Lach
day they performed a different che- _ography in 2 new area.* Their 2im-
less. purposeless, bur regulated scrolhing intrigued passersby. The uniquencss
of the performance resided in its ephenicrality, and the significance of the
repentive stripes depended on their place—or itinerancy—in actual space.

Ninc years earlier, in his Bob Hepe Mua Tse Tung Demonstration of 1966,

Oyvind Fahlstrom had performers carry placards of the American actor
and the Chinese leader i the streets of New York, while the reactions of
passersby were recorded on film and tape. Observers drew their own con-
clusions about this eruption of world-famous characters in the streets, which
parodied the leveling process of media culture. The event, which was part of
the series 9 Evenings: Theater and Engincering, organized by Billy Kliver,
ILobert Rauschenberg, and others, was conccived as “total theater,” fusing
1t and everyday life through the use of new technologies.

Nebord’s celebration of the use of maps and the practice of “possible
endez-vous” "' is evoked in On Kawara's J Went, an archival record on
hotocopied maps of his daily itineraties in the cities he was in, as well as | Danie} Duren.

Met, where he recorded the people he encountered. On Kawara raised spa- Seven Ballets in Manhattan, 1975

tial expansion to a global scale in the intercontinental dérives he engaged in

frotn 1968 to 1979, represented in the [ Cot Up postcards sent from New

York to Tokyo, Paris, Berlin, Diisseldorf, and #Mexice City; and from New

York to Paris, etc. This dérive is the end of strolling, whose walking pace is

‘rcplaccd by the “instantaneity of ubiquiry” * The material boundaries and

perceptive reality of cities have lost power to invisible, immaterial dimen- _
Oyvind Fahlurém, Bob Hope

Mag Tie Tumg Demonstration from
“Kisses Sweeter than Wine,”" 1966

sions; the perceptible has given way 1o the intelligible. The slow fidneus
who used to roam the arcades with 2 tustle on a leash” has been replaced
by travelers in permanent transit; the boulevards have given way to airhne
networks. As Paol Vinlio puts it: “In all Iikelihood, the essence of what we
insist on calling urbanismi is composed/decomposed by these transfer, tran-
sit and transmission systems, these transport and transmigration networks

whaose inunaterial configuration reiterates the cadastral organization and the

it

building of monumenrs.”
The French art historian Jean-Huhert Maren, who traces the dénve back
to Dadaism and, via the Sitwationists, to On Kawara, Douglas Huebler, and
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Daniel Buren, cites other examples of artists” mapping and drifting processes.
Awnong them are the meticulous daily itinerarics traced by Didier Bay and Chris-
uan Boltanski, Paul-Armand Gette and Jean Le Gac’s happening in Paris, from
Jurie 1970 to January 1971. Puring these seven wonths, they sent nine invitarions
for mne different journeys to tocations which, like the 12ada excursions, were
baoth banal and mysterious.®

Unlike the reified objects produced by individual artists, Fluxus hap-
penings and Conceptual events represent radical intrusions and interventions
upon the actual physical configuration of the city. Interaction with the
urban dwellers, collaborative performances, integration of art and everyday
life can all be recognized as the ultimate results of Surrealist and Situation-
ist theories. This heritage carries with it the continuous and fluctuating
practice of aimless roaming through aleatory itinerarics in cities, and its
corollary, the loss of self to the power of the city.

Vito Acconci’s Foflowing Piece (1969) documents a performance where he
followed people in the strects of New York to the point where they entered their
apartments. This is reminiscent of Edgar Allan Poe’s story “Man of the Crowd,”
exalted by both Baudelaire and Benjamin, where the narrator/fldneue/detective
ditinguishes someone in a crowd and follows hirn for a whole day.™ The narra-
tor of Poe's story reflects that the world cannot be known, “does not let tsclf be
read.” an inscrutabilicy alse characteristic of Sophte Calle’s The Shadow (1985).
A1 Calle’s request, her mother hired a private detective to follow her for several
chvs. Calle knows she is being followed and chooses 3 deliberate iinerary through
1'r35, to places that evoke private incmories. The detective, who is systemati-
cally recording every move she niakes, every place she goes to, ends up producing
an ""objective™ descriprion of her roaming which, of course, totally misses the

personal connotatons of the sites.

The problem faced by contemporary actists tackling urban space was ewofold:
firee, how to best apprehend the expericnce of urban space not as spectator but

Fri

WANDERING IN THE ITY

as actor; second, how to best re-present urban space, not in terms of figure
and ground, on a two-dimensional plan, but in active physical and mental
intervention. The first question was solved through dérive and its ulterior
forms in Fluxus and Conceptual Art; the second by the topographical map-
ing of drifting processes, or cognitive mapping.”
Ifat first it was thoughe that the reality, the essence of the modern city
could be known through penetrating visual observation and description and
encapsulated in an icon, later urban situations came to be grasped in more
onceptual terms. They were represented through a different register of
signs: either the symbolic, with conventions based on an arbitrary relation to
the referent; or the indexical, with traces based on a physical rclation to
the referent. The work is an index of an ephemeral sization or immaterial
ncept. jt remains a-sign and can_never be_posited as an art “ohjecs.” It is
hmil;ﬁom than a piece of paper, a relic, archival material. 1t has the
precariousness of an invitation or a poster, of On Kawara’s I Got Up post-
cards or his T Went photocopied maps; or of Douglas Huebler's ephemeral
adhesive tape put on moving vehicles, which extended the mapping of his
Variable Piece #1, New York Ciry. These forms of apprehension of urban

space emphasize the artist’s conception and performance of the work, at

the expensc of the production of 2 unique art “object”—object quality hav-
ing been questioned since Marcel Duchamp. The art “object™ becomes
Regpy iesell: Marcel Duchamp declared in 1917 that the newly built Wool-
worth Building was a readymade; Arman announced in October 1961 that
Manhattan was a giant accumulation, which he publicly “signed” on the
Lower East Side;* Daniel Buren in April 1968 used the walls of Paris as sup-
port for his striped paper; and the same transformation from object to urban

sitnation determined Robert Filliou's exhibitions at the Galerie Légitime.
Collaboratives such as the Situationist International or Fluxus signaled
ghe end of the centered subject, i.c., the creative artist, the autonomous
bourgeois ego, or monad™ ™ They favored culrural practices that crossed
he boundaries between disciplines, denigrated reified commedities, and
rejected the mirage of self-expression for cognitive mapping. The decon-
struction of the mystique of the avant-garde, the "'waning of affect,” and
the end of idiosyncrartic sryle that characterize postmodernity * contextual-

%S re O P’".":"('
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CURB YOUR ANIMAL

INSTINCT i»

TU INSTINTO ANIMAL

Y
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of the first department stores in the mid-nineteenth century did middle-class
women appear in the public sphere—but the strolling woman was then
esentially 2 consumner, her viabiliry a sign of her busband’s social standing.**

In recent years, women's cxclusion from the public realm has been
guestioned by artists who commented on the female experience in the
gendered spaces of pastmodern life. In Yoko Ono’s film Rape, as the title
indicates, the following of women takes on a toully different connotation
from that in Vito Acconci’s Following Piece or Sophie Calle's The Shadow:
Rape, along with llona Granet's Curb Your Animal Instinet (1986) or No Car
Calls (1987), evokes women's experience in public urban spaces through a
critigue of the male coveting gaze, all too often synonymous with intru-
sion and harassiment.

Urban social geography can also be traced back to the nincteenth cen-
tury. Reflecting on Benjamin's view of that period s the prehistory of
modernity, Susan Buck-Mars¢ wrote: "As Ur-forms of contemporary life,
Benjamin avoided more obvious social types and went to the margins. He
singled out the fldneur, [the] prostitute....”* One might add to this citanon of
the marginalized the homeless person who dwells between the ciry walls,
whon Benjamin evokes in the context of his metaphors of the street as inte-
rior, describing a bag lady lying under a bridge in Paris, with her belongings
gathered around her as if to create “the shadow of an interior." ¥/

The recurrent metaphors of urban dislocation, disorientation, and
nomadism in Benjamin’s Passagen- Werke, which go back to what Georg Lukacs
called the "transcendental homelessness” of the modern world and Kra-
caver's “existential topography” of transcience,* conjure up essential aspects
of the alienating urban experience.”

Under Napoleon 111, Paris underwent a drastic transformation. In order
to build new boulevards, Baron Haussmann destroyed the old city. The Paris
we know today is the result of radical changes wreught by its *Haussman-
nization,” when the slums inhabited by the street sellers, organ grinders,
ragpickers, and other urban nomads who had roamed the streets of the ciry
since the Middle Ages were destroyed and their inhabitanes expelled to the
banlieue. This phenomenon did not escape the attention of the painters of
modern life. Among the artistic boheniia, Daumier, Manet, Raffaelli, and
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later Picasso (in his Blue and 1Lose periods) devoted much interest ta the
ciry’s nomad outcasts.

Contemporary artists cxpress a similar concern for the soctally and
economically inflicted nomadisin in our post-industrial cities, namely,
homelessness.” The utban historian Mike Davis has pointed out that the
privatization of urban public spaces in Los Angeles has resulted in the ostra-
cization of street life. The pedestrian is reduced to opprobrium and the
homeless nomad to bamshment. R elegated to the “outdoor poorhouse™ of
Skid Riow, the homeless are reggarded a5 undesirable, useless human beings,
an attitude that testifiex ro blind capitalist exploitation and inadequate,
inhuman social politics.* In New York, as Rosalyn Deutsche has argued,
‘uneven economtic and geographical development is a structural, rather than
ncidental, feature of New York's present expansion,” * since space is pro-
dueed by and reproduces social relations.®

The gentrification of New York or Los Angeles, reminiscent of the
Haussmannization of Paris, implies abandonment and the exclusion of the
urbin poor. Hans Haacke's Shapolsky er al. Manhattan Real Estate Holdings, a
Real Time Sotial System, as of May 1, 1271, documents the systemacic
exploitation, for private proiit, of the bargest concentration of real estate
owned by a single group—slumns and vacant lots located on the Lower East
Sidc and in Harlem.* And Francesc Torres, in his video Belchite- South Bronx:
A Trans-Hisiorical, Trans-Culniral Landscape (1987-8B8), shows 2 devastating
parillel berween the effects of real-estate speculation and bombings during

wartiine.
Adrian Piper, Cata'ysis, 1970-72 ~ The resulting experience of dislocation and alienation is expressed by
Adrian Piper in her performance Catulysis (1970-72). Piper roamed the
city strects and public transportation systems dressed and anelling like a
bag lady—a reiteration of the dérive trope with a dose of socially charged
criticism that comuments very directly on the homeless condition. During
Tehching Hsieh's One Year Performance, ftom Scptember 26, 1981, 10
September 26, 1982, he lived in the sreets, never entering a building except
when he was arrested by the police, an event documented on videotape.
Hsich's action bridges the gap between, on the one hand, the obsolete
deliberate attitudes of intcllectual and aruistic bohemians or fidnewss, the
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