Site-Specific Art as an Exploration of Spatial
and Temporal Limitations
By
Vasiliki Christouli

Thesis submitted in partial fulfillment of the requirements
for the Degree of Doctor of Philosophy (PhD)

University of the Arts London
Camberwell College of Arts
December 2016






Abstract

This practice-based thesis examines the relationship between space, time and
the human presence. It is concerned with the dialectic exchanges between

my work and the places in which its meaning is defined. Oppositions between

space/place, place/non-place, and immobility/movement, articulate the

spatial and temporal limitations that delineate my site-specific practice and its

experience.

The exploration of the relationship between the notion of time and my
practice has profoundly affected my research, which has itself endured for
an extended period of time. This is described in chronological sequence: 1)
initial site-specific installations, 2) site-writing: the thesis and photographic
documentation of the installations, 3) installation of the documentation of the
initial site-specific installations on the occasion of my viva.

My thesis emphasises the role of the viewer’s presence, including the
moment in time and the presence of other people in experiencing the site-
specific work. The question posed is whether the ‘literality’ of site-specific art
can encompass antithetical notions of site as they appear in contemporary life.
The hypothesis advanced is that by adjusting the limits between the double
experience of the fluidities and continuities of space and time, on the one hand,
and their ruptures and disconnections, on the other, site-specific art may allow
viewers to think and experience apparent contradictions as sustaining relations.

My thesis looks at three works: Central Corridor (2003), Seven Windows
Divided by Two (2004) and In Site Compression (2007). Their documentations
emphasise the paradox of representing site-specific work on the page. Another
set of documentation will be exhibited at the viva, comprising the material of a
new situation with its own spatio-temporal relationships (other than those of the
initial installations), and will require anew the physical participation of the viewer

to be perceived.
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Introduction

Site and mobility

The location or literal ‘place’ where a site-specific work is situated manifests the
engagement of the artist in the art—site relationship. Robert Irwin has divided
the relationship between site and artistic intervention into four categories. The
first category — ‘site-dominant’ — refers to work that embodies the classical
tenets of permanence, transcendence and historical content; the second — ‘site-
adjusted’ — refers to work that, despite adjustments in scale, appropriateness
and placement, is either made or conceived in the studio and transported to,
or assembled, on site (Irwin 1985: 9-29). The third category is ‘site-specific’
work, and the fourth is ‘site-conditioned/determined’. As described by Robert
Irwin, in site-specific interventions, the site sets the parameters for the artist’s
response and is in part the reason for the intervention, while in site-conditioned/
determined interventions, the artist’s direct experience of the site determines
the sculptural response (Irwin, cited in Doherty 2009: 44—6). For both these two
last categories, the viewer’s bodily incursion into the situation articulated by the
work is a prerequisite for its perception and experience, and are the categories
relevant to this research.

Site-specificity, or the relationship between work and site, finds its
origin in Minimalist sculpture of the 1960s, which defined the relationship
between object and site as original and fixed. As Douglas Crimp has written in
On the Museum’s Ruins (Crimp 1993: 16—-17), artists such as Robert Morris,
Frank Stella and Donald Judd, by insisting on the spectator’s ‘self-conscious
perception’ of their objects, displaced the importance of the artist—subject
relationship to that of the spectator—obiject relationship. This displacement,
Crimp argued, was the result of the relationship of the artwork to the particular
environment in which it was placed, and ‘site-specificity’ (cited in Kaye 2000: 3)
was therefore defined not only by ‘the special characteristics of the minimalist
object’s specific position’, but by a displacement of the viewer’s attention

towards the space occupied by both themselves and the object.
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Site-specificity is thus linked to the incursion of the ‘surrounding’, ‘literal’
or ‘real’ space into the viewer’s experience of the artwork, and the conventional
opposition, between the virtual space of the artwork and the ‘real space’ of
its context, is converted into the opposition between the literal space where
the work is positioned and the space created by the work’s elements. The
interpretation of the term ‘site’ by the artists, and the exploration of the viewer’s
engagement with site-specific interventions into the gallery, the city or other
found sites, is an important part of the history of site-specific art. In the late
1960s and early 70s, site-specific art incorporated the physical conditions of
a particular location as integral to an artwork’s production, presentation and
reception. Artists (such as Dennis Oppenheim) created works that aimed to
provoke an experiential understanding of site, where the physical attributes of a
particular location and architecture served as a foil for the artwork. Alternatively,
the site of the artwork was also understood as constituted by social, economic
and political processes (Michael Asher, Walter de Maria, Robert Smithson).
Artists such as Richard Serra and John Ahearn extended the site of art to the
‘public realm’ and, by refusing to engage in the circulation of commodities,
Serra made the gallery itself part of the work’s experience. In his sculpture
Slice (1980), the room was divided by the work into two non-communicating
areas — public and private. Similarly, Tilted Arc (1981), conceived for Federal
Plaza, New York, was conceived for the site and altered the latter’s very nature
by disrupting its normal function and introducing a quality of discomposure
between the work and site, which aimed ‘to bring into relief the repressed social
contradictions that underlie public spaces’ (Kwon 2004: 75).

It is useful here to consider the art—site relationship in site-specific
performance. Gordon Matta-Clark’s Untitled Performance (1971) (Pier 18, New
York) consisted of a kind of ‘drawing’, a line from floor to ceiling composed by
him hanging from the Hudson’s pier ceiling upside down above a tree’s apex,
and was intended to express a ‘hermetic inner personal gesture by which
the microcosmic self is related to the whole’ (Gordon Matta-Clark 2003: 33).

Francis Alys’ Seven Walks (2004-5), enacted and recorded in central London
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under special time conditions in the early morning, consisted of another kind of

‘drawing’, which was ‘about going from nothing to something, the making of a
square’ (Alys 2005: 30).

Fig.1. Richard Serra, Tilted Arc, 1981-89, installation
view, steel, 3,66 x 36,58 m x 6,5 cm. Federal Plaza,
New York. Photograph: Susan Swidler, copyright:
Richard Serra/Artists Rights Society (ARS), New York

LI

Fig. 2. Gordon Matta Clark, Untitled Performance, Fig. 3. Francis Alys, Seven Walks, 2004-5,
1971, Pier 18, New York. Photographs: Harry Shunk  London. Photograph: Francis Alys
and Janos Kender

Today, the notion of site is no longer bound to the physical properties of a
place — the electronic age has obliterated space and overlaid places. Travelling by

plane, switching channels on a television set, or rewinding and fast-forwarding a
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videotape promote space to an attempt to place and understand time, and are all
actions that invest site with properties that allow the participant to follow events.
As a result, every site is characterised by a sense of mobility and is defined by
fluid, shifting and transient acts and relationships.

This change in the notion of site underlies Nick Kaye’s argument that
the concept of site associated with site-specificity, is different from ‘any given
or particular kind of place or formal approach to site’ (Kaye 2000: 3). To this
attitude is added the statement of Miwon Kwon that art sites can be ‘as various
as a billboard, an artistic genre, a disenfranchised community, an institutional
framework, a magazine page, or a social cause... It can be literal like a street
corner or virtual like a theoretical concept’ (Kwon 2004: 3).

The artistic field itself can function as an ‘environment’, where the
contemporary work of art can not only reside but also be born. Guy Debord
argued in his book A User’s Guide to Detournement (1956, cited in Bourriaud
2002: 36) that everything could be used in several combinations for the
alteration of their meanings, encouraging the use of existing works for the
formation of ‘lived situations over the fabrication of works that confirmed the
division between actors and spectators of existence’. Bourriaud (2002: 17)
affirmed this attitude in his book, Postproduction, when he states that the
artistic field is no longer to be considered a museum containing works that
must be cited, or ‘surpassed’, as the modernist ideology of originality would
have it, but ‘a storehouse filled with tools that should be used, stockpiles of
data to manipulate and present’, thereby opening the issue of dialectic relations
between previous and contemporary works of art, as will be discussed in this
research on my own practice. Moreover, reflecting on public space, Bourriaud
argues that every place — art centre, gallery, club, school or street — is equally
good to serve as an exhibition site, since the exhibition site has become ‘a
place of production like any other’ (Bourriaud 2002: 71).

Mobility as a determining factor in defining the art site involves the
incorporation of important oppositions in the experience of art and its site. Today,

the notion of the art site is transformed from a sedentary to a nomadic model and
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as a result, the site-specificity of a work implies impermanence and transience
rather than permanence and immobility. The impermanence or temporality of
the site-specific project derives from the fact that it cannot be re-presented
anywhere else without altering its meaning, firstly because it is defined by a
unique set of spatio-temporal circumstances and, secondly, because it depends
on unpredictable on-site relations. The punctuality and precision of site-specific
art can, however, supply uniqueness of locational identity, as a counter to the
undifferentiated landscape of the abstract, homogenised or fragmented space
of the modern city. In other words, by offering viewers a unique experience to
be lived (in terms of spatio-temporal punctuality), site-specific practice has the
potential to shatter the logic of the ‘common spectacle’.’!

On the other hand, the art site has also become destabilised since it
is organised through the nomadic movement of the artist. ‘Itinerant’ artists,
as named by Kwon (2004: 46), travel in order to accomplish the determining
prerequisite for their project/response — their bodily presence in the site. Thus
every site-oriented project is connected to the artist’s prior projects in other
places, in a trajectory referred to by Kwon as the ‘fifth site: the exhibition history
of the artist’ (Kwon 2004: 46-55). This mobility of site-specific art, in contrast to
its punctuality, results in the ‘erasure of differences, via the commodification and
serialization of places’ (Kwon 2004: 46-55).

The transient character of the contemporary art site is discussed in this
research in relation to what is defined as ‘proper’ place, a term that expresses
the notion of a space’s own character: the notion of ‘being at home’ as distinct
from ‘elsewhere’, or the place where one is at ease with others and that can be
‘understood without too much difficulty’ (Decombes, cited in Augé 2008: 87). A

similar notion is discussed by Kwon in her book One Place after Another:

Often we are comforted by the thought that a place is ours that we belong to

' The term ‘common spectacle’ refers to the multiplicity of images of every kind that immerse the
individual in their everyday life and create an image of the world as smooth as the individual would
like it to be. Their origin is diverse (television, advertisements, printed material, photos taken from
satellites, even the view from large residential towers) and they habituate the human gaze to an
alienated view of things, which anticipates a passive and detached optical contemplation.
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it and therefore are tied to it in some fundamental way. Such places (‘right’
places?) are thought to reaffirm our sense of self, reflecting back to us an

unthreatening picture of a grounded identity. (2004: 163)

Opposed to the notion of the ‘right place’ is that of the ‘wrong place’, a concept
for a new model of belonging in transience, deriving from the desire and
research for place-bound identities in an undifferentiated sea of abstract,
homogenised and fragmented space (a characteristic of the modern condition),
and an anti-nostalgic embrace of a fluid subjectivity, identity and spatiality. In
the destabilised society of today, distinctions between the wrong and the proper
place have ceased to be clear, or perhaps the two are now bound together in
their instability (see Kwon 2004: 164).

Throughout this research, and especially in Chapter 1 (Seven Windows
Divided by Two, 2004), the question posed is whether site-specific practice can
hold in dialectical tension the antithetical poles of today’s spatial experience.

If this is the case, the argument is proposed that site-specific art may offer an
experience of relational specificity that reconciles the wrong with the proper

place, and time-specificity with site-specificity.

Performativity and the body

The meaning of the site-specific work of art resides not only in the relationship
between the ‘space’ proposed by the work and the place where it is situated, but
also in the relationship created by a third important parameter: the ‘phenomenal
space’ of the body of the viewer. According to Merleau-Ponty’s phenomenology,
perception involves the whole body and is dependent on the perceiving subject
and the circumstances of the present moment, which determine what is perceived
and how. This important claim, which has been used in the past to theorise the
experience offered by site-specific installations, plays a significant role in the
development of the questions posed and the hypothesis advanced by this research.
Phenomenological analysis concentrates on achieving a direct and

primitive contact with the world, arguing that the world is already there as an
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inalienable presence before reflection begins. More precisely, Merleau-Ponty’s
phenomenology seeks to rediscover phenomena, the layer of lived experience
imposed on, or withheld from, the individual. He argues that subject and object
are not separate entities, but are reciprocally intertwined and interdependent.
On the other hand, claiming that ‘nothing is more difficult than to know
precisely what we see’, he argues that ‘the immediate is not an impression,
the object which is one with the subject, but the meaning, the structure and the
spontaneous arrangement of parts’ (Merleau-Ponty 2002: 67).

The importance of the viewer’s body for the perception of the Minimalist
sculptural object was first analysed by Michael Fried, who, by arguing that the
experience of Minimalist art is of ‘an object in a situation — one that, virtually
by definition, includes the beholder’ (Fried 1968: 125, cited in Kaye 2000: 4),
introduced the notion of site-specificity. Since Minimalism challenged the privileged
position of the viewer as observer outside the work, site-specific art is defined
by various inter-related orders of space that comprise the phenomenal space
of the body of the viewer in its experience. As Claire Bishop has suggested, the
qualitative impact of the various inter-related orders of space of site-specific works
in the viewer’s experience can be divided into three categories. The first, deriving
from the hypothesis that the inclusion of the viewer in the work makes them the
subject of the work’s experience, emphasises not only sensory immediacy and
physical participation, but also a heightened awareness of other visitors who
become part of the piece (Bishop 2005: 11). Characteristic examples in this
category are Olafur Eliasson’s Your Uncertain Shadow (2010), Robert Irwin’s
Double Diamond (1997-98), and Dan Graham’s Public Space/Two Audiences
(1976), which stage perceptual experiments for viewers that demonstrate how our
awareness of the world is dependent on interaction with others.

The second category is bound to the viewer’s need to move around and
through the site-specific work to experience it. This action activates the viewer
by placing greater responsibility on them and is regarded as ‘emancipatory’ in
terms of their engagement with the world. Hélio Oiticica’s works, which engaged

with the architecture of the favelas (slums) and the communities that lived in
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them, are good examples of this type of site-specific art. His Penetrables and
Parangoles could be regarded as situations that permitted the participant to
realise their own creative potential through ‘direct engagement with the world,
based on the intensity of sensory perception’ (Bishop 2005: 64). For Robert
Irwin, the viewer’s self-consciousness and inclusion in his work pointed to ‘...the

individual responsibility of the viewer, to structure for her/himself a “new state of

real” and to reason her/his own world view’ (Bishop 2005: 58, 76, 77).

Fig. 4. Olafur Eliasson, Your Uncertain Shadow Fig. 5. Robert Irwin, Double Diamond, 1997-98,
(colour), 2010, installation view, HMI lamps (blue, installation view, metal and wood frames, voile
orange, magenta, green), glass, aluminium, (trevira), white and black, 32 x 17 x 5 m overall.
transformers, dimensions variable. Collection: Collection: Musée D’Art Contemporain de Lyon.
Thyssen-Bornemisza Art Contemporary, Vienna Photograph: Blaise Adilon

The third category connects the incursion of the viewer’s body to the spatio-
temporal relationships raised by the work, and to a sense of ‘decentring’ that
derives from the multiple perspectives the site-specific work offers and that deny
the viewer any ideal place from which to survey it. The same way the horizon is
defined by the point of view of the observer, since ‘the horizon’s distance would

be abolished if | were not there to scan it with my gaze’ (Merleau-Ponty 2002: 67),
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site-specific installation is first defined by the point of view of the viewer, from the
position that they elect to stand in relation to it. Moreover, the work’s perception
by the viewer depends on the perceptual tradition they elect to carry. As the critic
Jean Fisher has argued, the multiple points of view offered to viewers by Gabriel
Orothco’s site-specific work Empty Club (1996), by not allowing them ‘to map
themselves within an entirely familiar field, [caused them as a result to] lose their
sense of certainty and become decentred’ (Fisher, cited in Bishop 2005: 130),
while in the situation proposed by artists such as Bruce Nauman, the body of the
viewer, ‘rather than being a unified repository of sensory perceptions, is in fact, in
conflict with itself’ (Bishop 2005: 69).

Fig. 6. Dan Graham, Public Space/Two

Audiences, 1976, installation view, Venice Biennale,
Ambiente Arte, Venice, Italy, sound-insulated panels,
glass, muslin, and fluorescent lights, 7 x2 m, 9 x 2 m,
3 m overall. Collection: Van AbbeMuseum, Eindhoven

The materiality of the site-specific work of art (its actual elements) offers
pathways of consciousness through reality because it makes material the
relations between the individual, other viewers and the surrounding ‘space’.

On the other hand, the viewer also participates creatively in the experience of
the site-specific work. Rather than staring at the forms presented, the viewer

is required by site-specific work to be bodily present, since participation is
necessary for transforming the spatio-temporal relationships of the place where
the site-specific installation is located.

The viewer’s sensory perception during physical immersion in the site-
specific work of art constitutes the measure of its state of equilibrium. Conversely,

the state of equilibrium articulated by the artwork is also influenced by the set of
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relationships generated by the unique and temporary presence of the viewer (see
Mc Lucas, Morgan and Pearson 1995: 48, cited in Kaye: 55). Hence the ephemeral
act of experiencing the site-specific work of art has a double function: not only does
it announce the importance of the body of the viewer for its accomplishment, it also
connects the notion of time to the spatial relationships between viewer, location and
work, thus introducing site-specificity in the ‘performative’ sense (the term borrowed
from Kaye: 56—7). The ‘performative’ aspect, understood as the viewer’s bodily
participation in the spatio-temporal situation of the site-specific work, is defined in
this research, and especially in Chapter 2 (Central Corridor, 2003), as a means for

elaborating the work’s spatial and temporal limitations.

Time and reproduction

What is the relationship between time and space in site-specific art today? How
does the temporality of the site-specific work manifest itself and how does it
affect those who do not experience it directly? What is the interrelation of this
thesis and time, as defined by the chronological sequence of the research —
site-specific installation (the initial one), site-writing? (thesis), and installation of
the documentation of the initial site-specific installation?

In considering the place of documentation within site-specific practice,
it is argued in this thesis that the displacement that documentation acts out is
intrinsic to the nature of this type of work. The interrelation of time and space is
clearly evident from the temporal character of site-specific work and any shift
in this relation can generate a change in meaning, as has been expressed by
Richard Serra. With reference to the potential movement of his work Tilted
Arc, Serra said: “To move the work is to destroy the work’ (Serra 1994: 194).
Similarly, Nick Kaye has written that ‘to move the site-specific work is to re-place
it, to make it something else’ (Kaye 2000: 2). This temporary character of the

site-specific work reflects the speed of ‘supermodernity’, to borrow a term from

2 The term ‘site-writing’ refers to the notion of spatial practice that characterises the writing of my
thesis, since it involved the processes of thinking, designing and structuring my research. For a
more detailed explanation, see, pp. 25-6.
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Marc Augé, and converts it into a series of ‘snapshots’ in the viewer’s memory,
promoting it to the status of a non-place. As Augé has proposed, non-places,
‘meaning spaces which are listed, classified, promoted to the status of “places
of memory” and assigned to a circumscribed and specific position’, are the real
measures of our time today.?

As Vito Acconci has also said, ‘space is an attempt to place and
understand time’ (cited in Doherty 2009: 136). However, the site-specific work,
built with the site, by means of the site, incorporates not only time, it also
includes a performative dimension on account of the physical presence of the
viewers, who become the medium of change within the site.

This raises the question of the reproduction of the site-specific work, and
of how it reforms the original spatio-temporal relationships. The preservation of a
work of art ‘tends toward spatial fixity as against temporal flux’ (Julian Stallabrass
et al. 2000: 21), and its reproduction similarly acts a means of preserving time by
fixing it in space: the space of the photograph, the hard disk or any other digital
storage medium. According to Daniel Buren (Buren 1991: 19, cited in Kaye 2015),
the reproduction of any work of art, especially a work whose meaning is defined by
its relationship to real space, is a betrayal, regardless of how faithfully it recreates
the original. Whether experienced first-hand or from documentation, the site-
specific work always refers to the site for which it was created. Documentation
reflects upon the phenomenological limitlessness of the experience of the real
space for which it was designed, by tracing the structure and vocabulary of the
reproductive medium (such as video) over the site, which they cannot contain.
Both the documentation and the work foreground their own limits.

The documentation of a work of art constitutes the medium for its
future re-presentation. Re-presentation, by definition, signals the absence of

the original object and is antithetical to the notion of place. In his essay ‘The

% The distinction between places and non-places derives from the opposition between place and
space. An essential preliminary here is the analysis of the notions of place and space suggested
by Michel de Certeau, who does not oppose place and space in the way that place is opposed
to non-place. Rather, space for him is a ‘frequented place’, an intersection of moving bodies — a
performed place.
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Photographic Activity of Postmodernism’, Douglas Crimp argues that ‘the

desire of representation exists only insofar as it can never be fulfilled, insofar

as the original always is deferred. It is only in the absence of the original that
representation can take place’ (Crimp 1993: 119). In order to represent the site-
specific-work, one has to construct a removal from it, which reflects not only the
moving of its location/site but also the removal of the mobility caused by shifting
and transient viewers in its space. This is why the experience of the site-specific
work is irreproducible.

Moreover, the documentation of site-specific installations is much less
satisfactory than reproductions of painting and sculpture, since it cannot convey
the viewer’s experience of heightened bodily awareness when moving around.
To demonstrate the limited value of photographic documentation in relation to
his work, Robert Irwin said: “The idea of midwifing experience is absurd for this
reason: the relationship between art and viewer is all firsthand ‘now’ experience,
and there is no way that it can be carried to you through any kind of secondary
system’ (Irwin 1971: 88). Hence the extent to which the medial afterlife of
Seven Windows..., Central Corridor and In Site Compression can tell us
something about them is rather small, since all three rely on real physical and
spatial experience in order to be perceived. This is why this research has been
concerned with finding new solutions for the use of recorded and photographic
documentation, despite their initial documentary role. What are the properties of
this documentary material and how they can be exploited?

What happens when the reproduction/documentation of a site-specific
work, instead of effacing itself in favour of what it recalls, becomes the medium
of another work? In overturning documentation to serve creative expression, not
only does it declare its own limits, it also reveals the limits of the initial medium,
or hidden aspects of it.

Michelangelo Pistoletto’s work The Rooms, October 1975-September
1976 is an example of how the reproduction of a site-specific work becomes
another site-specific work. In Le Stanze (The Rooms) (1975-76), 12

consecutive installations occupied the Christian Stein Gallery in Turin from
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October 1975 to September 1976, creating a disjunction between ‘real’ and
‘virtual’ spaces. These spaces were created by reflections of the real space

in mirror surfaces, or by juxtaposing the real space with its reproductions, in
order to offer a broader consideration of place and space (see Kaye 2000:
31-3). Gabriel Orozco, on the other hand, when talking about the photographs
that document his performances, argues that their importance lies not in their
physical attributes but in whether the ‘transported’ ‘idea is strong enough in
terms of time and space’ (cited in Doherty 2009: 92). The literal components of
the site-specific installation reflect the response of the artist to the site and act
as the vehicle for her/his ideas in terms of time and space. Consequently, when
documentation of the original work is exhibited in another site, this results in a

different artistic response and a new set of spatio-temporal relationships.

Fig. 7. Michelangelo Pistoletto, Le Stanze
(The Rooms),1975—76, installation view,
mixed media, photograph, 125 x 230

cm. Twelve consecutive shows in the
course of a year, Christian Stein Gallery,
Turin, Photograph: Paolo Mussat Sartor.
Copyright: Michelangelo Pistoletto

Through documentation, the real space of the work is, then, transformed
into a virtual space. Regardless of medium, the work is converted into another
site-specific installation hosted in a real space, which in turn will convert its

virtual condition into a new reality. Hence, with the second installation, the
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status of the two spaces is reversed: the initial installation now exists in a
virtual space while the second occupies the real. In the second installation, the
transgressing boundaries between the virtual space of the initial installation and
the real space of the second can be approached by viewers both in the absence
of the real site of the initial installation, and in the presence of the literality of the
site of the second installation.

The same limitations that governed the initial installation will also
govern the new one, with the exception that in the latter the new site and the
documentation material (instead of the real components of the initial installation)
become the only tangible manifestation perceived by viewers. Where the
documentation consists of a video projection, viewers will, in addition, be called
on to acknowledge their position in an ambiguous space, where not only ‘the
radical non-materiality of the filmic image’ is revealed (Wilder 2014: 361), but
also ‘actual and projected geometries overlap’ (Wilder 2014: 368). As Ken
Wilder has written in Filmic Bodies: Transgressing Boundaries between Filmic
and Real Space (2014), in ‘situated’ moving-image installations ‘a beholder
experiences the work in a manner that draws upon the situated encounter within
the real time and space’ (Wilder 2014: 367). Unlike the original installation,
where the viewer was able to enter and explore its literal constructed space,
the spatial situation of the new one is activated by the ‘configurational’ (I have
borrowed the term from Ken Wilder) properties of a situated moving image.

Moreover, the temporality connected with the original work’s site-
specificity has been changed, since the reproduction can be revisited again
and again and develops its own kind of time-specificity. The life of this site-
specific installation thus develops in stages, uniting space with time, and in the
sequence of the different site-specific installations that derive from the first one,
each site, as well as each iteration, becomes equally precious.

This research therefore proposes the notion of another kind of mobility
for the site-specific work: an installation of its reproductions. This thesis
announces in advance the exhibition of the documentation: it precedes the

concrete realisation of the exhibition of the documentation to which it refers,
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and follows its conception. In this way, writing the thesis becomes a functional
part of this secondary stage of the site-specific work and, along with the
documentations presented in this essay, emphasises the displacements that
occur through recollecting the temporary situations generated by my site-
specific installations.

Following these thoughts, Chapter 3 analyses the contradictory elements
raised by the site-specific installation /In Site Compression (2007) and the
factors that confine it. The documentation of this work, when presented for the
thesis exhibition, will raise a different set of spatio-temporal relationships. The
encounter between these two different situations highlights the existence of a
number of antithetical notions, such as representation and experience, actual
and virtual, object and viewer, permanent and temporary, and will produce

important conclusions for the definition of site-specificity.

Methodology

My research is developed in three stages: 1) site-specific installations, 2) site-
writing: the thesis, 3) new site-specific installations derived from documentation
of the initial ones.

My thesis comprises a theorised account of three of my site-specific
installations, Central Corridor (2003), Seven Windows... (2004), and In Site
Compression, (2007); their documentation, together with that of the new site-
specific installations that derived from them (After Central Corridor, 2003 (2017),
After Seven Windows Divided by Two, 2004 (2017), After In Site Compression,
2007 (2017)), which is also incorporated into this thesis, emphasises the
paradox of representing site-specific work on the page. The coexistence of
the documentation of past and new installations in the same text enforces the
notion of the thesis as ‘a space’, located spatially and temporally between the
initial and subsequent installations.

My thesis, overall, occurs as written text, drawings and images. The

writing involved processes of thinking about, designing and structuring the
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research, which can be understood as a spatial construction. This notion of
spatial construction: a form of spatial practice, is driven both by the spatial
situations that derive from my site-specific practice, and by the chronological
stages of the research.

Through the process of writing about my spatial practice, | became
aware that the changing positions | occupied in relation to my work as both
artist and observer, from a phenomenological and ideological as well as a
private and public point of view, have informed my way of thinking. As a result,
this thesis has been an exploration not only of the phenomenological impact
of my site-specific installations, and of my position as artist in relation to them
and the spatio-temporal situations they articulated, but also of the site of
writing and its effect over time. Hence, the thesis composed of a series of texts
developed over the past ten years, some newly written and others completely
transformed, has located me in a special position in relation to my practice and
my writing.

The task of writing the thesis was to set up an equivalence with my
artwork that does more than simply ‘mirror its object’ (Schreyach 2008: 6),
instead converting the authentic or original experience of an encounter with
my practice, into one that has value for other perspectives. My thesis therefore
constitutes a ‘site-writing’, which, as Jane Rendell has written, ‘aims to put
the sites of engagement with art first’. For Rendell, these sites of engagement
with art include ‘the sites — material, emotional, political and conceptual — of
the artwork’s construction, exhibition and documentation, as well as those
remembered, dreamed and imagined by the artist, critic and other viewers.

In the case of my thesis, this site-writing therefore constitutes a
transitional site, both material and conceptual, and has been developed in
response to the changing sites of my installations. Similar to a threshold, my
thesis is located spatially and temporally between the installations’ two stages

(the initials and the installations deriving from their documentation for the viva),

4 Extract from Rendell (2008) where she suggests that writing is the site of building, design and
thinking.
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thereby configuring and reconfiguring the relationship between itself and my
practice. Finally, the theoretical aspect of my thesis has provided me with a
chance not only to reflect on my practice as finished work, but also to imagine
something different: to transform rather than describe it.

The chronology of my research has offered me the opportunity to spend
an extended period considering past installation practice. My site-specific
installations situated in the contemporary cityscape of Athens, either indoor
(Central Corridor (2003), In Site Compression, (2007)) or in outdoor space (Seven
Windows... (2004)), had an important potential for me, as vehicles for a raised
consciousness about the city’s condition. Athenian society is heterogeneous and
unstable, especially since the start of the economic crisis in Greece (2010) and
the arrival of political refugees from Afghanistan and Iraq since 2011, and from
Syria since 2014. At the time they were created, my installations were mostly
concerned with redefining spatial situations and structural components, by
transforming the locations for which they were created rather than just occupying
them. They were also intended to make connections visible, by exposing the
social and cultural agendas of the city, along with contradictory notions such as
proximity and distance, stasis and motion, private and public, confinement and
liberation, as these exist in the Athenian cityscape. Moreover, the notion of the
collective manifested by the shared contemporaneity, in the space proposed by the
installations played an important role, manifesting in its turn both the heterogeneity
and contradictions, as well as the simultaneity, of the participating subjects and
objects, without seeking to resolve or unify their differences.

The arrival of refugees has increased the number of homeless people in
the centre of Athens. As a result, a lot of abandoned private and public spaces
have become places of memory rather than lived places for those citizens who
felt obliged to move elsewhere. To this characteristic quality is added the notion
of ‘wrong place’, signifying a place of transience that exists in all big cities

around the world.®

5 See p.16.
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These shifts in political context in Athens have transformed my thinking
about my practice, which now points to another set of contradictions embodied
in the experience of my site-specific installations: presence and absence,
isolation and community, imaginary and real. In my thesis | also argue for
the possibility of a continuity between the perceived real space articulated by
my installations and an imagined one, resulting from the viewer’s cognitive
function overlaid onto the phenomenological experience of each installation’s
real spatiality, which is also informed by the contemporary political condition of
Athens.® As a result, and due to its particular chronology, my research process
has become a space to rethink my practice critically and in depth, making
me aware of elements | might have overlooked, and which have added to its
ceaselessly transient nature.

As theoretical practice, my thesis is framed by a dialogue between the

primary and secondary material; that is, between

e documentation of my site-specific installations (the closest firsthand

evidence of my work)

observations concerning the creation of my site-specific installations,

involving description of my artistic response to specific sites

e an account of the original thinking for the creation of my site-specific
installations

e my experience of the installations’ impact on viewers during their
temporary exhibition

e texts written with the benefit of hindsight, after exhibition of the site-

specific installations had ended and they had been removed

e ideas from contemporary art and philosophy, such as the writings of
Marc Augé, Nicolas Bourriaud, Michel de Certeau, Michel Foucault, and

Maurice Merleau-Ponty

e writings of artists such as Dan Flavin, Dan Graham, Robert Irwin, Gordon

6 See pp.106-7.
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Matta Clark, Robert Morris, Robert Smithson, Rachel Whiteread and Ken
Wilder

e writings of critics such as Claire Bishop, Nick Kaye, Rosalind Krauss,
Miwon Kwon, and Judith Rugg, which are central to the theoretical

framing of my research.

Quotations from theorists discussing a specific work of art have often provided
me with the ‘commonplaces’ (in Greek - koivoi 161701 - ‘k0inoi topoi’)” between
my practice and that of other artists, and have enabled me to apply these ideas
to my own work.

The specific chronology and stages of my research resulted in mixing
primary with secondary material, which in some cases confused the distinction
between the two. My thesis therefore offers an analysis of the primary as well
as the secondary material for the final exhibition of my viva. Hence, instead
of constituting solely secondary material, the documentation of the initial
installations has been used as the medium for the creation of new site-specific
installations, which established their own spatio-temporal frame and aimed to
provoke perceptions among viewers that differ from those caused by the initial

works.®

" The term topoi (from the Greek for ‘place’ is a metaphor introduced by Aristotle to characterise
the ‘places’ where a speaker or writer may ‘locate’ arguments appropriate to a given subject.

A metaphor is a figure of speech in which an implied comparison is made between two unlike
things that actually have something in common.

In the Rhetoric, Aristotle characterises the fopos as a general argument source and template,
from which many individual arguments can be constructed. The word Té110G (t6pOS, literally
‘place, location’) is also related to the ancient memory method of ‘loci’, by which things to be
remembered are recollected by mentally connecting them with successive real or imagined
places.

‘In the Rhetoric, in Books | and Il, Aristotle talks not only about ‘common topics’ that can
generate arguments for any kind of speech, but also ‘special topics’ that are useful only for a
particular kind of speech or subject matter. Because the discussion is dispersed, it is sometimes
hard to determine what each kind of topic is.” (Bizzell and Herzberg 2000: 3).

8 See pp.131-133.
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Seven Windows Divided by Two, 2004

Fig. 8. Unless otherwise indicated, all images in this chapter depict the installation Seven Windows Divided
by Two, 2004, Demopratiriou Square, Athens, aluminum, acrylic, neon lights, 2.10 x 5.40 x 1.85 m
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Inter-related orders of space and temporality

‘AOHNA by ART’ was an exhibition organised by the Municipality of Athens
Cultural Organisation in collaboration with the Art Critics Association (AICA
Hellas), to accompany the Athens Olympic Games (2004). Its intention was

to spotlight the contemporary Greek cultural scene. Fifteen curators invited
approximately 100 contemporary Greek artists, who installed 83 works in public
spaces over most of Athens, which was at that time a city in celebration. For
Efi Strouza (president of the board of AICA Hellas), this exhibition in the urban
environment of Athens aimed not only to ‘incite viewers to discover the “little
utopias” that art is capable of creating in every time and space,’ but also to
‘convey to the public the energy that emanates from a creative approach to the
urban and historical environment’ (Daniylopoulou, O., et al 2004: 21-2).

When | was invited by Lina Tsikouta (art historian and curator at the National
Gallery) to create an installation for Demopratiriou Square, located in the historical
centre of Athens, | had to confront the specific conditions of the location and any
others that were important for me. The installation would have to draw its raison
d’étre from the surroundings, which required a careful reading of the site, as
inspecting the space and taking accurate information is fundamental to my method.
Consequently, | spent time observing and walking around the site and adjoining
areas, considering entry and exit points and the character of the surrounding
city. Pertinent questions were: what is the site’s relation to applied and implied
systems of order, architecture, use, distance, and sense of scale? What are the
characteristics of movement and light? What is the physical and people density, the
sound and visual density? What was/is the prior and current use of the location?

Situated below under the Acropolis and the Parthenon (a UNESCO
World Heritage Site), the location bears the weight of ancient Greek inheritance,
which occupies an important place in the minds of Greek people. The location is
also in the centre of Plaka, one of the oldest and most famous neighbourhoods
of Athens. Constructed at the end of the 19th century as a residential area,

Plaka consists of labyrinthine streets filled with small neoclassical houses, and
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has remained untouched by the general ‘demolition and disruption of parts

of the city to make way for the global spaces of modernity and the controlling
effects of redevelopment’ (Rugg 2010:161). The neighbourhood is therefore
unique in the new architectural infrastructure of the city, but despite its location
in the heart of Athens, and the fact that its architectural character is reserved,
its function is close to that of the amusement parks or malls usually situated in
peripheral urban spaces, as it provides opportunities for leisure and is a site of
high tourist interest. Located at the edge of this area, and inside the commercial
centre of Athens, Demopratiriou Square, though restricted to pedestrians only,
is very busy and noisy, since it is used by large numbers of people including

tourists, either passing through on their daily commute or strolling, shopping or

sitting in the restaurant or cafes.

P —y

Fig. 9. Monasteraki, Demoprateriou Square, Athens. Photograph: V. Christouli

The physical characteristics of Seven Windows Divided by Two (physicality,
dimensions, materials, details, etc.) were determined by my direct experience

of the site, since for its creation | took under consideration all the parameters
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that identified the specific location: 11 rectangular panels of acrylic panels in a
continuous aluminum frame measuring 2.10 x 5.40 x 1.85m, configured in a Greek

meander pattern.®

Fig. 10. Antimenes Painter, Attic black-figure
amphora (details with meander pattern), ¢.520 BC

The whole construction was divided into six units of three sides each, two of
1,85m wide, and a narrow plate of 0,90m wide at the end. On the diagonal
axis of each of the six narrow plates, a line of green neon light was positioned,
which was further strengthened by the change in colour (transparent-green
and transparent) of the two triangular Plexiglas plates of which the panel

was composed. The seven wider rectangular panels, which formed the long
side of each unit, were constructed from semi-transparent acrylic planes.
These acrylic surfaces contained a small rectangular transparent space (50

x 50 cm) 150 cm from the ground, to form a kind of ‘window’. Each ‘window’
was further divided into two equal parts, from top to bottom, by a blue, neon,
light vertical line. By attempting to reposition the viewer’s relationship to the
surrounding urban environment, Seven Windows... proposed a space ‘of
contestation that reconceptualize[d] the city as maintained by the tenuous
constructions of tourism, “heritage culture”, urban planning and other processes
of commodification’ (Rugg 2010: 49). The installation thus created a series of
oppositions and spatio-temporal conditions that sustained a fragile balance

of contradictory notions, such as private/public, visible/invisible, temporary/

permanent.

® A meander is a decorative border constructed from a continuous line shaped into a repeated
motif. As Karl Kerenyi has pointed out, ‘the meander is the figure of a labyrinth in linear

form’ (Kerenyi 1976: 89). Meanders are common decorative patterns in many ancient Greek
architectural friezes and vases from the Geometric Period.
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Fig. 11

Walking in the city and the notion of ruins

Surrounded by historical buildings and monuments, Seven Windows... had to be
incorporated into the everyday life of the city. People traversing Demopratiriou
Square would come into contact with it by chance, unaware of its presence,
without having planned to visit a work of art, so the installation had to be designed
to attract their attention.™ Therefore its physical presence and the way it was
positioned in the square had to intervene in their actions and their line of walking,
by offering its own spatial parameters, such as near and far, here and there.

In the city, the walker experiences site in a transitive sense, in the act of
locating or passing through, but not the settled order of the location itself. The

urban landscape shelters thousands of discrete operations that are transformed,

© My intention was that the installation would create a condition in which intention (i.e. a pre-decided
route) is given up, a condition leading to approaching life through attention. As defined by Merleau-
Ponty (2002: 35), ‘Attention is...the active constitution of a new object which makes explicit and
articulate what was until then presented as no more than an indeterminate horizon.” Since ‘internal
experience is possible only as things and elements borrowed from external experience’, the images
revealed by our attention depend on who we are and what we are looking for. Based on the above
thoughts, the intention was that my installation, by attracting/inviting passers’-by attention, would
allow them to come closer to life and enjoy some kind of contemplative, internal experience.
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in Michel de Certeau’s words, into ‘an opaque and blind mobility’ within the limits
of the city (De Certeau 1984: 93). In the city, apart from rushed movements,

is born and lives this ‘chorus of idle footsteps’, also described by De Certeau

as ‘a style of tactile apprehension and kinesthetic appropriation’, which is
woven together with imaginary paths formed by the movement of pedestrians.
These paths are not static, nor permanently defined or localized, but, rather,

in a condition of perpetual transformation and give identity to the places they
traverse; or, in other words, ‘give their shape to spaces’ (De Certeau 1984: 97).
Seven Windows..., however, offered its space for the creation of new imaginary
paths, which, although not part of the initial geography of Demopratiriou Square,
added to all the other paths created by pedestrians in the area. The walkers,

as the incarnated elements of these movements, constituted in relation to their
position, both a near and a far, a here and there, which at times interweaved
with, and at others opposed, the installation’s conditions of near and far, here
and there, as determined by its relation to the space. The act of walking, ‘the
indefinite process of being absent and in search of a proper’, transforms the
impersonal urban landscape into a disquieting familiar proper place for walkers
(De Certeau 1984: 103)," although the spreading movement of figures cannot
be captured in an image or fixed in a certain place. My ambition was that Seven
Windows... could play the role of a space, where the steps of walking figures
intersected in a ‘pause’, which potentially offered a ‘proper’ place for them.

The installation’s size, which required viewers to stand some distance to
obtain a total view, contrasted with the intimacy offered by its division into six
units. The installation therefore had a double function: large enough to preserve
its autonomy and be part of the city, it also created a sense of intimacy that
allowed viewers to find a degree of privacy within its parameters. Those who
chose the one or the other side of its meander shape to approach it realised
that, in order to reach the space behind it, they had to perambulate around it

since it consisted of a one-piece construction.

" For a further definition of ‘proper’ versus ‘wrong place’, see Introduction, ‘Site and mobility’, pp.
15-6.
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Fig. 12

Consistent with the tradition of Minimalism that underlines the importance
of movement around the work of art and the relationship between the work,

the viewer and the site, Seven Windows... was designed to invite viewers to
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explore it in its entirety. As such, it recalls the intentions of Hélio Qititica, for whom
the meaning of his works was the viewer’s process of physically ‘penetrating’

it. His ‘Penetrables’, initially produced in model form, used panels of colour to
create temporary-looking architectural structures. Tropicalia (1967), the first of
his environments to be realised, comprised a labyrinth structure, which could

be perceived only ‘after the complete moving disclosure of all parts, hidden one
from the other, [as] it is impossible to see them all simultaneously’ (Qititica et al

in Bishop 2005: 136). My intention was that Seven Windows... should not be
perceived as an accumulation of immobile ‘sculpture’ elements or ‘static events’
that unfolded and resided in this particular site. Instead, viewers moving around

the work would achieve the synthesis of two parameters through the act of its

active perception.

Fig.13

The first parameter involved issues of distance and scale, and
encompassed the notion of simultaneity and coexistence, so referred strongly to

the notion of time. As Merleau-Ponty has written, our perception of the presence
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of objects and of the relationship between them extends in two dimensions:
‘...the here—there dimension and the past—present—future dimension. The
second elucidates the first’ (Merleau-Ponty 2002: 309). The here—there
dimension in Seven Windows..., depending on the viewer’s awareness

of the distance that separated him/her from various elements of the work,
changed according to their position. The various surfaces of the installation,
which unfolded angles where viewers could stand, were linked from one to
another in a time sequence and activated them to explore and spend time,
whether walking or standing. Deriving from the juxtaposition of the location, the
installation and the viewers moving around it, these multiple views also created
a sense of simultaneity and coexistence, which strengthened the connection
between time and space in the experience of the installation.

The second parameter related to the significance of the human body and
its movement in space. The body of the viewer in the space circumscribed by
the work ceased to be another thing in objective space, the body as it in fact
is, and instead was converted into ‘a virtual body, with its “phenomenal place™
(Merleau-Ponty 2002: 291) defined by its situation and possible actions. The
viewer’s condition in relation to the different elements of the work — the vertical
and horizontal, near and far — which included countless possibilities for changes
in their position, was one of motion, though the work’s orientations were not
necessarily the same as the viewer’s. Called to inhabit the relationships opened
by the work, viewers could choose to be wherever there was ‘something to be
done’ for them. Then potentially, there was developed ‘a certain possession’
of the installation by the viewer’s body and ‘a certain gearing’ of the viewer’s
body to the situation imposed by the installation (Merleau-Ponty 2002: 291),
strengthening the dynamic relationship between the ‘space of the visitor’ and
the ‘space of the installation’. The ambiguous boundaries between these
spaces, which was enriched by their relationship to the ‘space of the square’
where the installation was located, caused a constant change and mobility
in the viewer’s perception of the installation. This sense of mobility, which

is familiar to citizens of big cities and would normally prevent viewers from
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conceiving it as a ‘place’ or ‘being fully present in it’ (Augé 1995: 68), was
modified during their immersion in one of the installation’s six units.

Each of the six divisions of Seven Windows... was slightly smaller than
the size of a public telephone box, meaning that it was big enough for viewers
to enter and small enough to create a sense of intimacy. When entering one
of these semi- units, the viewer would feel disconnected from the surrounding
sounds of the city and its sequences of ‘phatic topoi’,2 which constitute its mobile
organicity (the quality of perpetual changes and unpredictability associated with
living organisms), a feature created by walkers in the environment. This mobile
organicity is intensified nowadays by people talking into mobile phones, which
has converted private conversations into public performances.

The serial articulation of the six units of Seven Windows... also produced
a rhythmic architectural statement, which in itself might have helped slow down
the velocity of the crowd and allow space for self-reflection. Another, diagonal,
rhythmical statement was created by the green neon lights positioned on the
narrow side of each small unit. These diagonals were not, like Dan Flavin
and Donald Judd’s work, used to avoid the ‘compositional arrangement’ that
distinguished earlier geometric art such as that of Piet Mondrian or Stuart Davis
(Glaser 1985: 154-5), but to break up the vertical units and direct attention
to other aspects of the work besides its serial composition. The effect of their
multiple reflections in the acrylic plates, together with those of the surrounding
environment and people, incited a further sense of disorientation among
viewers, which enhanced the opposition between the work’s public dimensions
and the paradoxical privacy of contemplative experience that this structure
solicited, as a result of the human scale, intimate space, that of each of its six
units.”™ The installation thus proposed a new spatiality with a double function.
The first was that of intervening in the streams of commuters and pedestrian

traffic passing through Demopratiriou Square, which not only changed the

2 The Greek word ‘phatic’ (meaning orally pronounced) followed by the term ‘topoi’ (meaning
space) implies the function of terms that ‘initiate, maintain, or interrupt contact, such as “hello”,
“‘well, well”, etc...” (Michel de Certeau 1984: 99).

3 See Buchloh’s analysis of how analogous oppositions are experienced (Buchloh 2002: 14).
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directions and velocity of pedestrians’ movements, but also invited a voluntary
‘stasis’ from their activities, which could be regarded as generating some kind of
‘emancipation from the repetition and alienation of the everyday’." The second
function was the effect of the viewers’ immersion in one of its six units, which
‘asserted the humane against the international, abstract aspirations of the

[c]ity’ (Rugg 2010: 55). By merging the installation units’ spatiality with that

of the body of the viewer, Seven Windows... invited identification with lived
space and — by providing the possibility of intimate moments — also allowed the
individual to experience a sense of self rather than ‘homogenization...within [the
city’s] dehumanized and alienating spaces’. It thus ‘reassert[ed] the body itself
as space-producing’ (Rugg 2010: 55).

The meaning of every artwork changes according to the time the viewer
devotes to its perception, as expressed by Michel de Certeau, who has written
that ‘the artwork is inhabitable in the manner of a rented apartment’ (cited in
Bourriaud 2002b: 24). When it comes to site-specific installations like Seven

Windows..., the length of time a viewer spends with the work depends on their

" In analysing Mark Lewis’s Rush Hour, Morning and Evening, Cheapside, EC2, 2006 (a

fixed camera view of the inverted shadows cast on the pavement by the constant stream of
pedestrians, passing along Cheapside in the City of London), Judith Rugg (2010: 54) has

written: ‘The dislocation of the displacement of the body suggested its unseen presence
elsewhere.’ For Lefebvre, this is ‘the basis on which we can find self-fulfilment and emancipation
from the repetition and alienation of the everyday’. Lewis’s work suggested that the world of

work diminishes the self to a mere shadow, whilst our real selves exist somewhere else...’ In
Seven Windows ..., however, instead of the body’s displacement through its representation

by the immaterial projection of its shadow-figure (as occurred in Lewis’s work), another kind of
‘displacement’ was caused, due to the viewers’ temporary escape from their routine route through
their bodily incursion in the spatiality proposed by the work; this displacement could be verified by
their own awareness of this interruption in their everyday actions.

Fig. 14. Mark Lewis, Rush hour, Morning and Evening,
Cheapside, EC2, 2006, Prudent Passage, City of London,
video projection, filmed in 35mm and converted to video.
Photograph: Richard Davies
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relationship with it, which necessarily varies with each person. It is also difficult
to know whether viewers are affected by the movement of other people around
them. The imaginary ‘lines’ representing their trajectories ‘refer, like words, to
the absence of what has passed by’ (De Certeau 1984: 97). These trajectories,
as temporal movements of people through space, consist only of a ‘succession
of points through which [viewers] pass’ (De Certeau 1984: 35) at a particular
moment in a specific amount of time. However, when a trajectory is ‘drawn’

around an installation, time and movement can be immediately read by the eye,

as if someone had projected it onto paper.

This procedure could transform the temporal articulation of viewers’
positions into spatial sequences of points and ‘paths’, which (since it is
impossible to go backward in time) exist as ‘mark[s] in place of acts’, similar to a
graph, and link the time spent by the viewers with the space of the installation.
Hence Seven Windows... enhancing the original relation between trajectory

and path, that of an irreversible replacement of an operation by a graph,
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transformed the act of walking into a form, with the path-lines marking the
intersections pedestrians made with the object. The installation provided the
initial reason for the viewers’ trajectories, while the imaginary paths, ‘a relic in
place of performances...the sign of the erasure’ (De Certeau 1984: 35), in turn
converted the installation into a ruin, a ‘negative monument'.

This notion of the negative monument is also associated with the
temporary character of the installation. Exhibited for three months, Seven
Windows... offered an antithesis (despite its ‘public’ size) to the timeless
character of the Parthenon situated above it, by eliminating every feature of
permanence and dissolving the sense of continuity normally expressed by
monuments. It also dissociated itself from concepts of permanent public art,
which, as Judith Rugg has argued, ‘has the tendency to rely on its visibility to
manufacture relationships of value with architecture and urban space’ (Rugg
2010: 2). Moreover, the possible display of the installation in another location in
future relates it to ‘nomadic practice’ (Kwon 2002: 43), which opposes principles
of immobility, permanence and unrepeatability. Indeed, the ephemeral nature
of the work positioned it in the context of the relationship between being and
circumstance, as elucidated by Robert Irwin:

Being embodies in you, the observer, participant or user, your complete genetic,

cultural and personal histories as ‘subsidiary’ cues bearing on your ‘focal’

attending (experiencing) of your circumstances, again in a ‘from—to relation’.

Circumstance of course encompasses all of the conditions, qualities and

consequences making up the real context of your being in the world. There is

embedded in any set of circumstances and your being in them the dynamic of
past and future; what was; how it came to be; what it is; what it may come to be.

(Irwin 1985: 28)

As a result of its temporary condition, and by manifesting the ‘circumstance’ of
its presence in Demopratiriou Square, Seven Windows... therefore turned what
appeared to be a question of object/no object into ‘a question of seeing and not
seeing, of how it is we actually perceive or fail to perceive things in their real

context’ (Robert Irwin, cited in Claire Doherty 2009: 46).
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The installation’s reproduction in photography or video, which eliminates
viewers’ original ‘phenomenal’ perception despite allowing them to ‘revisit’ the

work, recollects the notion of ruins. The spectacle of ruins leaves an incomplete
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impression connected to the ‘impossibility of imagining completely what [the
ruins] would have represented to those who saw them before they crumbled’
(Augé 1995: xviii)."s However, the use of documentation as material for another
site-specific installation (and for the purpose of this research) also reverses the
notion of ruins since it develops a relationship with time that expresses continuity
with the future, while a new installation based on documentary material of Seven
Windows... would articulate a different set of spatio-temporal relationships.

The photographs of Seven Windows..., when exhibited as a new site-
specific installation, could potentially make the viewer aware of the ongoing life
of the installation, since its status as a static entity would be questioned by the
camera’s power to disclose a succession of views that now no longer exist. The
photographs’ capture of instants from the continuous movement of the person
taking them, and their exhibition in another site, would indicate a break in
continuity, not only of the installation’s different views but also of the exhibition
site and its relationship with time, and therefore of the work’s site-specificity.

The site-specific installation created by the projection of the documentary
video of Seven Windows... would, then, demonstrate a series of displacements
in the site-specificity of the initial installation. These would include the apparent
displacement of the real space of the initial installation to a virtual filmic space,
and the replacement of the exterior spatiality of the initial installation by the indoor
spatiality of the second. But the most important displacement would be that of
the spectator’s position. Instead of being immersed in the real space of Seven
Windows..." literal construction, and despite being possibly surrounded by the
video projection, viewers of the second installation would be outside the space
depicted by the representational material of Seven Windows... and inside the
actual space hosting the video. The potential relation between the spectators

of the second installation (the ‘external’ audience of the video) and those

> Today, the most contemporary manifestation of monumentality develops another type of
relationship with time ‘that will perhaps never arrive but remains within the realms of the
possible’ (Augé, 2008: xvii), and that is represented by large-scale contemporary urban
architecture. The expression of continuity in time expressed by these ‘modern monuments’ also
unfolds in reverse, toward the future.
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occasionally appearing in the video depends on the former’s actual presence

in the real space of the second installation.* As Ken Wilder argues about his
Intersection (2006), and Michael Fried has done about Douglas Gordon’s work,
both of my installations (the initial and the second one) were intended to ‘function
as a constant reminder that the entire work not only exists for the viewer but also
[...] calls for his or her active engagement throughout the entire duration, the ‘real

time’ of the (gallery) [installation’s space] visit’ (Fried, cited in Wilder 2012b: 24).

Fig.17. Ken Wilder, Intersection, London, 2006, two
projections onto acrylic screens that enclose a metal
structure, 323 x83 cm x 4,71m. Installation view in the
Triangle Gallery, Chelsea College of Arts, London, 2009.
Copyright: Ken Wilder

The visible and the invisible

The individual’s consciousness of the world’s spatiality depends on self-

consciousness and the space they occupy in the world, and vice versa, or, as

'® The second installation named After ‘Seven Windows Divided by Two 2004’ (2017), was
realized on March 2017, on the occasion of the viva exhibition of this research at ‘The
Cookhouse’, Chelsea College of Arts, London. See figures 81-92.
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Merleau-Ponty states in his book Phenomenology of Perception (2002: 347):
‘There is a world for me because | am not unaware of myself; and | am not
concealed from myself because | have a world.’

By intervening in the literality of Demopratiriou Square, Seven
Windows... aimed to reveal the discursive registers among the inter-related
spatialities of the square, the installation and the viewers themselves. This
experience was enhanced by the work’s six units with their reflective surfaces
and transparent windows divided in two by a vertical, blue neon line. Inside
the narrow units the viewer could experience a sense of intimacy and a highly
isolated perception on account of the reflective surfaces, which generated a
‘guaranteed experience of narcissistic mirroring’ (B. H. D. Buchloh 2002: 27).
The viewer’s perception was thus reflected back to them while at the same time
being interrupted by the blue neon lights, which not only divided what was seen
through the window but also blurred vision around it, limiting the boundaries
between what was visible and invisible. The physical properties of the blue light,
its abstract presence and immaterial energy, despite the fact that its source (the
neon lamps) had a very specific shape, was intended to alert viewers to ‘the
question of the substance of existence’, as Robert Irwin has described the use
of light in his own work (Irwin 1971: 96).

The six units of Seven Windows... were therefore meant to generate
remoteness among the viewers and at the same time to introduce the problem of
other people, as described by phenomenological reflection: ‘I discover by reflection
not only my presence to myself, but also the possibility of an “outside spectator”
(Merleau-Ponty 2002: xiii). Elaborating further on the presence of others, Merleau-
Ponty highlights the ‘internal weakness standing in the way of my being totally
individualized: a weakness which exposes me to the gaze of others as a man
among men, or at least as a consciousness among consciousness’ (Merleau-Ponty
2002: xiv).

Similarly, Judith Rugg argues: ‘Like the traveller, the spectator develops
a self-consciousness as one whose own position is potentially part of the

spectacle in which the gaze becomes its own object’ (Rugg 2010: 59). Seven
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Windows... allowed viewers to experience the intimacy of human scale inside
each of its units, a process that was then reversed by the awareness that they
were also exposed to observation by others. This equivocal meaning of the
spatial structure of Seven Windows... had an expressive value rather than a
logical signification, like the presence of ‘what is behind my back’ (Merleau-
Ponty 2002: 6-7). As a result, the viewer’s position alternated between viewer
and viewed, and the installation itself seemed to bear the forms of the unspoken
reactions of these same viewers."’

Visual contact with others, which modified the viewer’s sense of isolation
while inside the six units of Seven Windows..., was the result of the transparent
windows. A window provides a space of radiance and reflection and, at the
same time, a new space of contingent confinement.' The ‘windows’ of the
installation were open to the view of the city and whoever or whatever might be
standing in front or between, such as other people and parts of the surrounding
city, but because of the windows’ small size only fragments of the urban
landscape or other people could be seen at one time.

The perpetual movement of people around the various surfaces of the
work allowed viewers to be there with or without others and, despite being in a
necessary relation to those that had momentarily disappeared, at times to be
distanced from the immediate situation, as if lost. This ‘loss of self’ is connected
with the notion of being among other people in the present and is different from
the ‘loss of self’ experienced in traditional works of art, which encourage the

spectator to escape from reality by being ‘located in a specific time and social

7 See Judith Rugg (2010: 59): ‘Space is not a passive container and performances of all kinds
articulate it as a series of forms of different spatial narratives.’

8 Rosalind Krauss has delineated the full range of aesthetic and theoretical oppositions that
were articulated in the pictorial matrix of the window, from Romanticism to Symbolism, in her
essay ‘Grids’: ‘The Symbolist interest in windows clearly reaches back into the nineteenth
century and Romanticism. But in the hands of the Symbolist painters and poets this image is
turned in an explicitly Modernist direction. For the window is experienced as simultaneously
transparent and opaque. As a transparent vehicle the window is that which admits light or spirit
into the initial darkness of the room. But if glass admits, it also reflects. And so the window is
experienced by the Symbolists as a mirror as well as something that freezes and locks the self
into the space of its own reduplicated being. Flowing and freezing: glace in French means glass,
mirror and ice; transparency, opacity and water.” Rosalind Krauss (1985: 16).
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reality occurring only within the architectural frame where the work is presented
(Dan Graham, cited in Bishop 2005: 73). The viewers of Seven Windows...
responded to this by attempting to communicate with each other — waving,
gesturing or, in the case of children, hiding and shouting.

Viewers therefore became aware of sharing space and time with others
and of experiencing the work both collectively and in isolation, which imbued
their perception with a ‘transcendental’ aspect. This is different from the
transcendental time and place signaled by the plinth or frame of a traditional
work of art.’® What could be called transcendental here was the viewer’s spatio-
temporal condition of being both isolated from and together with others in
the same space. Like the experience of the passage towards the other, or of
the space between ourselves and our idol in a mirror (the idol being an-other
image of ourselves), the installation presented its space as ‘the law of being
and the law of place...this joyful and silent experience: in a place, to be other
and to move toward the other’ (De Certeau 1984: 109-10). This effect was
further enforced by the ‘virtual tunnel’ formed by the spatial perspective inside
the seven windows, as the result of the successive reflections of the acrylic
surfaces onto each other. However, this ‘tunnel’ also created an unsettling
feeling for viewers due to the distortion of the distance between them.

Thus, by multiplying objects and figures, the highly reflective acrylic
surfaces of Seven Windows... created a series of unique ‘landscapes’ that

differed from those of the cityscape itself. In a ‘reversal of the spectacle of

9 Ken Wilder in his essay ‘The case of an external spectator’ questions ‘the assumption that
painting always presents a self-contained world’ (2008: 261). He uses Masaccio’s fresco The
Trinity with the Virgin, St John the Baptist and Two Donors in Santa Maria de Novella, Florence,
to argue that such paintings ‘draw the surrounding space into their domain, activating the
viewer’s space and eroding the sharp division between the world of representation and that of
an embodied viewer’ (2008: 263). He claims that in such works, in the ‘continuity...suggested
between the depicted space and the physical space’ of the place where they are located, can be
identified an internal and an external spectator (2008: 265). The architectural settings of such
works — the internal being the presence who ‘already occupies an unrepresented extension of
the “virtual” space’ of the picture’ — is ‘fused’ with the external beholder, implied by the picture,
who ‘enters that part of the fictive world depicted as being in front of the picture surface’ (2008:
261). | consider this ‘fusion’ of the internal and the external spectator, as described by Ken
Wilder, similar to the transcendental experience of ‘the passage towards the other’, in the
perception of my installation Seven Windows Divided by Two.
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Fig.19

the architectural dominance of the city’,?° the acrylic panels instead became
spatial membranes, inviting attention on ‘trivial’ details: fragments of sky, the
movements of trees, details of a building, or a running figure, and transforming
the work from an object into an arena of perceptual activity.

The reflective surfaces of the installation also opened a dialogue with
earlier works whose reflective surfaces were used as devices for experimental
perception, such as Robert Morris’ Untitled (Mirrored Cubes) (1965), or Gerhard
Richter’s 4 Panes of Glass (1967). Like them, the installation captured spectators
in an environment that ‘in its entirety entangle[d] them within a phenomenological
process of mirror reflection’ (Buchloch 2002: 26), converting their relation with the

object to a spatial one of simultaneous collective perception.?!

20 See Judith Rugg'’s description of Susan Collins’s Underglow (2006), which ‘invited a reflection
on the overlooked’ and ‘provoked a shift in the way we perceive space by inviting a focus of
attention on normally unconsidered spaces... (2010: 148).

21 Dan Graham has also created works where people or parts of the surrounding buildings were
superimposed on each other in the mirror surfaces. In Two-Way Mirror Hedge Labyrinth (1989—
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Fig. 20. Robert Morris, Untitled (Mirrored Cubes), Fig. 21. Gerhard Richter, 4 Panes of Glass, 1967,
1965, installation view, Leo Castelli, 1965, Plexi- glass and steel, in four parts, each 190 x 100 cm.
glas, mirrors on wood, four boxes, each 53.3 x 53.3 Collection: Herbert Foundation, Ghent, 65/12
x53.3cm

Thus Seven Windows...” ‘topological’ space, where its literal spatiality
merged with that of Demopratiriou Square and was reshaped by the spatiality
of the bodies of the viewers who moved in relation to it and to one another,
could potentially be regarded as the tactile space where ‘webs of connections,
separations and reconnections contract, extend and produce the shape of
space and time’.?2 According to some, as Rugg has mentioned (2010: 56), ‘in
the global scale of capitalism’s financial deterritorialized dimensions, people
have become dehumanized in favour of a virtual, digitalized space’. In the space
of Seven Windows..., however, the accumulation of people contrasted with the

hard, architectural infrastructure of the city and with the experience of the city’s

91), he tried ‘to mix urban greenery elements with elements taken from corporate areas but in
a different way compared with the halls in skyscrapers where the greenery is imprisoned inside
the building’, as he said in an interview with Pietro Valle (Graham, cited in Schwartz, 2005: 49).
22| have borrowed this argument from Judith Rugg, who referred to Bruno Latour while
analysing Lewis’s Rush Hour, Morning and Evening (2006). The word tactile is used here, in
contrast to the immaterial topological space proposed by Lewis’s work (Rugg 2010: 56).

51



societal indifference, inciting communication among its viewers and articulating
a potential space for the ‘recovery of the humane’.? In its conjoining, separation
and rejoining of bodies, Seven Windows... therefore established some kind of

social interconnections, while the playful reactions it excited among viewers

was proof that ‘space is produced and performed through actions that become
imbricated within it’ (Rugg 2010: 59).

Fig. 22

In addition, against the mundane repetitions of commuting and everyday
actions that estrange the individual from the city, Seven Windows... drew attention
to the fleeting forms of people’s figures and the fragments of the surrounding
environment reflected in its acrylic planes, which continuously overlapped, receded
and merged according to viewers’ movements. In this way, the installation was
turned into a situational, site-specific invitation to consider the transformation of

Demopratiriou Square’s functionality, from anticipated/rational to unexpected/

2 In her analysis on Lewis’s Rush Hour, Morning and Evening (2006), Rugg investigates the
way Lewis’s work inserts the ‘human’ element in the ‘dehumanized and alienating’ space of
Cheapside EC2 where it was projected (Rugg 2010: 54).
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irrational, as determined by the unexpected images it offered and the ‘social
networks and human relationships in a continual dérive’* that it aroused.

The meaning of Seven Windows... had as much to do with the use
viewers made of it as with my intentions as the artist. The need for the active
participation of viewers in the spatio-temporal situation proposed by it invited
them not only ‘to fill in the blanks, to choose between possible meanings’
(Pierre Levy, cited in Bourriaud 2002b: 88), but also to become aware of the
importance of their own presence for its significance. Seven Windows... thus
offered the potential for altering the perception of space within the architecture
of Demopratiriou Square, as well as in relation to the city of Athens.

The shape and size of Seven Windows... also reversed the mobility
of the square through the intimacy offered by its six units, while its sense
of confinement was opposed by the communication it prompted among
the viewers, which transformed the space into a site of play. Similarly, the
contemplative stasis it proposed to viewers was reversed by its sense of
temporality and experience of fleeting images. By juxtaposing different spatial
lines and moments in time, Seven Windows... could be perceived as a ‘stage’,
on which contradictory concepts such as public and private, visible and invisible,
present and absent, isolated and social, permanent and temporary, played out.

In a contemporary world of ‘supermodernity’,?® characterised by
accelerated experiences of time, space and ourselves, which, as Augé argues,
‘we have not yet learned to look at’ (Augé 1995: 29), Seven Windows could be
perceived as a transient encounter that offered intimacies based on fragments

and discontinuities of space and time.

2 The expression is borrowed by Rugg, from her analysis on Lewis’s Rush Hour, Morning

and Evening (Rugg 2010: 54). But while, in Lewis’s work, the ‘social networks and human
relationships’ were developed among projected figures (the work) and viewers, in Seven
Windows... relationships were also developed among the viewers themselves.

2 Augé defines the situation of supermodernity as an ‘excess of time defined by the
overabundance of events in the contemporary world, which loads us with the need to give meaning
to the present... The second accelerated transformation specific to the contemporary world, and the
second feature of excess characteristic of supermodernity, concerns space. The overabundance
of space is expressed in changes of scale, the proliferation of imaged and imaginary references
and in the spectacular acceleration of means of transport... The third feature of excess by which
supermodernity might be defined is that of the ego, the individual...” (1995: 20-9).
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Central Corridor, 2003

Fig. 24. Unless otherwise indicated, all the images in this chapter are photographs of the installation
Central Corridor, 2003, aluminum, acrylic, neonlights, 2 elements, each 2 x 2 x 2 m. Sarandopoulos Mills
factory, Piraeus, Athens
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Within the luminous field

The building of the Sarandopoulos mills factory in Piraeus, the port of Athens,
was turned in 2000 into an alternative exhibition space for non-profit exhibitions
and events. In late 2003, | was invited by Lina Tsikouta, art historian and curator
at the National Gallery in Athens, to exhibit a work there. My work does not
involve inserting preconceived or completed objects into a space for exhibition
purposes, so inspecting the space and taking notes and compiling accurate
information about it is an essential part of my method.

The factory building was constructed at the beginning of the 20" century
in Kaminia, a poor neighbourhood of Piraeus reserved for industrial rather than
residential use. Its location near the port of Athens allowed the easy carriage of
grain to the flour mills for processing, and the building itself is one of the few in
the neighbourhood that has been restored and is surrounded by other industrial
buildings, either still in use or abandoned, many of whose broken windows
add to the feeling of abandonment. Even though the area is not far from the
museums and galleries in the centre of Athens, turnout to exhibitions is low as
bus trips are infrequent. As a result, anyone wanting to visit the exhibition has to
organise their journey. Meanwhile, the few residents of the area rarely choose to
enter the Sarandopoulos space, no matter how well the event is promoted.

The shape of the building is rectangular (7 x 22m), with very high ceilings
and three windows at the top of a narrow wall that provide light during daytime.
Designed to be large enough to contain the machinery and workers, the space
seems huge, especially when empty, while its white walls, industrial concrete
floor and aluminum ceiling all create a feeling close to the impersonality of the
conventional gallery white cube. Inside the room one can hear the sounds of
activities taking place outside.

Central Corridor was designed for the specific characteristics of the
architectural space and attempted to highlight the effects of the materials from
which it was constructed when walking around it. The installation was composed

of two Plexiglas cubes (each 2 x 2 x 2 m) with sand-blasted surfaces bearing
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coloured geometric motifs, and a 90cm passageway in between. One of the front
sides was a red and orange colour, the other was blue-grey; those at the back
had a combination of colours arranged vertically, consisting of light green with
off-white and off-white with slate-coloured blue. One of the external side surfaces
had diagonal grooves, while the opposite one was covered in dense rows of
small squares. Finally, the sides along the interior corridor were patterned in neon
stripes, which on one side formed a meander pattern and on the other formed
vertical lines running side by side. Together, the two cubes created an imposing
presence that responded to the geometry of the factory space, while its human-

friendly scale connected to Greek tradition and aesthetics.?

Fig. 25. Sarandopoulos Mills factory, Piraeus. Photograph: V. Christouli, 2003

% |In Ancient Greece, the construction of temples used a standard unit of measure based on the
harmonious proportions of the human body. Around ¢.450 BC Polykleitos of Argos created a
measure for the ideal human body that he called ‘canon’, from the Greek word kanon, meaning
measure, rule and law. The secret of achieving kallos, meaning the beautiful, and eu, meaning
the good, laid down the symmetria — the perfect symmetry of all the parts of a statue with each
other and the whole. Polykleitos was influenced by the ideas of Pythagoras of Samos (late sixth
century BCE) who saw reality in terms of opposing patterns, and by Aristotle who described the
Pythagorean polarities/dualities that arose from the underlying unity: limited/unlimited, odd/even,
one/plurality, right/left, non-moving/moving, straight/bent, square/oblong (see Leftwich 1988:
68—74). In perpetuating the essentials of Pythagorean philosophy, Plato (427-347 BCE), with
his strong interest in beauty and mathematics, held Polykleitos in high esteem.
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Distance, proximity and the body

As the locus of perception, the human body is directly related to space and

its parameters. The importance of the interrelationship between the work of

art and the viewer is analysed by Rosalind Krauss in Passages in Modern
Sculpture (1977), where she uses Robert Morris’s work Untitled (L-Beams)

(1965) to demonstrate how perceptual experience precedes cognition. The three
identical forms in Morris’s work could each appear quite different, depending on
the relative positions of the work and viewer, ‘no matter how clearly we might
understand that the three Ls are identical (in structure and dimension)’ (Krauss,
cited in Bishop, 2005: 54). Clarification by artists and critics in the 1960s of the
interdependent nature of a work of art and the viewer, and of the specific aesthetic
experience offered by Minimalist sculpture, was based on the theories of Merleau-
Ponty outlined in his book The Phenomenology of Perception (1945), in which

he writes: ‘The thing is inseparable from a person perceiving it, and can never be
actually in itself because it stands at the other end of our gaze or at the terminus
of a sensory exploration which invests it with humanity’ (Merleau-Ponty, cited in
Bishop 2005: 50). In The Primacy of Perception (1961) he further underlines the

importance of the body for the perception of space, writing: ‘| do not see “space”

according to its exterior envelope; | live it from the inside; | am immersed in it.

./

Fig. 28. Robert Morris, Untitled (L-Beams), 1965.
Collection: Whitney Museum of American Art, New
York
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After all, the world is all around me, not in front of me’ (Merleau-Ponty, cited in
Bishop 2005: 50). The importance of the viewing subject’s movement around the
work of art and the relationship between the work, the viewer and the exhibition
site, was first proposed by Minimalism, a movement that stood at the intersection
of traditional sculpture and installation art.z

At about two thirds the length of the room, Central Corridor was positioned
so that its size and design would allow viewers to follow specific paths when

exploring it and to see it from a distance when entering the narrow exhibition space.

Fig. 29

The two coloured surfaces that viewers saw first when entering the
exhibition room were made of Plexiglas; the density of their colour was intensified

by light from the corridor walls and seemed to ‘hover between painting and object,

27 El Lissitsky (1890—1954) was the precursor of installation art. At the 1923 Berlin Art exhibition,

he used the small gallery space allocated to him to integrate its architectural elements with his
drawings. Lissitsky argued ‘space does not exist for the eye only: it is not a picture; one wants to live
in it’ (Lissitsky, cited in Bishop, 2005: 80). As Claire Bishop has written, El Lissitsky regarded space
not as ‘a pictorial abstraction but a real arena in which every subject must act’ (see Bishop 2005: 1).
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between pictorial surface and material relief, between framed painterly perception
and unbound architectural vision, between virtual space and actual space’, to

borrow Benjamin Buchloh’s description for monochrome painting.

Fig. 30

28 Buchloh considered Malevich and Rodchenko’s monochrome panels to be the predecessors
of monochrome painting. Malevich’s Black Square (1913), exhibited in the famous ‘0.10’°
exhibition in St Petersburg, established the preconditions for a modernist pictorial dialectic

of purification and elimination, while Alexandr Rodchenko’s triptych Red Yellow Blue (1921)
opened.
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Their presence directly intervened in the viewer’s experience of the exhibition
space, not only by concealing what was behind them, but also by preventing easy

access to much of the work.

Fig. 31

This was the result of their scale (each surface 2 x 2 m, with a distance of
90 cm between the two cubes), which was in between architectural and human.
In his essay ‘Notes on Sculpture’ (1966), Robert Morris named size as the most
important factor, other than the work’s literalism, for determining the viewer’s
relationship with Minimalist objects, which in the case of a large scale dwarfs
the viewer and promotes a more public interaction, while a small-scale work

encourages privacy and intimacy. Human scale, on the other hand, as Michael

up the boundaries of the monochrome to real space, by transforming the painterly plane into a
chromatic relief. Throughout the 1950s and 60s Ad Reinhardt and Yves Klein, as well as Barnett
Newman and Elsworth Kelly, claimed to have achieved an erasure of the past in preparation for
future purity, by creating monochrome works that probed ‘the purity of negation and the sobriety
of withdrawal’, as Buchloh has remarked (Buchloh, 2002: 17-18). The monochrome was
expanded in the works of Blinky Palermo (Himmelsrichtungen (1976) ‘Ambiente Arte’, Venice
Biennale) and Gerhard Richter (Black, Red, Gold (1999), Reichstag, Berlin).
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Fried argued in his indictment of Minimalist sculpture in ‘Art and Objecthood’,

gave such works ‘a kind of stage presence’, existing like ‘the silent presence of
another person’ (Fried 1967:16). The scale of the two cubes of Central Corridor,
which related to both architectural and human scale, was designed to persuade

viewers to walk around them.

Fig. 32

When approaching Central Corridor, viewers initially experienced a
sense of loss, since they ceased to have an overall view. However, they were
compensated for this by a significant gain in intensity. As Gottfried Boehm has
written about the experience of Richard Serra’s sculptures, ‘The quantitative
totality of the overall view is replaced by a quality which, paradoxically, results
from partial views whose emotional power maximizes our experience in a
different way’ (Gottfried 1996: 52). But while in Serra’s sculptures this power
comes from the experience of gravity and the rawness of the materials from
which they are constructed, in the case of Central Corridor it was generated

by that most immaterial of media: light. By circumnavigating the installation,
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viewers confronted the fact that it could not be experienced visually alone as it
also offered a strong tangible presence when entering the illuminated corridor.
Though large enough to accommodate those who wanted to enter it to access
the rear of the installation, the width of the corridor was also narrow enough to
cause physical unease. This highly illuminated space seemed appealing but
also escalated the intensity of the experience through the dazzling feeling it
generated while traversing it. My intention was to provide a playful arena for
perceptual discoveries during the passage from inside to outside the corridor
and to generate a heightened awareness of embodiment. Entering the situation
might have made some viewers feel vulnerable or even threatened, but the
feeling of being enclosed in the corridor contrasted with the sense of liberation
they experienced when exiting. Hence, the movement through the corridor and
around the two cubes opened a dialogue between the antithetical experiences
of confinement and liberation. All these modes of perception could only be
understood as ‘integral to the entire body and not the function of a detached
gaze upon the world from a centered consciousness’, as Bishop has argued
about Carsten Holler’s work Light Wall (2000) (Bishop 2005: 48).

Fig. 33. Carsten Holler, Lichtwand, (Light Wall),
2000. Several thousand lightbulbs flashing at 7,8 hz.
Collection: Museum fur Moderne Kunst, Frankfurt
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Fig. 34
It was therefore the viewer’s proximity to Central Corridor that set up a
direct connection with the entire body and by touching their physical sensibility,

in a way, it downgraded the long-distance supremacy of the optical impact.
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Or, in other words, the ‘aura’ connected with experiencing a work of art from a
distance, as identified by Walter Benjamin, was replaced by a field of moving
colours and light that appealed to multiple senses. In the case of Central
Corridor the possibility for auratic distance was also diminished by the diffused
quality of the light, which played a unique role in the way the work and the
surrounding space were experienced. Despite the geometrical shape of the
neon lamps, the coloured light that emanated from them was not confined by
the two cubes but illuminated all elements of the interior space — walls, floor and
ceiling. Its ‘abstract’ luminosity, immeasurably pouring around, took the shape
of everything it ‘touched’, including people. This directionless light is also seen
in Dan Flavin’s works. As Jonathan Crary has written when describing Flavin’s
Untitled (to Jan and Ron Greenberg) (1972—-73):

Light occurs fully outside of a punctual model of optical phenomena, in which

light rays, with a directional identity, emanate like a beam from one point and

illuminate another point... It is, however, the directionless quality of Flavin’s

light — light as an enveloping, immeasurable, and ubiquitous environment — that
determines the sensory and psychological impact of his work. (Quoted in Flavin

2000: 34-5)

Dan Flavin himself pointed to the importance of light to bind together
object and observer in his work: ‘[B]y making the space and the on-looker
visible, light in a way creates them’ (Flavin quoted in Bouisset 1991: 133), and
deprives the viewer of ‘...his sure ground as the seer, by rendering him, too,
as a possible object’ (Plagens, cited in Ragheb 2000: 15). This aspect of the
viewer as the object of the installation also demonstrates the importance of the
physical presence of viewers for its accomplishment.

The luminous field of the central corridor of the installation, forming
an impalpable but incandescent pool of light, also created an obstacle that
made it difficult for the viewers to see beyond it. The coloured light emanating
from the surfaces of the cubes not only assaulted the eye, but also emitted an
oppressive heat, which generated physical unease when close by. Moreover,

proximity to the surfaces offered a succession of visual effects, such as points,
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lines, planes and colours, and their illusory movement, which could not be
experienced from a distance. All these phenomena forced viewers to choose

whether or not to pass through the corridor and thus revealed an emancipating

dimension to the installation.

Fig. 35. Dan Flavin, Untitled (to Jan and Ron Greenberg), 1972-73, fluorescent light
fixtures with yellow and green lamps, edition 1 of 3, 243.8 x 210.8 x 22.9 cm overall.
Collection: Solomon R. Guggenheim Museum, New York, Panza Collection, Gift 91.3708

Finally, the difference between experiencing the work from a distance and
close by demonstrates ‘how easily perception can be prised apart and might be
far more fragile and contingent than we allow’, as Bishop has written of Bruce
Nauman’s installation Green Light Corridor (1970-1) (Bishop 2005: 71). Nauman

himself has said about his work, in an interview with Michele de Angelus:

My intention would be to set up (the situation), so that it is hard to resolve,

so that you’re always on the edge of one kind of way of relating to the space

or another, and you’re never quite allowed to do either. (De Angelus 1988: 128)
In the experience of Central Corridor, dismantling the boundary between the work’s
space and the viewer’s body heightened the immediacy of the confrontation.
Antithetical pairs, such as proximity—distance or confinement—liberation,

established spatial poles between which the viewer’s perception oscillated.
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Fig. 36. Bruce Nauman, Green Light Corridor,
1970-71. Collection: Solomon R Guggenheim
Museum, New York, Panza Collection, Gift 1992

By installing the video documentation of Central Corridor... for my viva, there
will be articulated another site-specific installation, which will require the viewers’
renewed participation for both its perception and completion. During my visiting of
the actual spaces that might be available for this purpose, | found myself visualising
the viewer’s perception during their bodily immersion in the situation that will be

articulated. In order to describe that kind of procedure, Ken Wilder has written:

As an artist who makes sculptural installations, | frequently imagine my
constructions as if before me, in the space of the gallery in which the work

is to be installed. Here, the visualization is overlaid onto a face-to-face
encounter with a real space; it is an imaginative experience where, walking and
visualizing, | use my body as a kind of datum, to the extent that | am able to
make very precise decisions about scale and relative position, something that

is impossible to do when | imagine the installation remotely with my eyes shut.

2 The installation named After ‘Central Corridor 2003, 2017, was realised on March 2017, on
the occasion of the viva exhibition of this research at ‘The Cookhouse’, Chelsea College of Arts,
London. See Figs 93—-104.
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In such situated imaginings...visualization can guide action, albeit action that
is mediated by the physical experience of the gallery space itself. It can do so

because there is an overlap of frames of reference. (Wilder 2008: 276-7)

In an analogous way, but without the need for such a visualisation, | believe
that viewers will be activated by their bodily immersion in a situation where
the projected compressed virtual space of Central Corridor... (in the form

of a moving image) will be juxtaposed with the physical reality of the given
architectural space. Their perception will then oscillate between another set of

antithetical notions, such as stillness and movement, and real and virtual space.

Fig. 37
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Time, movement and theatricality

The connection between a work of art’s space and its viewers’ movements

has been a characteristic of European sculpture since antiquity. When walking
around the Hermes of Praxiteles, or Michelangelo’s David, for example, multiple
views of the figures merge into a coherent whole. A complete experience of the
work therefore consists of a sum of partial perceptions that become refined by
moving around it, despite the fact that in both figurative and abstract sculpture
there may be ‘principal views or preferred directions of access’, as Gottfried
Boehm has written (Boehm 1996: 62). However, it was Minimalist sculpture and
installation art that succeeded in encompassing the whole experience of time
spent engaging with works of art.

The different effects of Central Corridor could only be experienced
temporally. From a distance it seemed to be just an object that offered a
counterpoint of colour and warmth to the industrial coldness of the exhibition space.
But from close up it gained energy and revealed that the relationship between the
installation and the surrounding space was in a state of perpetual change according
to the viewer’s position. When viewers approached Central Corridor, they noticed
reflections and shadows of themselves, of other people moving around and of
the space surrounding them. The viewers’ movements reflected in the work’s
immaculate monochromatic surfaces — as in a photograph or cinematic image —
appeared like passing shadows, leaving no trace behind. As Buchloh has written
of Richter’s glass paintings (such as Corner Mirrors (1991) or Mirror, Blood-Red
(1991)), these surfaces became a ‘spatial and architectural membrane in which
spectatorial movement inscribed itself as the primary source of perpetual activity’
(2002: 17-19). Even the colour of the surfaces of Central Corridor seemed at
times to fade under the power of the temporary ‘drawings’ made by the viewers.
This incorporation of fleeting traces of action in the experience of the installation
also emphasised the importance of time for establishing a dialectic between the
installation itself and the participation of viewers. Multiple visual effects were

produced by the juxtaposition of stripes, points and coloured surfaces, seen
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simultaneously in front and behind the transparent surfaces, and provoked visual
games and confusions. What was experienced across time could not be merged
into a whole as the opaque and transparent materials allowed different views to
disappear and reappear again. Because of this discontinuity, Central Corridor could
therefore not be separated from viewers’ participation, a fact that supports Claire
Bishop’s argument that ‘everything about installation art’s structure and modus
operandi repeatedly valorizes the viewer’s first-hand presence — an insistence that
ultimately reinstates the subject (as a unified entity) ..."” (Bishop 2005: 130). Central

Corridor thus incorporated the viewer as a crucial component of the work.

/\\-

Fig. 39. Gerhard Richter, Corner Mirrors, 1971, Fig. 40. Gerhard Richter, Mirror, Blood-
enameled glass, in two parts, each 225 x 100 cm. Red, 1971, enameled glass, 210 x 175 cm.
Collection: Anthony d’Offay, London, GR 737/1 Collection: Martin and Toni Sosnoff, GR 736/1

While Central Corridor required the viewer’s ‘centered’ presence
in order to experience it, it also set up a situation for the viewer that could
be characterised as ‘decentring’. As Krauss noticed about Minimalism,
viewers did not have a single position of from which to survey the work and
their perception changed according the direction in which they moved. The

transitional, discontinuous ‘spaces in time’ created by Central Corridor,*

%0 The temporal nature of sculpture has been particularly emphasised by Rosalind Krauss (1983:
20-35). See also Gottfried Boehm (1996: 62).



whether experienced by viewers as highly charged or neutral, abolished any
hierarchy that could classify viewers’ multiple standpoints. Wherever they were,
a new field opened up to their perception, and changed their interaction with
the geometry of the two cubes (the individual sections of which continually
gained prominence and then disappeared) and their relationship with the
exhibition space. This constantly changing view strengthened the impression

of the work lacking a centre and the ‘intellectual notion of dispersed subjectivity
(reflected in a world without centre or organizing principle)’ (Bishop 2010: 130).
The change of the viewer’s experience of Central Corridor when approaching

it from a distance, and the multiplication of vistas, undermined their sense of
certainty, in keeping with poststructuralist theories of the 1970s of the decentred
subject (Barthes, Foucault, Lacan).* A double notion of the viewers as the
installation’s subject could therefore be described in relation to Central Corridor:
a self-reflexive, fully present and activated subject (a ‘modern’ subject), and

the decentred one of poststructuralist theory. In other words Central Corridor
embodied the irresolvable antagonism, as described by Claire Bishop, between
the centred and decentred viewer (Bishop 2010: 130-1).

Michael Fried described the literal element in Minimalist art, based on the
relation of the artwork to time, as ‘theatrical’. In his article ‘Art and Objecthood’
he writes that, opposed to the ‘presentness’ of modernist art is ‘the literalist
preoccupation with time — more precisely, with the duration of the experience
[that] is...paradigmatically theatrical: as though theatre confronts the beholder,
and thereby isolates him, with the endlessness not just of objecthood but of
time...” (Fried 1967: 145). From this point of view, Central Corridor certainly
entailed an element of theatricality. To this notion of the performative, as

developed by Nick Kaye, and the articulation of the bodily incursion of viewers

31 Poststructuralism is not synonymous with postmodernism, but refers to a disparate group of
thinkers who came to prominence after 1968, particularly in France, and includes Jacques Derrida,
Michel Foucault, Julia Kristeva, Jean Baudrillard, Gilles Deleuze, Jean-Francois Lyotard, as well
as transitional figures like Roland Barthes and Jacques Lacan. Their ideas do not belong to any
specific school of thought but can be characterised by a desire to resist grounding discourse in
metaphysics, an insistence on plurality and instability of meaning, and an abandonment of the
Enlightenment concept of the subject as put forward by Descartes (see Bishop 2005: 134).
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Fig.41

into the site-specific situation of Central Corridor, is added another mode of
performativity, which ‘concerns the difference between the literal and that

which exceeds it’, as described by Michael Newman in the description of Dan
Flavin’s Untitled (to Barbara Niisse) (1971) (Newman 2000: 42). Pointing to the
difference of the presence of literal light bulbs, and light as an abstract, diffused,
almost ubiquitous entity, Newman argues that Flavin’s installations produce what
we could call ‘performance’ through a double negation: ‘Flavin negat[es] the
readymades’ negation of function — after all, it still lights the room.” Moreover, by
arguing that ‘the paradox of the actor lies not in that she becomes the character,
but that in acting she both is and is not the character’, Newman identified such
a ‘performance’ as being both reflexive (since it refers to its own conditions of
possibility), and exceeding its context (Newman 2000: 42). In Central Corridor,
the abstract light that gushed everywhere and made visible the exhibition space
was generated by neon light bulbs, the mechanisms of which were laid bare

inside the transparent cubes. One therefore could say that in this aspect of its
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performativity, and in terms of the coexistence of the literal and its excess, Central

Corridor created a situation where what was delimited was limitation itself.

Fig. 42. Dan Flavin, Untitled (to Barbara Nusse), 1971,
fluorescent light fixtures with pink and blue lamps, edition
8 of 50, 2 fixtures 61 x 61 x 22.9 cm each. Collection:
Solomon R. Guggenheim Museum, New York, Panza
Collection, Gift 92. 4118

Finally, the presence of other visitors should not be excluded from the
experience of Central Corridor, whose movements appeared in the transparent
surfaces of the cubes and whose routes at times intersected. What makes us
aware of ourselves and of being part of the world is perception of the phenomena
that constitute the world, or, in other words, ‘inner perception is impossible without
outer perception’, as Immanuel Kant argued in ‘The Refutation of Idealism’ (cited
in Merleau-Ponty 2002: xix). This ‘outer perception’ introduces us to the existence
of others. Central Corridor aimed to provide space where not only ‘the paths of
my various experiences intersect, but also where my own and other people’s
intersect’, to demonstrate how our awareness of the world is dependent on the
relationships of ourselves with things and others (Merleau-Ponty 2002: xxii). But

did Central Corridor generate any communication between them?
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Fig. 43

Whenever more than one person wished to pass through the narrow
passageway between the two cubes, the velocity of their movement appeared
to slow down. Moreover, the transparent and reflective surfaces allowed
viewers to see both the other people moving behind them and their reflections,
hence encouraging them to become involved with ‘your seeing, your own gaze
and other people gazing at you’, as Dan Graham has said of his installations
(Graham, cited in Bishop 2010 :73).%2 As a result, the space articulated by
Central Corridor was filled with a sense of togetherness and social contact,
since the human body, being ‘a tool of measuring space and time’ (Carreri
2002: 148), became the means for perceiving of the installation. Situated in

our own bodies here and now, and involved in the world, we are aware of our

%2 Dan Graham'’s interest in the socialised and public premise of phenomenological perception
was partly informed, as Bishop suggests, by his reading of the French psychoanalyst Jacques
Lacan, whose theory in his essay ‘The Mirror Stage as Formative of the Function of the I’ (1949)
was that the ego is structured as an effect of an external or reciprocal gaze: the world looking
back at us (Bishop 2005: 72, 137).
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ability to be present wherever we wish. The viewers are as essential to an
installation as the room in which it is installed. The need to be physically inside
the site-specific installation, the incorporation of time in its perception, and

the experience of being among other people, constitute the spatio-temporal
boundaries within which the temporality of the viewer meets the temporality of

the installation and of others, in the space articulated by the work’s literality.

Fig. 44

Central Corridor's ever-transforming perception by viewers, which
sustained contradictions between proximity and distance, confinement and
liberation, stasis and motion, as well as between subject and object, and the self-
reflexive and decentred subject (which demonstrated that perception itself can be
subject to perpetual changes), potentially provided an opportunity for viewers to

question and reframe their relationship with the world in everyday life.
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Fig. 45
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In Site Compression, 2007

Movement, alone and together
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Fig. 49. Vasiliki Christouli, digital studies for the installation In Site Compression, 2007, corridor and main
room. Unless otherwise indicated, all the images in this chapter depict the installation ‘In Site Compression’
2007, corridor part of the installation, PP Sheets (50 x70 cm each), adhesive tape, dimensions variable
main room installation, metal frames, voile (trevira), 4,9 x 7 m x 60cm overall. Gallery 7, Athens

In late 2006, | was invited by M. Kanakaki, the owner of Gallery 7, to create an
installation in her space. Gallery 7 is located in the centre of Athens, opposite
the Greek parliament, and its entrance is on a small street (Zalokosta Street)
reserved for pedestrians. The neighbourhood is very busy during the day when
shops and offices are full of people, but it becomes quite quiet at night.

My approach was to investigate the site in detail before conceiving the
installation. This led me to explore unknown or hidden areas of the gallery’s
architecture and its surroundings, in a similar way that Robert Smithson

explored unknown areas.

The investigation of a specific site is a matter of extracting concepts out
of existing sense-data through direct perceptions. Perception is prior to
conception, when it comes to site selection or definition. One does not impose,
but rather exposes the site...the unknown areas of sites... (Smithson, cited in
Carreri 2002: 161)

The next stage of my procedure was to design an installation that would reveal

the concepts that | selected from my perception of the space of Gallery 7.
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The gallery space was divided into two parts: a long narrow corridor and
a main room. In order to enter the corridor, one had to descend four steps from
street level, while the corridor itself was lined by rows of water-pipes that ran
the entire length of the corridor’s left wall. The main room was composed of two
rectangular spaces, unevenly divided by two large rectangular columns, which
broke up any continuity that the space might have had as a unified volume,
while the low ceiling reinforced the feeling that the two columns supported
the heavy mass of the building above them. The floor was covered with white
marble, and the wall surfaces and ceiling were painted matt white. The gallery
was lit by pale daylight from a narrow window onto Zalokosta Street in the main

room, and by artificial light from a transparent glass door that separated the

corridor from the main room.

Fig. 50. Vasiliki Christouli, photographic views of Gallery 7, corridor and main gallery

| decided to create an installation that would take advantage of the
particular architectural characteristics of both the corridor and the main room, and
that would reflect and oppose their sense of enclosure. This impression of the
gallery’s ‘squeezed’ empty space was also strongly connected with the sense of

the gallery propping up the huge building above it, and was strengthened by the
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narrow descending corridor — a ‘restricted’ space that one had to traverse in order
to reach the main gallery room and which reflected the contrast between the
gallery and the vast cityscape around it. My installation therefore articulated two
opposing parts, one installed in the corridor and the other in the main room. It also
clearly belonged to the category ‘architecture plus not-architecture’ as defined by
Rosalind Krauss (Krauss 1985: 283), since it explored the possibility of mapping
the axiomatic features of the architectural experience, the abstract conditions of
openness and closure onto the reality of this specific gallery’s space.

The first part of In Site Compression situated in the corridor was made of
transparent Polypropylene (PP) sheets (50 x 70 cm each) printed in a coloured
flower pattern, which covered the walls and ceiling in a disorderly manner. Both
the back and front of the PP sheets were stuck randomly to the surfaces with
transparent tape, which allowed the ‘still life’ motif to be seen from both sides.
The various iconographic palimpsests unfolded on the corridor’s surfaces,
bearing the role of a ‘wallpaper’, created the effect of a peculiar, compressed
landscape. The second part of the installation in the main gallery consisted of
two light, three-dimensional geometric volumes composed of translucent tissue
(voile) hung slightly above eye level on a metal frame. These were designed
to surround and incorporate the two columns of the room so as to reflect its
architectural structure. The claustrophobic atmosphere of the corridor resulting
from the excess of information offered to the viewer contrasted with the simple
and reduced character of the structures in the main room.

The two parts of In Site Compression therefore produced an encounter
between different environments as determined by their aesthetics, and
were designed to challenge viewers’ normal perceptions by proposing that
reality could be understood as a set of unstable and evolving relations. The
juxtaposition created by the two parts also explored antithetical notions of
representation and experience, actual and virtual, object and viewer, permanent

and temporary, and the unexpected affinities that might lie between them.
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The corridor

Fig. 51
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Space in between

The corridor part of the installation was designed to emphasise the architectural
features of the space, pointing to its contradictory conditions of openness and
closure.

A corridor has little status or life of its own. Rooms are personalised, made
an individual’s territory, or marked for specific use, but a corridor is a place of
transit, like a horizontal staircase. The corridor that connected Gallery 7 to the city,
making the passage possible or closing what may be opened, constituted both a
frontier and a bridge between different areas. Michel de Certeau, describing the
paradox of the frontier, has written in The Practice of Everyday Life: ‘Created by
contacts, the points of differentiation between two bodies are also their common
points. Conjunction and disjunction are inseparable in them. Of two bodies in
contact, which possesses the frontier that distinguishes them? Neither’ (De
Certeau 1984: 127). The role of the frontier is a mediating one, a middle place, a
space in between. The corridor of In Site Compression, as a space in between,
could be a lingering place for viewers, but was also a border, ‘a site of anxiety’,
as Judith Rugg has characterised it (Rugg 2010: 157), where antithetical notions
of openness and closure, private and public, familiar and strange, were evoked
by the juxtaposition of the urban environment and the gallery space. By making
‘visible the normally unseen’ (Rugg 2010: 160), the corridor part of the installation
gave emphasis to the empty corridor space in which it was created.

In contrast to the emptiness of the gallery white cube, the urban
landscape offers a profusion and complexity of signs and spaces — an excess
of information. Hence the urban environment that viewers experienced before
entering the gallery opposed the feeling of silence in the gallery itself, which was
nevertheless transformed by the work and their presence. In Site Compression
therefore pointed to the difference between the urban landscape that
surrounded it and the reality of where it was installed (inside the gallery in the
busy city), and to the qualities of ‘immanent’ space evoked by the city, inviting

viewers to experience the corridor as a new and unfamiliar interior ‘landscape’.
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Entering the corridor, the visitor was immediately enclosed in its long
narrow shell and by a discreet and intimate space. But despite this first
impression, after a few steps viewers felt visually bombarded by its decorative
surfaces. The repetition of the motifs, the distortions caused by the overlapping
layers of printed PP sheets — their strenuous colours and heavy, baroque
aesthetic — created a suffocating environment. Irrespective of the sheets’ motifs
— | initially used them to translate the excess of the city into a different kind of
excess in the corridor — when the installation was finished | realised that they
communicated their own dynamic. The sheets were leftovers from a family
industry in the 1970s and were used to decorate plastic vessels, but were now
being used for a completely different purpose. However, this change of use
didn’t prevent their familiar flowery patterns from evoking domestic memories.
Moreover, their transparency permitted the different layers, and even the adhesive
tape that held them together, to be seen, alerting viewers to the fact that human
labour had been involved in installing this ‘handmade wallpaper’ and adding a
further emotional charge to the iconographic aesthetics of the corridor.

This emotional charge represented, for me, an attempt to manage viewers’
memory of the chaos of the city before entering the installation space. Thus,
instead of just a neutral introductory space, the corridor became a link between the
urban environment and the main installation, providing communication as well as
separation. This link was formed by the points where the movements of viewers
(entering, advancing, returning, exiting) met the narrative composed both by the
‘displacement’ in the use of the PP sheets and their iconographical elements,
turning the frontier into a crossing. In this way, the corridor transformed the void
of the middle place, the frontier, into a sort of bridge that offered a plenitude of
‘exchanges and encounters’ (Certeau 1984: 127), which welded together the
abundance of the city with the aura of the installation in the main gallery.

The compressed ‘landscape’ of the corridor dominated by the flowery
sheets was not, however, reducible to this single feature. In order to appreciate

the whole (the interior of the corridor), viewers had to ignore particulars, as they
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do when looking at a landscape.®* As W. Mitchell (Mitchell, 2003: 170) has written:
‘Landscape...is generally the “overlooked” not the “looked at”.’ Situated on a
spatial boundary, the corridor with its vivid printed sheets turned what is normally
a transitional space into the centre of the viewer’s perception, thus creating
another contradiction between its function as an in-between space and that of an
autonomous site-specific installation. In its attempt to represent the no-man’s-land
between outside and inside (Greeves 2002: 34, 53), openness and closure, public
and private, intimate and strange, the corridor of In Site Compression ‘occupied a

borderline site of intensity and a conflict of space’ (Rugg 2010:161).

P ~

3 An analogy might be to compare media images (from news, advertising, film and so on)
with satellite photographs. By shrinking the Earth, satellite images present a picture of relative
homogeneity of the world rather than diversity, allowing people to realise that ‘we inhabit a
single planet, infinitely small in an infinitely large universe’ (Augé, 2008: x, 26).
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The location of an event

The route of In Site Compression was redefined by the corridor, while in the main
gallery it lay around the outside of the installation’s components. Examples of
earlier works of art concerned with the notion of the route or path are Carl André’s
Sixteen Steel Cardinal (1974) and Richard Long’s A Line Made by Walking
(1967). In the first case, the route consisted of an ‘object’, a flat sculpture on
which one could walk. In the second, it consisted of a ‘trace of action’, the image
of trodden grass, which contained the presence of absence; absence of the body,
absence of the object (see Carreri 2002: 148,156). In In Site Compression (both
the corridor and the main room), however, the route was not the object as in
Sixteen Steel Cardinal, but the space left empty by the installation’s components.
Similarly, the participation of the viewers pointed to the importance of their bodily

incursion, not as a trace of past action as in A Line Made by Walking, but during

their walking in the present.

Fig. 54. Carl Andre, Sixteen Cardinal, 1974. Fig. 55. Richard Long, A Line Made by Walking,
Photograph: Paula Cooper Gallery, New York 1967. Photograph: Antony D’Offay Gallery, London

The corridor part of the installation led abruptly with its bold presence to
the main room’s sculptural installation. Positioned at both the beginning and end
of In Site Compression, the corridor therefore constituted the introduction and

conclusion of the viewers’ bodily experience. This spatial parameter was closely
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intertwined with the notion of time in viewers’ perceptions. The most important
relation between time, the installation and the viewer was the real time each
viewer spent with the work, as could be said of any installation or artwork,
including film, poetry and literature. In the case of the corridor, this real time
was divided into two parts, one spent during the viewer’s arrival and the other
during their departure. The space of the corridor as an entity, with its abstract
and geometric connotations, contrasted with it as a place, as the location of
an event: the place where something had happened. While moving in the
narrow corridor space, viewers experienced its heavy baroque aesthetics — the
narrative evoked by its flowery iconographic palimpsests and the characteristic
smell of the synthetic sheets — along with its sense of confinement.

Together with their experience of the present, viewers in the corridor were
also prompted to experience the past through the printed sheets, which were
not neutral. Even viewers who had not experienced the sheets in their initial use
realised that they referred to a time gone by, while awareness of the change in the
material’s relationship with time was also complemented by understanding of the
time spent in applying the sheets to the walls and ceiling. The sheets’ successive
layers stressed their different textures and provoked visual oscillations that
revealed indirectly to the observer the various stages of the production process,
which was close to handicraft, and suggested that the time and energy spent in
constructing the ‘wallpaper’ had been captured and packed between its layers.

All this energy seemed to have been released and time stopped when
the installation was demolished and the material thrown away. Its demolition
was a gesture that opposed the notion of permanence associated with art’s
‘timeless’ value with the time spent, and added to the ephemeral aspect
of the work. Meanwhile, the photographic and video reproduction of the
act of destruction had a double function: first, as proof of the installation’s
temporariness and site-specificity; second, it permitted the work to be

revisited and offered continuity in time.3* Any future installation based on these

3 This continuity converts the work into an instant ruin. See Chapter 1, ‘Seven Windows Divided
by Two’.
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reproductions should therefore be regarded as another artistic response,

which will exert its own dynamic on time, space and viewer. As an example

for this procedure, | would like to refer to my intention to project the filmic
documentation of the destruction of the corridor part of the installation onto an
architectural space for my viva. In this future site-specific installation apart from
the site displacement, ‘a displaced action belonging to two pasts’ will be overlaid
onto the given architectural space: that of the destruction of the corridor part of
the installation, and the subjective associations deriving from the installation’s
unique material (the PP sheets).® A subversion of the site- and time-specificity
of the corridor part of the installation will thus take place at this juncture between

real and filmic space, and time poised between past and present.

% The expression is borrowed from Ken Wilder. In his article Filmic Bodies: Transgressing
Boundaries between Filmic and Real Space (2014), referring to his sculptural installation Cutting
In (2013), he wrote: ‘The installation (thus) interweaves structural and subjective associations,
where a displaced action belonging to two pasts is overlaid onto the work’s structural
mechanism: that of a staged painting and the replicated gestures of a deceased father’. Cutting
In (2013) consisted of ‘two prerecorded digital films...projected onto rear-projection screens
attached to either end of the construction [a gridded steel structure], the projectors mounted
within the frame itself. The films and soundtrack document, in real time, my painting of two red
circles onto the walls of the gallery... The performance is [thus] a kind of personal reenactment,
in that | wear the same type of overalls as my father once wore, enacting what for me are
poignant memories of my father at work’ (Wilder 2014: 374).

% This installation named After ‘In Site Compression 2007’ (2017), was realised on March 2017,
on the occasion of the viva exhibition of this research at ‘The Cookhouse’, Chelsea College of
Arts, London. See Figs 105-116.
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Fig. 56. Ken Wilder, Cutting In, 2013, two digital film projections
onto rear-projection screens, steel structure 197 x 123 x 247 cm.
Installation view, Chelsea College of Arts, London. Copyright:
Ken Wilder
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Fig. 57. Vasiliki Christouli, In Site Compression, 2007, video still, destruction of the corridor part of the
installation

o

Fig. 58. Vasiliki Christouli, In Site Compression, 2007, video still, destruction of the corridor part of the
installation
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Fig. 60. Vasiliki Christouli, In Site Compression, 2007, video still, disposal of the corridor part of the installation
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Main installation room

Fig. 61.Vasiliki Christouli, In Site Compression, 2007, installation view of the main room installation, metal
frames, voile (trevira), 4,9 x 7 m x 60cm overall. Gallery 7, Athens

Negative space, the void and the full

The second and larger part of In Site Compression was ‘drawn’ between

the floor and the ceiling of the main gallery room and consisted of two semi-
transparent geometric volumes, in opposition to the plethoric ‘cheap’, flowery
corridor that connected them to the city. These two forms gave shape to what
was the indeterminate and abstract nature of the empty gallery space, and
transformed it into some kind of stabilised void. In the opposite way of Gordon
Matta-Clark’s inflatable works, which, by drawing ‘an extended form through the
air’, air as solid form shifted into air as ‘vertiginous void’, as Thomas Crow has
written (Crow 2003: 25), the two volumes of In Site Compression locked out part

of the gallery’s empty space, by transmuting it into solid forms.
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Fig. 62

In Site Compression therefore created an environment that altered the
importance of the gallery’s space. The axes of its two void structures aligned with
those of the walls, ceiling and floor. When attempting to define the importance
of the empty space of a room and its effect on anything placed inside it, Robert
Morris stated: “The space of the room itself is a structuring factor both in its cubic
shape and in terms of the kind of compression different sized and proportioned
rooms can effect upon the object-subject terms’ (cited in Doherty 2009: 26). And
with reference to the relationship of a sculptural object with the space in which it
is exhibited, he added: ‘The holistic object is a positive form within the negative,
but equally holistic space of the room’ (Morris, cited in Doherty 2009: 27). Hence
the two volumes of In Site Compression installed in the main gallery constituted
not only a positive form within the negative space of the room, but also a negative
space in themselves, as their shape was designed to correspond exactly with
and echo that of the gallery. The sense of an absence, or missing presence,

filling’ the space of the empty gallery is analogous to the feeling of absence
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inside a hollow shell, or a clearing in the forest, and was altered by the presence
of the installation, which, by inverting part of the gallery’s abstract emptiness into
concrete forms, comprised a solid shape of the void. This sense of the gallery
space and the two geometric structures being both empty and full at the same

time (‘filled” with empty space) united the installation with the room.

Fig. 63. Vasiliki Christouli, In Site Compression, 2007, drawing of main room, coloured
pencil and ink on paper, 35 x 40 cm

Fig.64. Vasiliki Christouli, The Void and the Full, 2007, digital print on photographic
paper, 25 x 30 cm
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Fig.65

The installation underlined the space between the gallery’s ceiling and
floor and sliced it into three uneven parts, the middle and narrowest of which
was occupied by its two volumes. The notion of dividing spaces (architectural
or not) into slices is also seen in the ‘cuts’ of Gordon Matta-Clark and Dennis
Oppenheim’s works. Explaining his work to an interviewer in 1977, Matta-Clark

remarked:

A simple cut or series of cuts acts as a powerful drawing device able to

redefine spatial situations and structural components. There is a kind

of complexity that comes from taking an otherwise completely normal,
conventional, albeit anonymous situation and redefining it. (Gordon Matta-Clark,

cited in Thomas Crow 2003: 19)

In Matta-Clark’s Splitting The Humphrey Street Building, Eaglewood, New
Jersey (1974), the ‘cut’ produced an absolute gap, a slice of empty space that

changed the organised architectural system of the house (Crow 2003: 162).
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In a similar way, in Dennis Oppenheim’s Beebe Lake Ice Cut, Ithaca, New York

1969), the cut revealed the liquid water of the river in a linear form which waded

across the solid ice, revealing its restless and changeable substance.

Fig. 66. Gordon Matta-Clark, Splitting the Humphrey Fig. 67. Gordon Matta-Clark, Splitting the

Street Building, 1974, Eaglewood, NJ, silver Humphrey Street Building, 1974, Eaglewood,
dye bleach print (Cibachrome), 76.2 x 101.6 cm. NJ, gelatin silver print. Collection: Frederieke
Collection: Gail and Tony Ganz Sanders Taylor

Fig. 68. Dennis Oppenheim, Beebe Lake Ice Cut, 1969,
for the exhibition ‘Earth Art’, Cornell’s Art Gallery, Ithaka,
New York

In the case of In Site Compression, the two horizontal volumes sliced the
gallery into three horizontal parts, performing a metaphorical ‘cut’ that appeared
to materialise part of its empty space. This was the opposite of Matta-Clark’s
Splitting and Oppenheim’s Beebe Lake Ice Cut, where the cut in the house or

ice, constituting a material subtraction, produced an immaterial gap, a space.
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But though In Site Compression had reversed Matta-Clark and Oppenheim’s
gesture of emptying, in a gesture of filling’, there was an analogous attempt
to redefine spatial situations and structural components. The act of turning a
negative shape, a void, into a solid form, can be seen in Bruce Nauman’s A
Cast of the Space under My Chair (1965-8). For Nauman, negative space
involved ‘thinking about the underside and backside of things’ (Kraynak 2005:
324). Similarly, Rachel Whiteread has often inverted architectural environments,
as in Untitled (Domestic) where she turned the negative shape of a staircase
into a solid form, employing a ‘negative cast to harden inaccessible spaces
inside, underneath and between objects and spaces into mass’, as Melanie
Marifio has written (Townsend 2004: 90). But whereas Rachel Whiteread
created ‘objects of solidified space’ (Greeves in Schneider, Johnson, and
Whiteread 2002: 37), the two volumes of In Site Compression, comprising
hollow forms residing in the gallery’s hollow construction, created a layering of

the empty spaces inside and outside them.

Fig. 69. Rachel Whiteread, Untitled
(Domestic), 2002, mixed media, 676 x
584 x 245 cm. Installation view, Haunch of
Venison, London. Works of art copyright:
2002 Rachel Whiteread

The space of the main room was not only measured by the voids inside the

two structural volumes but also by the space reserved for viewers to move around
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them. Carl André had said that he wanted ‘to have the space above the sculpture
understood as a component of his sculpture’ (Schneider in Schneider, Johnson,
and Whiteread 2002: 34). In the main room of In Site Compression, even though
the space that surrounded the object was not part of the theme of the work (as
Christiane Schneider has also observed in Rachel Whiteread’s Untitled (One
Hundred Spaces)), it was important for two reasons. Firstly, the two volumes
helped shape the architectural space that surrounded the viewer. Secondly, the
spatial relationship that developed between viewer and object impelled scrutiny of
the room’s solid physical structure in comparison with the weightless character of
the installation, inviting comparison of the architectural conditions of sculpture with
the sculptural conditions of architecture (see Melanie Marifio, cited in Townsend
and Cross 2004: 97). As Robert Morris has written:

In perceiving an object, one occupies a separate space — one’s own space. In
perceiving architectural space, one’s own space is not separate but coexistent
with what is perceived. In the first case, one surrounds; in the second one
is surrounded. This has been an enduring polarity between sculptural and

architectural experience. (Morris, cited in Doherty 2009: 27)

In the case of In Site Compression, as a result of its shape and relation to the
gallery as architectural container, and of the viewer’s bodily incursion into the
space of the installation, sculptural and architectural experience became fused.
As the most important antithetical notions embodied by the installation,
the void and the form were also closely intertwined with those of absence and
presence. For the architect Peter Eisenman, ‘site is a function of absence’.
Observing that ‘absence is either the trace of a previous presence, it contains
memory; or the trace of a possible presence, it contains immanence’, Eisenman
reads site as ‘complex and multiple, always subject to absence’s processes of
disappearance and appearance’ (cited in Kaye 2000 (1986): 96).
By emphasising the empty space of the gallery, In Site Compression was
designed to point to this antithesis of absence and presence: the emptiness
of the gallery underlined the notion of the absence but was simultaneously

transformed by the structure’s presence and articulation of space, as well as by
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the occasional appearance and disappearance of the viewers negotiating their
way around it. This interrupted view of the viewers was the result of the semi-
transparent texture of the structure’s two volumes. My intention in producing
‘something’ from the void was to give form to the abstract substance of the
gallery’s empty space, which | did by re-sketching and compressing the room’s
interior into a three-dimensional form. This strategy recalls the work of two
other artists: Gordon Matta-Clark’'s A W-Hole House (1973), of which he said
that he wanted to ‘'somehow [get] the building to talk’; and Rachel Whiteread’s

architectonic piece Ghost (1990), a cast of the parlour of a Victorian terraced

house, of which she said her intention was to ‘mummify the silence in a room’
(Gail and Alberge, cited in Whiteread 2002: 38).

Fig. 70

The aim of In Site Compression was to construct an installation as much
about the abstract space as the specific boundaries of the room, which was
achieved by reflecting and preserving the character of the space in the two

volumes — a shell within the shell. Attempting to analyse the function of Rachel
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Whiteread’s Untitled (Domestic) (2002) when distanced from its original space,
Susanna Greeves wrote that the work took on ‘the quality of an archetype;
clean, formal and intellectualised’ (Greeves 2002: 53). In Site Compression,
however, constituted a ‘representation’ of the gallery space only while situated
within it. As soon as the exhibition ended, the two volumes were dismantled
and ‘what was contained’ was removed from its ‘container’. If the work were

to be exhibited somewhere else, its meaning would change. The fact that the
shape of In Site Compression’s two volumes would continue to reflect the
reasoning for their creation would turn it effectively into a ‘non-place’, a space
characterised with the quality of a place as an absence of the place from itself,
or a ‘space promoted to the status of place of memory’, to use Marc Augé’s
terms (Augé 1995: 78-80, 85-6).

Fig. 71
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The real and the virtual

Fig. 72

The installation /In Site Compression dealt with the coexistence of contradictory
elements for the creation of an ‘imaginary’ space — that of the compressed
empty gallery. This ‘imaginary’ space for the viewer was also ‘real’. It was like
colour in abstract painting, which resembles nothing but obeys the energies
and facticity of its origins. This relation of the individual to the notion of the

real is very important for me as a way of describing the dynamics of In Site
Compression. The real, from the beginning of its perception, as Merleau-Ponty
suggested, is already there ‘placed in the world’, and is ‘constantly filled with a
play of colours, noises and fleeting tactile sensations’ (Merleau-Ponty 2002: xi).
In Site Compression was meant to raise questions about the distance between
‘ideal’ space, which has to do with mental categories, and ‘real’ space (the

space of material practice),’” as a result of the viewer’s tactile involvement in

37 See Lefebvre (1991: 14) for the distinction between ideal and real space: ‘In actuality each of
these two kinds of space involves, underpins and presupposes the other.’
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the situation proposed by it. As Merleau-Ponty has written: “The world is what
we perceive...not what we think, but what we live through’ (Merleau-Ponty
2002: xviii). Moreover, In Site Compression was designed so that perception
would take place spontaneously, or be experienced as the apprehension of ‘an
immanent sense in the sensible before judgment begins’ (Merleau-Ponty 2002:
40). This apprehension is separate and distinct from the function of judgement,
which is the intellectual process of joining up sensations and completing missing
parts, as described by intellectualism.*® However, awareness that each aspect
of the installation (translucent material, shape of components, size, colour)
might signify something else — the ‘imaginary’ space of the compressed gallery
empty space (as declared in the title of the installation) — required some kind of
cognitive function on the part of viewers. To describe this cognitive procedure,

Merleau-Ponty used the example of a red patch on a background:

That a quality, an area of red should signify something, that it should be, for
example, seen as a patch on a background, means that the red is not this warm
colour which | feel and live in and lose myself in, but it announces something
else which it does not include, that it exercises a cognitive function, and that

its parts together make up a whole to which each is related without leaving its
place. Henceforth the red is no longer merely there, it represents something for
me, and what it represents is not possessed as a ‘real part’ of my perception,
but only aimed as an ‘intentional part’.*®* My gaze does not merge with the
outline or the patch as it does with the redness considered concretely: it ranges

over and dominates them. (Merleau-Ponty 2002: 16)

In a corresponding way, In Site Compression aimed to initiate a sensory

experience as much as a cognitive function, to enable the viewer to perceive the

% According to Merleau-Ponty, perception offers ‘a meaning inherent in the signs’, and
judgement, which consists of the ‘...logical activity of drawing a conclusion’, is perception’s
optional expression (Merleau-Ponty 2002: 40, 53). Merleau-Ponty, in his book Phenomenology
of Perception, cites Descartes’s words on judgement in 2nd Meditation to argue that it differs
from perception: ‘I do not fail to say that | see wax; yet what do | see from the window, except
hats and coats which may cover ghosts or dummies worked by springs? Yet | judge them to be
real men...” (Merleau-Ponty 2002: 38).

% This expression is Husserl’s, cited in Merleau-Ponty (2002: 16).
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‘intentional part’ of the ‘imaginary, compressed’ gallery space, though this would
nevertheless be dominated by perception of the ‘real part’ of the installation, its
literal characteristics.

The space inside the hollow structure of the two volumes of In Site
Compression, seen as a physically real form, attested to some kind of
indeterminate and non-static ‘site’, though, for me, this did not exist as a
permanent, knowable whole. The space of the installation was not just the one
it inhabited as a physical object and construction; its spatiality was like a tunnel
leading somewhere else, a space associated with the viewer’'s memory of other
spaces in empty buildings all over the city.*

This ‘visualisation’ process presupposes the notion of ‘an imaginative
engagement overlaid onto everyday reality’, which ‘plays a supplementary role to
perception’ (Wilder 2008: 269). According to Wilder, in certain paintings that are
integrated into their architectural settings, such as Masaccio’s Trinity, ‘imagination
plays a decisive role in negotiating the spatial (and psychological) access to a
work’ (Wilder 2008: 269). Wilder argues that a fusion of the internal and external
onlooker occurs in such works, defining the former as the spectator who already
occupies an unrepresented extension of the ‘virtual’ space’, and the latter as ‘the
beholder [who] enters that part of the fictive world depicted as being in front of
the picture surface, the work thus drawing the “real” space of the spectator into its
domain’ (Wilder 2008: 261). My position parallels Wilder’s in respect of a work’s
ability to draw a space, which, despite the fact that it is drawn ‘outside’ the work, is
incorporated into its domain as a result of the viewer’s imaginative engagement.
But while Wilder talks about the extension of the painting’s virtual representational
space to the real space occupied by the spectator, in my view, the spatiality of
In Site Compression in which the viewer is immersed extends to an imaginative
space that unites all the analogous spaces in empty buildings in the city into an

imaginary whole. Hence, instead of the ‘continuity’ of the virtual space with the

40 See Merleau-Ponty (2002: 20) for the association of impressions: an impression has the
power to arouse others, ‘provided that it is already understood in the light of the past experience
in which it coexisted with those that we are concerned to arouse’.
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real, | argue for the possibility of a ‘continuity’ between the perceived real space
and an imagined one.

The immersion of the beholder in the installation’s space automatically
converts the notion of an external beholder to that of an internal one,*
eliminating any need for distinction between these two concepts. This is
because In Site Compression, as a sculptural object by definition and due
to the articulation of its components, impels the viewers to perambulate it.

As a result, the imaginative experience of the beholder is overlaid onto the
phenomenological experience of the installation’s real spatiality.

Today, the function of private and public spaces in the centre of Athens
is inverted: central squares and roads shelter homeless people and refugees,
while a lot of buildings remain unoccupied and abandoned; the inner and
outer spaces of Athens therefore transcend each other’s boundaries. In this
destabilised society, where displacement and exile are as important as place
and rootedness, and homelessness is as important as home, one of my
ambitions for In Site Compression was to potentially raise consciousness of
these conditions.

There may be similarities between my ambition to extend the spatial
experience of In Site Compression to imaginary spaces of the city and the
aims of Matta-Clark, who told an interviewer in 1977 that he wished to ‘extend
the building...below as much as above, like an alchemical motif where there
is that definite dichotomy — or balance — between the above and the below’
(Matta-Clark, quoted in Crow 2003: 20). In their fictional continuation, the two
structures in the gallery could be connected with analogous spaces in every
empty or abandoned building in the city, thus becoming part of some kind of
structured landscape — a labyrinthine, horizontal construction composed by

‘floating islands’ of empty spaces extending all over the city and creating a

41 Wilder argues that in works implying an external spectator, ‘the virtual space itself is
conceived as an extension of the “real” space in which the spectator stands’. These works
have ‘an ‘external coherence’, which means that they ‘are completed only by the presence of a
spectator, and establish a rapport with the viewer’, to use Wilder’s words commenting on Alois
Riegl’s statements (Wilder 2008: 270).
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complicated web. These surreal structured islands recollect the city imagined
by Constant Nieuwenhuys in his New Babylon (1969), and the ‘city of the future’
of Robert Smithson. In the case of Nieuwenhuys’ imaginary city, ‘cuts’ in the
seamless urban fabric were put back together to form a new city, where, as
Carreri has written, ‘local areas and empty space have become an inseparable
whole’ (Carreri 2002: 117). In the second case, Smithson’s ‘city of the future’
was made of structures and surfaces performing ‘no natural function’, existing
‘between mind and matter, detached from both, representing neither’ (Smithson
1996: 14). Finally, Vito Acconci has spoken about a ‘city in the air’, supported
by imaginary scaffolding, built over the site of his public art project: ‘...it's as if

our projects build a scaffolding over the site: it's this scaffolding that can support

another site, either on top or within the old one — a future city, a city in the air’

(Acconci quoted in Doherty 2009: 136).

Fig. 73. ostant (Vic?c:(r’l\]ieuwenhys), Syml;;)lishe
voorstelling van New Babylon (Symbolic Representation
of New Babylon), collage, 1969, VEGAP.

In Site Compression was not an attempt ‘to distinguish between two
worlds, the world of reality and the world of experience (with the former pre-
existing the latter and the latter acquiring legitimacy in so far as it verifies the
ineluctability of the former)’, to borrow Patricia Falguieres’ words (Falguieres
quoted in Doherty 2009: 183). For me, the importance of the viewer’s experience
of In Site Compression was in the coexistence of its literal appearance and the
intellectual process that the tactile relationship to it might arouse. In this respect,

the notion of the collective, in the sense of the interaction of viewers with each
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other as evoked by the situation articulated by the installation, played a very
important role. The collective’s only requirement is the shared contemporaneity of
all participating subjects and objects. As William James has said in A Pluralistic
Universe (2005), ‘What really exists is not things made but things in the making’
(cited in Doherty 2009: 183). The importance of In Site Compression lay in the
fact that it might enable viewers to go from an ‘initial real “this” to an imaginary

LE 1] ”

“here”, “there”, “now”, “I’, “we” (Falguieres, cited in Doherty 2009: 183).

Transitional spaces

In Site Compression therefore aimed to address experience through abstraction
and to unify space and time into a continuum, since in the experience of the
abstract subject space and time are felt as functions of each another.

The term ‘space’ is more abstract in meaning than that of ‘place’. According
to Augé, who has made a clear distinction between the two terms, ‘space’ is
applied ‘to an area, a distance between two things or points (two meters space)
or to a temporal expanse (in the space of a week)’ (Augé 1995: 67). The empty
space of Gallery 7 constituted not only the site of the construction of the installation
but also the matter of it. As Vito Acconci has stated of his projects, In Site
Compression was ‘...built with the site, by means of the site’ (Acconci, quoted in
Doherty 2009: 136). On the other hand, the formal vocabulary of the architecture
used for its construction relates to art-historical discourse about the ambiguities
and boundary crossings between art and architecture, which appeared as a
central concern of modernism at the beginning of the 20" century — the relationship
of art to real life. Many artists have questioned the claim that what distinguishes
architecture from sculpture is functionality, and in response set out to create
socially relevant sculpture in order to bring their work into closer contact with
reality. This is seen in Brancusi’s work where there is a close relationship between
architecture and sculpture, notably his monument to the Romanian heroes of
the First World War, which was created for the town of Targu Jiu. Other artists of
the late 1960s, like Michael Asher or Dan Graham, and, more recently, Rachel

Whiteread, have also used architecture in their work (Schneider 2002: 32).
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Fig. 74

In Site Compression developed a unique relationship with the
architectural space of the gallery for which it was created. By taking possession
of it, the installation offered the observer the opportunity to ‘share an experience
that goes beyond the visible and that addresses, like architecture, the entire
body, its presence in time and space’, as Carreri has written when discussing
the relation of Minimalist sculpture to the space and viewer (Carreri 2002:

138). However, the way inner and outer space transcended each other’s
boundaries in the two volumes of the installation In Site Compression added a
further dimension to the use of the specific formal architectural vocabulary. The
transparent substance of the two structures allowed the viewer to see inside
their forms to the metal armature, and to the games of perspective played by
the juxtaposition of its horizontal and vertical lines with those of the architectural
space of the gallery. Moreover, the fragile texture of the material (organza)
softened the rigidity of their shapes, drawing attention to the interconnection

of different phenomena: the space inside and outside the two volumes, the

gallery’s architectural characteristics and the people strolling around. However,

109



this semi-translucent membrane also created a cocoon and imposed a tangible
barrier between space and the viewer, who were unable to reach through or
step inside the metallic frame. Thus, the membrane marked both the edge of
the two volumes — the intersection of presence and absence (Lawson 2004: 74,
215 n. 2) — and their connection with the phenomena around them. As Rinder

remarks, the semi-transparent material recalls the Gothic veil:

[...] [a]n image that both marks the threshold between inside and outside while
in its insubstantiality signifies the very vulnerability of that demarcation. For
Sedgwick, the veil’'s imprecise bordering alludes to the instability of identity and

constant shifting between self and other in the Gothic tradition.*?

The space between the two volumes, and between them and the gallery’s
walls, was approximately ‘human sized’, similar to the narrow entrance into
the three chambers created by the four curved steel sheets of Richard Serra’s
Intersection Basel (1992), or the ‘gap’ in Rachel Whiteread’s Untitled (Wall)
(1999). This ‘harks back to Le Corbusier’s design system (as in the monastery
of La Tourette) based around human dimensions, and places the body inside the
split’, as Susan Lawson has described Whiteread’s Wall. Moreover, the human
scale of the path formed by the two volumes served to drag the installation’s two
volumes out of the sphere of the abstract and to position them in the traffic of
human body (Lawson 2004: 83).

Fig. 75. Richard Serra, Intersection, 1992, Basel,
installation view in front of the theatre, steel, 4 elements
each 3.70 m x 13 m x 5.5 cm. Donated to the canton

and City of Basel by 272 citizens for the Offentliche
Kunstsammlung Basel, 1994. Photograph: Steffan Nyffeler

42 Eve Kosofsky Sedgwick, cited in Rinder (2010 (1997): 185-6).
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Fig. 76

In Site Compression similarly created paths in the space of the gallery,
a kind of labyrinth, despite also underlining the existing architectural plan of
the interior. Hence it functioned as a kind of ‘landscape’, meaning a site, the
impression of which appeared to reach beyond the spatial limits of the gallery.
The spatiality opened up by In Site Compression resembled the experience of the
spatiality of the horizon, which is neither spatially nor temporally located in the usual
sense, but instead is what delimits the totality of the objects between the viewer and

itself. A similar experience of spatiality occurs at night. According to Merleau-Ponty:

Night is not an object for me; it enwraps me and infiltrates through all my senses,
shifting my recollections and almost destroying my personal identity. | am no
longer withdrawn into my perceptual look-out from which | watch the outlines of
objects moving by at distance. Night has no outlines; it is itself in contact with
me...it is pure depth without foreground or background, without surfaces and

without any distance separating it from me. (Merleau-Ponty 2002: 394)

In a similar way, the two volumes of In Site Compression delimited the

enclosure of the viewers, themselves and the architectural space. By restricting
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the space between the viewer and themselves, these structures created a

spatiality, which because of the lack of ‘things’ to be experienced and the

blurring effect of the material, turned viewers’ perception back on themselves.

Fig. 77

By invading the gallery’s space, the installation acted as a presence
that stopped the normal operations of time and space with respect to the path
formed by it, constructing a ‘space of going’ rather than a ‘space of staying’,
and functioning as an autonomous system of relations between itself, the
actual space and the viewers. Its two transparent boxes suspended in the air
formed a single labyrinthine corridor, which continued the architectural corridor
connecting the gallery to the city. But while the actual corridor constituted a
space between a beginning and end, the path created by the two forms of
the installation consisted of a dead-end corridor that led nowhere. What was
important was that, by providing the visitors with a ‘space of going’, it also

offered them the opportunity to wander.*® The installation’s construction pointed

4% The notion of the wanderer here brings in mind the ‘flaneur’, the Parisian ‘stroller’ or dandy
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to the journey and not to the destination, or, in other words, the destination was
the journey. In a parallel way, in Richard Serra’s Intersection (1992), placed

in front of the Theatre Plazza in Basel, the important experience for the visitor
was traversing it. According to Gottfried Boehm: ‘A walk through Intersection

is not something that ushers us along the way to or from the theatre for a few
steps. Intersection, stands in the way’ (Boehm 1996: 61). The importance of
the journey versus the destination was also acknowledged by the Greek poet
Homer, in his epic poem The Odyssey, which focuses on Odysseus’ (known
as Ulysses in Roman) ten-year journey after the Trojan War, rather than on his
arrival at his home island Ithaca.

The ‘space of going’ created by In Site Compression, as a space
between departure and arrival, constituted a nomadic space that turned the
gallery into a hole in the sedentary space of the city (Carreri 2002: 38, 67 n. 2).
Both sedentary and nomadic space are constituents of the concept of the big
city. The sedentary space bears the attributes of place, as a configuration of
positions that imply stability; nomadic space takes into consideration vectors of
direction, velocities and time variables, and being ‘composed of intersections of
mobile elements’ it is what actually remains from all the movements that take
place in the city (De Certeau 1984: 117). The experience of sedentary space
leaves a hard, inflexible impression, since it is ‘striated by walls, enclosures and
routes between the enclosures, while the nomadic space is smooth, marked
only by strokes that are erased or shift with the journey’ (Carreri 2002: 38).

Like a three-dimensional map, In Site Compression seemed to reflect
a liquid space in which its two volumes corresponded, metaphorically, to the

‘space of staying’ due to their solid sculptural forms, which floated like islands in

spectator of the urban scene who emerged in the early 19" century and was later celebrated

in the writings of Charles Baudelaire. The ‘flanerie’ was succeeded by the ‘deambulation’ of

the Surrealists, and the ‘drifting’ of the Situationists. The ‘flaneur’ of the early 19" century was
searching for an experience of the ‘sublime’ and the picturesque, as stimulants to reverie, while
the Surrealists’ search was for an experience that contained ‘the essence of disorientation and
self-abandon to the unconscious’ (Carreri 2002: 79). The Situationist ‘drifter’, on the other hand,
was directed to obscure places and routes through the city, in a drift from the ideal and the
rational to the extraordinary and revolutionary (see Sadler 1999: 20).
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the remaining empty gallery, the ‘space of going’, filled with moving people. Its
plan evoked the maps of Guy Debord for the Situationist City, where ‘the figure
of reference is clearly the archipelago: a series of city-islands immersed in an
empty sea furrowed by wandering’ (Debord, cited in Carreri 2002: 104). The
space of going in the gallery was like ‘a labyrinth through which the mind can
pass in an instant thus eliminating the spatial problem’ (Smithson 1996: 134).
When the labyrinth developed volume and the viewer was called to move in it,
only the transparency of the material that allowed its aluminum armature to be
seen transformed the work back into a drawing that the mind could experience
as a whole.

While walking around the two volumes of In Site Compression, viewers
had no sense of being connected to any imaginary or real centre or dominant
point. And even though they could see both volumes together because of
their transparency, when moving around them multiple points of view became
discontinuous. The aesthetic experience was therefore comparable to that of
the picturesque, as with Richard Serra’s sculptures or Piranesi’s Carceri, which
have no centre and whose internal relationships are discontinuous (Boehm
1996: 62).

The notion of the picturesque has influenced urban planning and the
artistic production of several artists of the 20" century. The original picturesque
planners of the 18" century, whose folly gardens were meant to ‘move the
viewer to salutary states of awe, melancholy, joy or terror’, in other words to an
experience of the ‘sublime’,** influenced the Situationists, whose vital source for
their sense of the psycho-geographic sublime, as Sadler has argued (1998: 75),
was ‘the poetic and awesome architecture depicted by Piranesi [the recognised
master of the sublime] in the Vedute (Views) of Ancient and modern Rome, and

his terrifying and dramatically lit Carceri d’ invenzione (Imaginary Prisons)’.*®

4 Sadler 1998: 75, citing Diana Ketcham, Le Desert de Retz: A Late Eighteenth-Century French
Folly garden, the Artfull Landscape of Monsieur de Monville (Cambridge, Mass.: MIT Press,
1994: 3), citing C. H. Watelet, Essai sur les jardins (Paris 1774).

4 Piranesi’s visions would later be invoked in Constant’s renderings of New Babylon. For a
definition of Situationist psycho-geography, as a reverie conjured up in Guy Debord and Jorn’s
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Fig. 78. Giovani Battista Piranesi, Carceri
d’ Invenzioni, plate VII, second state, 1760,
etching

Situationism was attracted by the meditative, exotic and expressive side
of the picturesque rather than by its lyrical and pleasant aspect, since for the
Situationists beauty should be ‘destroyed’ when it did not promise happiness:
‘Where the picturesque was too contrived it was simply dismissed as “annoying”’ .46
As Eve Kosofsky Sedgwick has written, the exitless space depicted in Piranesi’s

Carceri d’ invenzione constitutes ‘a prison which has neither inside nor outside’, and

[...]is evidently one from which there is no escape [...] but it is also one to which
there is no access. The particular claustrophobia of [Piranesi’s]
vision is that it rejects the viewer even as it lures her in and exerts its

weight on her.#”

In the introduction to his Antiquities of Rome (1756), when recalling how the

Eternal City, though stripped of its marble, its columns and decorations, continued

Mémoires, and which ‘represented a drift from the ideal and the rational to the extraordinary and
the revolutionary’, see Sadler (1998: 76—-81).

46 See Anon (1955) ‘Projet d’embellissements rationnels de la ville de Paris’, Potlatch, no 23,
Paris, October, reprinted in Potlatch 1954—1957, pp. 177-80; Debord, ‘Deux comptes rendus de
derive,’ cited in Sadler (1998: 73).

47 Eve Kosofsky Sedgwick (1986) The Coherence of Gothic Conventions, New York: Methuen,
p. 26; cited in Rinder (1997), in Morley (2010: 185).
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to create an effect of continuous wonder, Piranesi introduced the notion of the
unexpected and surprise obtained through absence in the experience of the
picturesque. Smithson also extended the notion of the picturesque connected to
landscape, by including in it a dialectic way of seeing things as the outcome of

multiple relations and not as isolated objects. As T. J. Demos has written:

Rather than drawing on the familiar connotations of the picturesque, which

suggest some immutable appearance or idealized static identity, Smithson
found in it a way to stress the landscape’s location within an intertwined network
of abstract representations, shifting temporal conditions and multiple social

uses. (Demos 2012: 122)

In his essay, ‘Frederick Law Olmsted and the Dialectical Landscape’
(1973), Smithson argues for ‘a dialectic of the landscape’ (Flam 1996: 159)
deriving from the theories of Uvedale Price and William Gilpin, and from
Olmsted’s response to them, as seen in his proposal (‘Greensward’ Plan 1858)
for the construction of Central Park. According to Smithson, Price and Gilpin
provided a synthesis of the contradictory thesis of smoothness, gentle curves
and delicacy of nature, with the antithesis of terror, solitude and vastness of
nature, thus formulating a notion of the ‘picturesque’ that related chance and
change to the material order of nature.* He also argued that this heterogeneity
encompassed in the notion of the ‘picturesque’ provided a way to change our

static understandings of landscape:

The contradictions of the ‘picturesque’ depart from a static formalistic view

of nature. The picturesque, far from being an inner movement of the mind, is
based on real land; it precedes the mind and its material external existence.

We cannot take a one-sided view of the landscape within this dialectic. A park
can no longer be seen as a ‘thing in itself’, but rather as a process of ongoing
relationships existing in a physical region — the park becomes a ‘thing for us’.

(Flam 1996: 160)

48 As Smithson has written, the above separation consists of the separation between the notions
of the beautiful and sublime as Edmund Burke defined them, in his Inquiry into the Origin of Our
Ideas of the Sublime and the Beautiful (1757). See Flam 1996:158-60.
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To this dialectic notion of the picturesque, Smithson added the idea of the
unfinished connecting with the unexpected, arguing that Olmsted’s parks
are never finished, since ‘they remain the carriers of the unexpected and of
contradiction on all levels of human activity, be it social, political or natural’
(Flam1996: 160). Being always subject to unexpected changes as a result of
viewers’ changing positions around its two volumes, In Site Compression became
promoted to a similar status of never being ‘finished’, which potentially enhanced
the experience of the notion of the ‘picturesque’ as defined by Smithson.
Because of its labyrinthine shape, the multiple perspectives offered by In
Site Compression originated a sense of decentring to viewers,*® to which was
added that of wandering dislocated and disoriented around its two volumes
as the result of the continuous appearance and disappearance of others. To
summarise, the main room of the installation, positioned on the borderline
between (art) object and (architectural) space due to its labyrinthine shape,
pointed to the differences between near and far, nomadic and sedentary space,
while the blurring of its volumes created encounters between presence and

absence, isolation and community.

The phenomenal body and the others

The body is our means of existing in the world and, as the perceiving subject,
is directly implicated in definitions of space and its parameters. The spatial
relationship between objects and the body is experienced by the individual
before becoming aware of distinctions between form and content. Here lies the
importance of the tactile aspect in the perception of In Site Compression, which
gained its meaning and rationale only during the bodily incursion of the viewer

into its space.

4 Theories of the subject as ‘decentred’ emerged in the1970s in poststructuralist theory, which
proposed that the correct way to view our condition as human subjects is fragmented, multiple
and decentred by unconscious desires and anxieties, by an interdependent and differential
relationship to the world, or by pre-existing social structures. (Bishop, 2005). Poststructuralist
theory refers to a group of thinkers that includes Jacques Derrida, Michel Foucault, Julia
Kristeva, Jean Baudrillard, Gilles Deleuze, Jean-Francois Lyotard, Roland Barthes and Jacques
Lacan, and insists on plurality and instability of meaning (see Smith 2001: 189-92).
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Fig. 79

The installation’s unitary form presented a kind of visual and physical
obstruction within the gallery’s space where it was situated, despite the fact that
the two volumes created a narrow path between them and the walls of the gallery
where visitors could walk. The smaller and more restricted the path offered by the
installation, the stronger became the tactile perception of the gallery and installation,
as the narrow space that was left turned the viewer’s attention inward on
themselves.®® Moreover, their cloudy vision through the translucent tissue allowed
a distancing from the immediate situation and led to a heightened awareness of the
phenomenal space of their body in relation to the space of the installation. This was
a situation that, as Robert Irwin proposed for site-conditioned/determined works,
followed ‘the principles of phenomenal, conditional and responsive art by placing
the individual observer in context’ (Irwin, cited in Doherty 2009: 43).

The process of basic perception is something we do at every moment

and we almost always do it without a second thought. Like every site-specific

50 See Morris (1978: 165) ‘Our encounter with objects in space forces us to reflect on ourselves,
which can never become ‘other’, which can never become objects for our external examination.’
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installation, In Site Compression demanded that viewers enter in some sense into
the artist’s place. Again, as Irwin has said, a site-determined installation requires
viewers to ask themselves the same questions the artist has faced: ‘Does this
piece, situation or space make sense? How do | feel about it? What does it mean
to me?’ (Irwin, cited in Doherty 2009: 44, 45). What applies to the artist also
applies to viewers, which charges the viewers with an individual responsibility in
the perceiving process. Hence the ability of In Site Compression to place viewers
in its context could be ‘measured’ as a qualitative factor in the experience of it.
The empty space of the gallery was flattened out by the work’s two volumes and
what remained was converted into a trajectory, a temporal movement through the
space around them. This trajectory, rather than the points formed by the visitor’s
movements, constituted a graph of their functions in the site. The remaining
empty space was an invitation to the viewer to move, to stand still, and to select a
perspective or position. In other words, it was meant to function as a tangible sign

of the viewer’s perceptions and experiences connected with the time spentin it.

Fig. 80
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The labyrinthine shape of In Site Compression therefore encouraged
viewers to move around and through it in order to experience it, and their
physical participation in the space and ‘heightened awareness of other visitors
who become part of the piece’, as Claire Bishop has expressed (Bishop 2005:
11), turned them into the subject of this site-specific installation. Moreover,
being engaged in the situation created by the installation (i.e. choosing to follow
a particular direction) placed a greater responsibility on them, meaning that
the work became part of the viewer’s engagement with the world and could
therefore be ‘regarded as emancipatory’ (Bishop 2005: 58, 76-7).

In Site Compression constructed for each visitor the plane of a dual
experience: alone and together. When forming a trajectory around the
installation, viewers were accompanied by the figures, gestures and steps of
others, which constantly repositioned them. As a result, their bodies ceased
to be an expression of identity and became an active part of the process of
seeing, and, by seeing others through the transparent material, they became
aware of being together in the same space at a particular moment (Noeth 2015:
146). Moreover, the work’s construction permitted only one person to occupy a
particular position at any one time. Consequently, the body of each visitor was
emphasised as a body in interaction, challenging visitors ‘to take responsibility
for [their] own movements and to understand that they mobilize and actualize
not only [their] own body but also the bodily space that it inhabits, which is also
always a shared space’, as Patricia Falguieres has written of Olafur Eliasson’s
installations (Falguieres 2016: 150).

In Site Compression countered the presumption that the body is both an
expression of identity and a shared body. The encounter and accumulation of
viewers’ bodies in the exhibition space raised the notion of a ‘collective body’, a
term borrowed from Sandra Noeth. In her attempt to define the collective, Noeth

has written:

Its point of departure is the heterogeneity, contradiction and simultaneity of
all the participating subjects and objects: it does not seek to resolve or unify

differences. The collective distrusts the ideology of consensus and unison and
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notably puts up resistance to itself and makes a stand against the notion of
finding and fixing something in a particular form. In that sense the collective is
always already opposed to its final realization and remains locked into its own
impossibility. (Noeth 2015: 146)
In the situation proposed by In Site Compression the collective body was the
means by which viewers could experience the installation as ‘a socialized
experience of encountering yourself among others’,s* and perceive it anew in
their being-with-another. Moreover, by drawing attention to the overlapping
images of the visitors, the installation’s translucent material transformed the
space into a sort of stage, on which the moving individuals became performers
(Schneider 2002: 33). This does not mean that /n Site Compression was about
participation — if that means ‘taking part’ in something that already exists or
has been predetermined — but, rather, was an invitation to partake of and
engage with it in a way that would have consequences for the visitor’s sense
of responsibility in their relationship with the installation and its spatio-temporal
situation, and for the installation itself, since it depended on the visitor’s

participation to be completed.

Existence in time and time-specificity

What was the relation of In Site Compression to time? And in what way could
the experience of its site-specificity be associated with the notion of time? In
order to come into being — meaning, to become evident as a dimension of a
person’s being — time needs the person for which it allows things to happen

(a succession of events); or, as Merleau-Ponty has written, time, in order to

be experienced, ‘presupposes a view of time’ (Merleau-Ponty 2002: 477).
People’s experience of time cannot be measured in the way a sequence

of points on a graph can be measured, but emerges as the experience of
something that ‘moves away from us, like the landscape seen through a railway

carriage window’, and not as a succession of moments that can be observed,

51 Brian Hatton writing about Dan Graham'’s Present Continuous Past (1974) (cited in Bishop
2005: 73).
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a ‘succession of ec-stasies’ (Merleau-Ponty 2002: 487-8). In his analysis of
time in An Essay on the Immediate Data of Consciouscness (1889) (trans. as
Time and Free Will), Henri Bergson distinguished the scientific concept of time
as something divisible into equal intervals and measurable by clocks from the
intuitive experience of real time as a continuous duration where every moment
is unique (see Mautner 2005: 73). But while Bergson proposed introspection
as a means to reveal a continuing free self that is present throughout the

flow of time, Merleau-Ponty argues that the only way people can conceive
time, and from what it arises, is through their relation to things. Through the
relation of time with objects, people are able to understand their relation with
both time and the world. Their relation to things, and their significance for
them, presupposes a certain point of view from a place where they position
themselves, which is in the world and the present: ‘Past and future exist only
too unmistakably in the world, they exist in the present’ (Merleau-Ponty 2002:
478). This attitude is consistent with Martin Heidegger’s notion of temporality:
‘Temporality temporalizes itself as future-which-lapses-into-the-past-by-coming-
into-present’ (cited in Merleau-Ponty 2002: 488). And since time cannot be

felt with the senses (as one cannot see one’s own face), the meaning of time
is founded on people’s identification with it; or, as Merleau-Ponty says, ‘Il am
myself, time, a time which “abides” and does not “flow” or “change’ (Merleau-
Ponty 2002: 489). The experience of In Site Compression necessarily existed
in time, as viewers’ ongoing immediate experience of it could not be separated
from their physical presence in the real space of its two volumes. Viewers’
entire experience of the work involved both perception of its space during
their wandering around its two volumes, and the experience of real time as a
continuous entity of each separate instant between the viewers, the site (the
installation and the gallery) and other viewers. As Merleau-Ponty has written,
‘It is by communicating with the world that we communicate with ourselves...
We hold time in its entirety, and we are present to ourselves because we are
present to the world’ (Merleau-Ponty 2002: 493). By making its relationships to

space and time material, In Site Compression aimed to provide the ‘space’ for
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the viewer, as the observing and embodied subject, to become aware of the fact
that ‘being conscious is nothing but to “be at’” (Merleau-Ponty 2002: 493).

The spatial intervention of In Site Compression in Gallery 7 created an
interruption in the concrete mass of the city, and also seemed to function as
a temporal pause in visitors’ routine activities, giving them the opportunity to
experience a ‘re-conjunction between the time of observation and the accelerated
and accelerating time of urban contemporaneity’, as Mario Codognato has written
of Eliasson’s Baroque Baroque (2016) (Codognato 2015: 60).

In relation to the notion of time in urban contemporaneity, In Site
Compression created a lapse in time and space that had its own unique narration
and obeyed its own rules, as far as the rhythmical changes of time and spatial
parameters are concerned. Instead of being just a ‘void between events...a
pause when nothing is happening’ (Smithson 1996: 34), the installation not only
transformed the gallery’s place but, in turn, actuated by the movements and
operations of the viewers who oriented it and temporalised it, was turned into ‘a
practiced place’, an expression used by De Certeau who defined the difference

between space and place in the way these are related to the notion of time:

In relation to place, space is like the word when it is spoken, that is, when

it is caught in the ambiguity of an actualization, transformed into a term
dependent upon many different conventions, situated as the act of a present
(or of time) and modified by the transformation caused by successive contexts.

(De Certeau 1984:117)

Additionally, the ephemeral character of In Site Compression revealed its site-
specificity as coincident with its ‘time-specificity’. The term ‘time-specificity’,
declaring the installation’s time-determined character as analogous to ‘site-
specificity’, is connected with artworks that are sited temporarily. Such short-
lived site-specific works manifest their potential as sites of ‘critical engagement,
fleeting intensity and intervention’, and ‘resonate with the precarious nature of
space’, as Judith Rugg argues in her book Exploring Site-Specific Art, Issues of

Space and Internationalism (2010: 2).
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Some site-specific works of art are not located in one place. Despite
originating in a particular place, they encourage and incorporate rumination
on them by a wide variety of people over an extended period and involve a
protracted period of negotiation. And although documentation cannot replace
first-hand experience, the space they occupy becomes ‘geographically wider’
and their life elongated, since their temporality gains new dimensions. The
specific temporality of Francis Alys’ When Faith Moves Mountains (2002) in
Lima, where Alys took an indeterminate natural form — a sand dune — and, with
the help of volunteers, moved it four inches, contained traces of the present
rather than the past, and, instead of providing ‘that dimension of escape and
absence that we call the past’ (Merleau-Ponty 2002: 480), preserved people’s
perception through ‘stories’ created about them and which persist in the
present. Other site-specific works express a sense of ‘incompleteness’, a term
used by Robert Harbison to describe how Alys’ work could be revisited by the
artist in a different time and place (Harbison 2005: 58). Such temporal site-
specific artworks gain a kind of monumentality, in a way, a kind of eternity, in the
sense that they can be restarted, the way time does.

The temporality of site-specific works is also enhanced if one considers
them as ‘a site of navigation, a portal, a generator of activities’, as Bourriaud
has proposed (Bourriaud 2002: 19).%2 This is seen in In Site Compression,
which, as already argued, did not comprise a finished product to be
contemplated by its ‘subjects’, but required their active participation for its
spatio-temporary situation to be completed.

The particular significance of In Site Compression ended as soon as
the exhibition was over. If it were to be exhibited in another place at a different

time, the site would be necessarily different from that for which it was created

52 In Postproduction (2002), Nicolas Bourriaud argues: ‘In this new form of culture [that

unites the various configurations of the artistic use of the world gathered under the term
postproduction], which one might call a culture of use or a culture of activity, the artwork
functions as the temporary terminal of a network of interconnected elements, like a narrative
that extends and reinterprets preceding narratives.” This argument can be related to the use of
the documentation of a site-specific installation to create a new one, as will be analysed further
below.
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— the specific gallery in Athens. In such a case it would be converted into a
‘heterotopia’, to borrow Foucault’s term, a space that resides somewhere else.
In order to better understand the word heterotopia (which derives from ancient
Greek — érepoc 10110¢ (heteros topos), meaning ‘other place’), Foucault used as

an example the space of the cinema:

The heterotopia is capable of juxtaposing in a single real place several spaces,
several sites that are in themselves incompatible...thus it is that the cinema is
a very odd rectangular room, at the end of which, on a two-dimensional screen,
one sees the projection of a three-dimensional space’. (Foucault, cited in

Doherty 2009: 53, 54)

The heterotopia created by the possible ‘movement’ of the site-specific
installation In Site Compression is linked to the meaning of ‘heterochrony’,
another ancient Greek word — £r€po¢ xpovog (heteros chronos), meaning
‘other time’. Foucault interprets this as the ‘slices in time, which [is to say that
they] open onto what might be termed...”. Corresponding to his argument that
heterochrony is linked ‘to time in its most flowing, transitory, precarious aspect’,*
| consider that each newly constructed installation based on repositioning its
components in another site would be an act of displacement, comprising both
the notions of heterotopia and heterochrony.

In the case of the installation’s documentation, the work’s relation to real
experience in real time and space would be broken and replaced by a series of
stills or video recordings. On the other hand, documentary material consists of
new material existing in another real time and place, and calls for the viewer’s
presence to be experienced. This shift in the real time of the installation to the
time of its reproduction is particularly important due to its significance as a site-

specific installation, and results from its shift from a literal to a ‘functional’ site.

%3 Foucault has opposed these heterochronies to the ‘heterochronies of indefinitely accumulating
time, for example museums and libraries’. ‘The idea of accumulating everything, of establishing
a short of general archive, the will to enclose in one place all times, all epochs, all forms, all
tastes, the idea of constituting a place of all times that is itself outside of time...the project of
organizing a sort of perpetual and indefinite accumulation of time in an immobile place, this
whole idea belongs to our modernity’ (quoted in Doherty 2009: 53).
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James Meyer has made a distinction between these two notions of site:

The literal is an actual location, a singular place. The artist’s intervention
conforms to the physical constraints of the situation even if (or precisely when)
it would subject this to critique... In contrast, the functional site may or may not
incorporate a physical place. Instead it is a process, an operation occurring
between sites...it is an informational site, a palimpsest of text, photographs and

video recordings, physical places, and things... (Meyer, cited in Doherty 2009: 38)

In Site Compression was unique, since it reflected the actual place of
Gallery 7 and was determined by the gallery’s physical parameters and the
spatio-temporal relationships that arose from them. When the exhibition ended,
its documentation could convert it into a functional work (as defined by Meyer).
But when exhibited in another place (i.e. for the viva of this research), this
reproduction material would become part of a mobile site, which ‘marked’ and
‘abandoned’ the place for which In Site Compression was initially designed.*
This mobile site will be proof that the installation courted its own destruction,
that it was wilfully temporary and that its nature was not to endure but to end,
a quality attributed to the ‘functional work’ that refuses the ‘intransigence of
literal site specificity’, as Meyer has argued in his ‘The Functional Site; or, The
Transformation of Site Specificity’ (1995) (Meyer, cited in Doherty 2009: 38).
This reveals another contradiction in the life of In Site Compression: its site-
specificity was connected not only to its own temporality but also, over time, to

the transformation of the site of its existence.

% This installation named After ‘In Site Compression 2007’ (2017), was realised on March 2017,
on the occasion of the viva exhibition of this research at ‘The Cookhouse’, Chelsea College of
Arts, London. See Figs 105-116.
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Conclusion: Displacement in(to) future

In exploring site-specific art’s connection to notions of time and space, this
research has examined three site-specific installations, Central Corridor, Seven
Windows Divided by Two and In Site Compression, which have revealed

a variety of factors determining their integrity, site and notion of time. The
importance of the viewer’s first-hand presence in the work’s space has exposed
a number of antithetical aspects in their perception. Contradictory notions of
the self-reflexive and fragmented subject, object and situation, absence and
presence, public and private, domestic and social, temporary and permanent,
time sequences and the freezing of time, have been discussed in an attempt

to justify these installations’ claims to political and philosophical significance.

In this conclusion these claims are re-examined alongside the question of
whether the limits in the double experience of the works’ contradictions can be
accurately determined, or whether they are in a state of perpetual redefinition
corresponding to the innately dynamic, elastic and constantly fluctuating context

and milieu of the site-specific work of art.

Participation, alone and together

In this research special importance is given to the significance of the viewer’s
bodily immersion in the space articulated by the literal components of the site-
specific installations Seven Windows Divided by Two and In Site Compression.
The movement through the sculptures’ surrounding fields was investigated first
through the prism of Minimalism, recalling Robert Morris’s argument that even
though viewers’ experience of the object should involve many considerations
so the work keeps its place in the expanded situation that comprised the space
around it, the main interest should be the sculpture itself: ‘The object itself

has not become less important. It has merely become less self-important’
(Morris1966: 20-3). Subsequent post-Minimalist practices attempted to redefine

place as the enactment of a ‘situation’, by investigating further the relationship
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between subject and space, while within the practice of ‘anarchitecture’ the
demarcation of place was no longer dictated by the boundaries of form, but was
released by locomotion.*®

‘Anarchitectural’ projects (a term coined by Gordon Matta-Clark in 1973)
pointed to an alternative attitude to buildings, concerned not with the gaps that
existed within or beyond architecture, but with their ‘reference to movement
space’ (Marino 2004: 93). Matta-Clark’s interventions of undoing or unbuilding
defined ‘anarchitecture’ as a kinaesthetic process, an investigation of the space in
between. As Melanie Marifio has written, these in-between spaces are bracketed
by several terms, such as ‘utility, property, commerce, circumscribing a situational
practice that reframed sculpture’s tendency to aestheticize architecture, on
one hand, and architecture’s capitulation to commercial rationalization, on the
other’ (Marifio 2004: 95). As a result, Matta-Clark’s Splitting not only pointed
to the abolition of the boundaries between inside and outside, sculpture and
architecture, building and landscape, but also commented on the security of the
middle-class American suburban home. Correspondingly, Rachel Whiteread’s
House filtered the groundlessness of architecture through the disintegration of
domestic and social spaces’ (Marifio 2004: 98).

In an analogous way, the site-specific installations Seven Windows...,
Central Corridor and In Site Compression became part of the built or daily
environment in Athens by transcending the boundaries between inner and outer
space, the personal/individual and public scale, the void and the full, as well as
between movement and stasis. The Athenian cityscape offers a profusion of
signs and spaces, a plurality that has been part of the city’s cultural character
since antiquity. Seven Windows... and In Site Compression, by pointing to the
interstices between absence and presence, public and private, and domestic
and social, constituted a comment on the social contradictions that underlie

Athenian urban actuality.

% Anarchitecture, as title rather than practice, also identified an informal association of artists
who convened in Richard’s Nona’s studio as well as restaurants and bars, where its members
improvised collaborative proposals concerned with ‘metaphoric voids: gaps, leftover spaces,
places that were not developed.” See Marifio (2004).
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The exploration of each of my site-specific installations was organised
around the importance of the physical immersion of the viewers in the
installations’ space. In this context, the body of the viewer in the space, the
boundaries of which are circumscribed by each installation, ceases to be
another object in objective space, the body as it actually is, and becomes
diverted into ‘a virtual body’, with its ‘phenomenal place’ (Merleau-Ponty 2002:
291)defined and articulated by the work’s literal components. Conversely, the
tangible elements of each installation gained unity, and their synthesis was
effected in the perception of viewers during their movement around the work’s
space. The viewer’s heightened bodily experience of the installations, which
resulted from the sensory immediacy of the elements, could be regarded as
activating and emancipatory — activating, since it was not just the result of visual
contemplation; and emancipatory, since it placed responsibility on viewers’
engagement in space and therefore, by implication, in the social-political arena
(Bishop 2005: 11).

The installations turned viewers’ attention towards themselves, not only
because in the absence of an object our perception is necessarily reflected
back onto ourselves, but also because of the special spatial framework
articulated by each installation. This effect was the product of the tissue in
In Site Compression, the reflective Plexiglas of Central Corridor and Seven
Windows..., and the experience of confinement created by entering into the
narrowest areas of all three structures. This idea of the self-reflexive, centred
and activated viewer is contradicted by that of the decentred and fragmented
viewer produced by the multiplication of perspectives viewers experienced
while moving around the works’ components. In her book Installation Art
(200%5), Claire Bishop proposed the notion of an affinity between the multiple
perspectives of installations and poststructuralist theories of the subject as
decentred, which were developed in the 1970s by theorists such as Barthes,
Foucault and Lacan. Poststructuralist theory argued that each person is
intrinsically dislocated and divided, at odds with themselves, as a counterpoint

to the rational and centred humanist subject consistent with the implied place
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of the viewer in the Renaissance system of single-point perspective. The
notion of the decentred subject also influenced artists and critics of the 1970s,
who were sympathetic to feminist and postcolonial theory and who regarded
the centred subject as consistent with a masculinist, racist and conservative
ideology: ‘“There is no one “right” way of looking at the world, nor any privileged
place from which such judgements can be made’ (Bishop 2005: 13). In the
multi-perspectival space of my site-specific installations, viewers realised that
‘there [was] no position from which you [could] actually see everything at once’
(Kelly 1997: 27). Even though there were precisely defined ‘paths’ they could
follow when entering the space, they could also choose multiple directions,
which allowed for a more multi-perspectival experience.*® This multi-perspectival
dimension of the installations — and, by extension, of the world — resulted

in the viewer’s feeling of being decentred. Hence, in the spatial frames of
Central Corridor, Seven Windows... and In Site Compression, viewers were
called on to experience themselves as initially self-reflexive, centred subjects
of conscious will (hence activated and emancipated), while also recognising
their own fragmentation due to the decentring effects of the installations’ multi-
perspectival environments.

In a spirit of critical and political contemporaneity, my site-specific
installations addressed the issue of presence in and of time. Analysis of these
works in this text, along with that of the experience of the viewers as single
entities, has tested out the possibility of involving viewers in a shared space, of

coexistence and togetherness-with-others. The blurred view they received of In

% The late 1960s witnessed a growth of critical writing on perspective, much of which
inflected early 20"-century perspective theories with the idea of a panoptic or masculine
gaze. In Perspective as Symbolic Form (1924), the art historian Erwin Panofsky argued that
Renaissance perspective placed the viewer at the centre of the hypothetical ‘world’ depicted
in the painting; the line of perspective with its vanishing point on the horizon of the picture
was connected to the eyes of the viewer who stood before it. A hierarchical relationship was
understood to exist between the centred viewer and the ‘world’ of the painting spread before
them, and Panofsky therefore equated Renaissance perspective with the rational and self-
reflexive Cartesian subject (‘| think therefore | am’). This hierarchical model was disrupted by
artists in the 20™ century. For example, in Cubist still lifes, several points of view are represented
simultaneously (see Bishop 2005: 12).
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Site Compression from behind the semi-translucent tissue, the restricted sight
of the other people through the small windows of Seven Windows..., and the
distorted images of moving figures and optical games produced by the neon
lights of Central Corridor, created a need for communication beyond sight, as
could be seen by viewers’ reactions: hiding, gesticulating, grimacing or even
‘greeting’ one another loudly. In other words, the spatio-temporal frame created
by the installations not only allowed people to experience the presence of
others, it also transformed them into interactive singularities — ‘collective’ bodies
aware of their being-with-another — and allowed them develop a relation with
each other. In this way, the installations constructed a shared experience where
viewers merged with the work and each other: alone and together.

The space—time frame encoded in the installations’ components
therefore set up a dialectical relationship between the antitheses of self-
reflexive/fragmented subject, object/situation, absence/presence, public/private,
and alone/together. The complexity of these antitheses, and the potential
engagement of viewers with all the shifting relations of time and space, could
potentially undermine habitual passivity and increase awareness of their

relativity and relevance to each other.

Moving site and documentation

The temporary site-responsive condition of the site-specific installations Central
Corridor, Seven Windows... and In Site Compression investigated by this
research is further discussed here for its implications for the documentation in
and of site-specific art. In approaching the site as a set of dynamic relationships
subject to the ‘event’ of its viewers’ ‘performance’, the site-specific installation
and its site remain always to be defined. By speculating on its constant
transformation, site-specific art therefore seems to resist a final or definitive site,
as any hypothetical change entails a shift in its spatio-temporal relationships.
Consequently, the ephemeral character of Central Corridor, Seven Windows...
and In Site Compression, as both literal constructions and situations that

require the participation of the viewers for completion, predicts their future
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absence from the site for which they were initially designed. Here lies the role
of documentation within site-specific practice. As Nick Kaye has argued in his
book Site-Specific Art, Performance, Place and Documentation (2000), whether
in the work or subsequent to it, ‘documentation has a place within site-specific
practice precisely because it explicitly presents itself in the absence of its object’
(Kaye, 2000: 218). Being always other to the events and objects it recalls,
documentation finds an affinity with site-specific practice’s perpetual mutation.
The documentary material is divided into two formats: photographic
shots and recorded videos. There are two genres of photographs, divided
according to their iconographic synthesis. The first consists of neutral views
of the installations fitted exactly into the picture. These external views from
a distance convey only the optical experience of the installation and would
normally be arranged in a narrative pictorial sequence. The second comprises
shots from random angles, in which there was no preoccupation with finding
the right views. Instead, these images aimed to capture the viewpoint of a
person moving around inside the works, in order to illustrate the physical
experience of the viewer. However, perspectival vision is not respected in these
photographs, and their possible display in arrangements of different orientations
would be an attempt to offer viewers outside the photographs’ pictorial space
some sequence of physical and temporal perception. In the case of the video
recordings, the structure of these corresponds to the sequence of events and
the installations’ performative dimension. Even though the medium of video
provides a better record of space and sequential events than the static medium
of photography, photographic documentation can solve more effectively the
problem of translating space onto a plane, and movement into stasis, through
its division of the whole into individual views. Being inherently static and able to
‘embalm’ time (Basin 1980: 242), photographs do greater justice to the spatial
fractures and discontinuities of each installation, as they are connected to the
viewer’'s movements over time. By contrast, video recordings emphasise the
fluidities and continuities of space and time in each installation, and impose on

viewers the real time of their own duration.
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Recorded and photographic documentations are not intended to fill the
void left by the loss of the ‘actual’ site-specific installations, nor even to represent
them. Rather, the exhibition of photographic and video documentation constitutes
a new installation that establishes its own spatio-temporal frame and aims to
reveal aspects of the viewer’s perception and experience during their bodily
immersion in it, which differs from those of the initial works. Some experiences
are irrecoverable, like the warmth emitted by the neon corridor lights of Central
Corridor, the interrupted views of the cityscape through the windows of Seven
Windows..., the sense of bodily confinement in the space between the volumes
and gallery walls of In Site Compression. However, these effects might be
counterbalanced by the noise of the deconstruction of the PP wallpaper in the
corridor part of In Site Compression, the sense of dislocation caused by the
juxtaposition of the parallel projection of optical phenomena recorded by the
video recorder and/or camera of Central Corridor, the gestures of communication
between viewers in Seven Windows..., and the constantly shifting shadows of
viewers projected onto the surfaces of all three pieces, which, by coinciding with
one another, make the experience of sharing the space with others more palpable
and involving. But the most important experience is that of the palimpsest of
sites — the initial and subsequent one for each installation — which coincide in
a transient space and an equation of time. In my opinion, this displacement
materialises an important contradiction intrinsic to site-specific art: its fixture within
a specific site and speculation about its transformation, caused not only by its
temporary nature but by the perpetually changing and unpredictable behaviour
of the viewers required for its completion. In the pages of this thesis, which
follows the initial exhibition of Central Corridor, Seven Windows... and In Site
Compression, and anticipates the site-specific installation of their documentation
for the viva, an analogous displacement occurs: the sites of the documentation
presented become merged with the ‘site’ of this written text.

This research constitutes ‘a narrative structure which has the status
of spatial syntaxes’ (De Certeau 1984: 115) — another ‘space’, in the sense

that it is ‘composed of intersections of mobile elements’ and ‘actuated by
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the ensemble of movements deployed within it’ (De Certeau 1984: 117). In
articulating this space, the function of my site-specific installations is similar

to that of the xoana — the Greek statuettes whose invention is attributed to
Daedalus and which marked out limits by moving themselves — in that they
emphasise ‘the curves and movements of space’ (De Certeau 1984: 129).
Similarly, my thesis constitutes a kind of a ‘space between’, located spatially
and temporally between the two life stages of my installations — their initial one
and the future installation of their documentation for the viva.

By locating my thesis between these two stages in the life of my site-
specific installations, | have located the paradoxical conflation of the ‘this-has-
been’ with the ‘this-will-be’, as Roland Barthes argued about the anterior future
of the photographic record.®” | have also loaded the future with memory, and this
memory (the documentary material) seeps spontaneously in the future (the new
site-specific installation), marking and/or representing in stages the passage of

time in a site coincidence. The outcome remains to be experienced.

By a way of a conclusion...

In this research, the exploration of the relationship between space, time and
the human presence in site-specific art has revealed a series of apparent
contradictions in the experience of site and notion of time, which are in a state
of perpetual redefinition corresponding to the innately dynamic, elastic and
constantly fluctuating context and of the site-specific work of art.

The ephemeral act of physically experiencing the site-specific work of art, which
announces the importance of the body of the viewer for its accomplishment,
connects the notion of time to the spatial relationships between viewer,

location and work. It thus introduces site-specificity in the ‘performative’ sense,
understood as the viewer’s bodily participation in the spatio-temporal situation

of the site-specific work.

 In his Camera Lucida (1981) Barthes wrote: ‘By giving me the absolute past of the pose
(aorist), the photograph tells me death in the future’, thus considering the photograph as an
equivalent medium for presenting ‘a catastrophe that has already occurred’ (Barthes 1981: 96).

134



The firsthand presence of the spectator immersed within the artwork
is explored in my research as a means to expose antithetical aspects in their
perception, while drawing on a wider imaginative engagement with the site
and its conditions of access. This imaginative engagement is overlaid onto
the phenomenal experience of the installation. Moreover, the temporality of
my site-specific installations, which is investigated for its implications for the
documentation in and of site-specific art, has adjusted the three stages of this
research’s chronological sequence:

1. The initial site-specific installations

2. Site-writing: thesis with images exploring the paradox of representing site-

specific work on the page

3. Installation of the documentation of the initial site-specific installations, which
constitute new site-specific installations named After Central Corridor, 2003
(2017), After Seven Windows Divided by Two, 2004 (2017), and After In Site
Compression, 2007 (2017). Correspondingly, the documentation of these new

installations (Figs 81-116 below) establishes its own spatio-temporal frame.

Finally, | would like to refer to my research as the ‘site’ where both my
site-specific practice and the writing of my thesis as spatio-temporal procedures
are positioned in a contradictory space between mobilisation and specificity,
resting out of place, but with timely precision. | propose that the contribution
to knowledge advanced in my research is that by adjusting the limits between
the double experience of the fluidities and continuities of space and time,
on the one hand, and their ruptures and disconnections, on the other, the
literality of site-specific art may allow viewers to think and experience apparent

contradictions as sustaining relations.
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Fig. 81. Vasiliki Christouli, After Seven Windows Divided by Two 2004, 2017, ‘The Cookhouse’, Chelsea
College of Arts, London, video projection, adhesive, reflexive film, dimensions variable
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Fig. 83

Fig. 84
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Fig. 85
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Fig. 93. Vasiliki Christouli, After Central Corridor 2003, 2017, ‘The Cookhouse’, Chelsea College of Arts,
London, video projection, dimensions variable
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Fig. 101
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Fig. 105. Vasiliki Christouli, After In Site Compression 2007, 2017, ‘The Cookhouse’, Chelsea College of
Arts, London, video projection, dimensions variable
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Proposal for an ephemeral work of art in the centre of Athens (translation extracts)

The installation is composed of metal frames, Plexiglas panels 150 x 200 cm each, and neon lights. The
final dimensions and design will depend on the space where it is located.

The accuracy of the final design of the work is intended to be contradictory to the location in which it is
installed. This contradiction is concerned with both the permanent elements that characterise the location
(buildings, bus stations, street lamps, trees, etc.) and the temporary ones (cars, pedestrians, garbage bins
etc.). The viewer is challenged to experience the confrontation of both the real space and that proposed by
the installation.

The work’s presence has to be in contradiction with the nature of the space it occupies, i.e. to be posi-
tioned in a way that almost impedes the natural path, thus achieving a precise and unrelieved non-relation
to the site and forcing the beholder to deal with the interposition of different types of space.

The movement of the viewer around the work’s components causes an optical game of illusionary move-
ments on the part of the neon lights and their reflections, which enforces the contradictions of inside/
outside, isolation/liberation. The viewer’s changing positions therefore transform the relationship of object/
context/viewer, and the viewer becomes, in a way, the subject of the work.
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Model of the Sarandopoulos Mills building with that of the installation Central Corridor (2003), and
translated extracts from the artist’s proposal for the installation

The work rests immobile and quiet. This quiet is suddenly interrupted. The painterly surfaces are covered
with lines of alternate complementary colours, which in their combination create a slightly annoying effect
and subvert the ‘beauty’ of the image.

Moving closer to the work is like getting closer to a living creature, creating optical effects that give the
impression that the work itself is moving...

Rather than an installation, the work is a proposal for a situation, and depends on the viewer’s entire body
for its perception.

My aim is to engage the spectator’s consciousness with the work’s own internal set of relationships. What-
ever relationship is perceived is contingent on the viewer’s temporal movement in the space shared with
the work.
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- B¢ Novaixeg, £ Tpotdoers, 4n A ym Y7, ABArTiopod, Actépag , Abve
- Ev Apyst v o ITop, Trodepi Tayidvvog, A@iiva. Empéiew Mria !
ToraSonodrov

2003 - Ephemeral Structures in the city of Athens, Butuvrvd Movaeio, Abivo
- draypapoviag to Zijpepa, o Abpio, 0 Xeg, Texvomodig Afjov
Abnvainy, Makedovié Movaeio Zdyxpowng Téxmg @ecouadovixng
Emyédew Atva Toixovta
2002 - Sotheby’s International Young Art, Néa Yépxn, Apotepvrap, Ted ABB
- draypdgpovtag to ariuepa, To aipio, To xes, Mivaxolixn APEpaep,
Meéroopo, Emypédera Aiva Toicovta
- Avalyprdveag upy Olopmiaserj Fdée, ThvaxoBixm tov Afjjiov Abrvaiov
2000 - Ipéowno pe mpdowro, Kuvetavrvodrokn
- Forum yia tov Holrtioud kar v Eiprivir, Kéotpo lnotév, PéSog
- Eco Festival 2000, Edvicég Kijmog
1994 - Heineken Art 94, Tlohmotixé Kévepo Mehivo. Mepxotipn, Abfva

In Site Compression, Press Release (translation of the proposal for the installation)
The work constitutes a site-specific installation and is composed of two parts.
The corridor part of the installation (before the main room of Gallery 7) consists of printed PP sheets that

unfold on the ceiling and walls. The transformation of the corridor from transitional space to temporal instal-
lation causes the viewer to feel a strange sense of enclosure, which is reinforced by their own movements.

In the main gallery, the sculptural forms structured by transparent cloth seem to float in the air. These
structures constitute both the negative form of the room and the box that contains its emptiness. The work
positions the beholder between the real space and its distortion. Moving around the work’s components,
viewers experience their physical presence as being in contrast to the feeling of absence that is consistent
with every empty space.

Finally, the installation brings to mind a kind of landscape, in a parody of its ‘monumentality’.
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vivetta Christouli

Through a meander patter in plexiglas, blue neon tubes,
and green paint Vivetta Christouli ¢ n‘\nt'(i spaces, windows, ang
aptical ilusions. A row of six alternating recessed and protryip,
spaces and seven transparent windows were bisected (henge
the title) by vertical blue neon tubes. The piece, which was
2.10m high, 1.85m deep with an overall length of 5.40m, com,
prised sx spaces, 0.90m wide, that could be inspected on the
inside. The viewer entered either end, and through a succession
of windows was introduced to the magic of geometry and seri|
fines and, through the repeated units and lighting effects, was
delivered into an illusionary unfolding of multiple images, refle

tions and perspectives.

Similar works by Christouli have been seen in the group ex
hibitions, Skeiching Toda
Gallery, Metsovo 2002), Central Corridor (Sarantopoulos Mills,
Athens 2003) and the work Untitled in her recent solo show
Linear acceleration or put the paintings in their place at Gallery 7
in Athens. She often undermines, “corrects,” or hinders the
trance to the space. She juxtaposes ils existing structures, trans-
ing, as she did in Athens by Art, to activate
Dimopratiriou Square an Mitropoleos Street by inviting the
viewer's participation
gain Christouli traced the structural sequences of
time and space (through the route of the viewer) as well as ap-
pearance and existence. Again she introduced us to the realm of
phenomenalogy, exploring phenomena as conscious experience.
She promotes the perception of the work in an absolute cohe-
sion with time and space, with chance, as well as with predet
mination

The work is defined as an idea, an object/construction, as
well as an event, since it depends on time, light and the position
of the viewer. Apt here is Bridget Riley’s remark “Nature is not
landscapes, but the dynamics of visual forces, more an event
than a scene.”

Tomorrow and Yesterday (€, Averof

Lina Tsikouta

En nopdtupa & S0, 2004

Seven Windows Divided by Two, 2004

Installati &
Al ofpleigs, mtl ame, o ocs, rnsormers
Dimopratiriou Square
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Vivetta Christouli

To EeTOMypa piag ypappis oe @oppa paigvbpou, pe LAIKG To
didipavo TAEEIYKAGS, TOUG XPWHATIOTOUS PTIAE OWARVES VEOV KOt
TO TTPAOIVO YPWHA dNHIOVPYET XWPOLS, TTAPGBUPQ, OTITIKES (Pev-
baioOoerg. TuvoNikG SnpIoUPYOUVTaIL £§1 XWPOI, ETOXEG-EE0XES,
Kol £TTG SIGpava TTapGBupo TAPATETAYUEVG 0T OeIpd Kot diyo-
Topnuéva (€600 kai 0 TITAOS) atré PTAe KGBETOUG TWNIVES VEOV.
To €pyo, diaoTéoewy Upous 2,10p, BaBous 1,85p. kai ouVOAIKOU
prikoug 5,40, dnpiovpyei €61 Ywpoug, TAGToug 0,90p., EMIOKEYI-
HOUG OTO £0WTEPIKS TOLG. ATIG TI§ S0 TAGYIEG TTAEVPES, pEow
Twv Slaboyikov Tapabipwy, £10Gyel To OeaTr 0T payeia TS
YEWHETPIKOTNTOS, TV OEIPICKWY YPOHHWY KO, JEOW TV ETTOVO-
AatpBavepevmv Hovadwy Kai TG KABOPIOTIKIG ETTBPAONG TOU
PWTES, TOV TapPadidEl TNV (PevdaoBnolakr avamTuén, Tov
TOAATACIAOPO TV EIBMADY, TWV OVTAVAKAGOEWVY KaI TOU
TOVIOHOU TS TPOOTITIKHAS,

MponyoUpeves dnpiovpyies avTioToxng Aoyikig eivar To £pyo
NS €kBeang Aiaypdovtag 1o Zripepa, To AUpIo Kou To XTEG 0Ty
MvakoBikn E. ABépweg Tov MeTodfov, To 2002, 0 Kevrpikdg Aid-
bpopog, To 2003, otoug KuAivbpépuous Zapavrémroviou, fj T
Xwprs TiTAo TG aTopikAg TS e TITAO [papiki emrdyovar 1
BdAe Toug mivakes ot O€on Toug atny Tkodepi «7», To 2004.

H koANTéxvig ouxvé uovopeler, «dlopBadven, epmodiGer Tn
biEevan 0To XWPO, AVTITTAPATIDETAI GTIG LTTAPXOLTEG HOHES TOU,
TOV HETOHOPPWVE], OIS KATAMEPVEL, VIO TRV TTapovaa ékBean,
V& EvepYOTIOIOE! TNy TAaTelx Anpotrparnpiov eTri Tng 0bot M-
TPOTTOAEWS, TTPOKOAWYTAG TN CUHHETOXI] TOL BeaTH.

Toc GAAY pice popd diepeuvd Tar PoIVOpEV, aviyveler TIG Hopi-
k€ aMnAovxiEg Tou XWpoU Kal Tov XPAvou —pEaw TNG ETTIOPQ-
ong Tng Topeiag Tou Beari- Tou GaiveoBol kol Tow eival. Na
&AM pia opdt pag £10GyEl 0TOLG XWPOUS TS PAIVOpEVOAOYIaG,
eva) DIEPELVG PaIVOpEVT wg oLvEIdNTG PidpaTa. Mpowder Ty
avTiAnypn Tou £pyou o€ aTGALTH CLVAPTNON HE TO XPOVO Kal
TO Xpo, To TuXaio MG Kai TO aTrGAUTC TIPOadIOPITHEVO.

To €pyo opileTan TAUTOXPOVE WG 1GEX, WG OVTIKEIHEVO-KATO-
okeLn, GMAG kot wg yeyovas, piag ki eEapTaTan amé 1o Xpovo, To
s kot T Béan Tou Beatr]. 10 £pyo auTd Taupidder 1) pon Tng
Bridget Riley «H qpuon bev givar Ta ToTricr, ahd o duvapiopds Twv
OTITIKWY SUVAPEWY, TTEPIGUGTEPO EVXX YEYOVOS TIGPG HICK G

Aiva TolkouTa

Through a meander pattern in plexiglas, blue neon tubes,
and green paint Vivetta Christouli created spaces, windows, and
optical illusions. A row of six alternating recessed and protruding
spaces and seven transparent windows were bisected (hence
the title) by vertical blue neon tubes. The piece, which was
2.10m high, 1.85m deep with an overall length of 5.40m, com-
prised six spaces, 0.90m wide, that could be inspected on the
inside. The viewer entered either end, and through a succession
of windows was introduced to the magic of geometry and serial
lines and, through the repeated units and lighting effects, was
delivered into an illusionary unfolding of multiple images, reflec-
tions and perspectives.

Similar works by Christouli have been seen in the group ex-
hibitions, Sketching Today, Tomorrow and Yesterday (E. Averof
Gallery, Metsovo 2002), Central Corridor (Sarantopoulos Mills,
Athens 2003) and the work Untitled in her recent solo show,
Linear acceleration or put the paintings in their place at Gallery 7
in Athens. She often undermines, “corrects,” or hinders the en-
trance to the space. She juxtaposes its existing structures, trans-
forming it, and managing, as she did in Athens by Art, to activate
Dimopratiriou Square on Mitropoleos Street by inviting the
viewer’s participation.

Once again Christouli traced the structural sequences of
time and space (through the route of the viewer) as well as ap-
pearance and existence. Again she introduced us to the realm of
phenomenology, exploring phenomena as conscious experience.
She promotes the perception of the work in an absolute cohe-
sion with time and space, with chance, as well as with predeter-
mination.

The work is defined as an idea, an object/construction, as
well as an event, since it depends on time, light and the position
of the viewer. Apt here is Bridget Riley’s remark “Nature is not
landscapes, but the dynamics of visual forces, more an event
than a scene.”

Lina Tsikouta

Emrrd mapdBupa Si Sdo, 2004

Eykardoraon, mhe€iykAds, peTadikos okeAeTOS, 0wAVES VEOV, HETAOXNHATIOTES
2,10X5,40X1,85.

Mareion Anpottparnpiov

Seven Windows Divided by Two, 2004

Installation of plexiglas, metal frame, neon rods, transformers
2.10X5.40X1.85m

Dimopratiriou Square
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aua opdavolxta - Mpog¢ naca Karevdovon.
A16Oneelg, ae eypnyopon. A1adecn, cage-
otata efepevvnurn. Ilepiepyera. Emme-
ov, opeEn —Kal Guvapelg- yia modapodpo-
po. IToAv modapodpopo, Opwg —ev NEGH
WV MOAVYA®GGwV AaodaAaceav. Eival 0,11 xpelaze-
a1l yia va ta Byaderg népa ne ta dexadeg £pya tng
Adnvag by art xa1 tov « Adnva 2004», ov €Xovv Kata-
KAUGEL, TOVIEC TI¢ OAVUITIAKES NPEPES, TV Kapdla tng
IOANG, GTO 1GTOPIKO K1 EPIIOPIKO KEVIPO tng Adnvag.
lMat newg aAA1ng da Siaxpivelg mv tepactia apa-
Xvn (¢pyo tng Anpntpag E1atepAn) mov £xe1 armAocel
TOUC 1GTONC TNE, MAVw Ao ToVg PEOTEIVOLE GNPAtodo-
te¢, Evpimidou ka1 Adnvag yovia; ‘H 1o aiwpoduevo,
nave akp1Bog amod ta avunoyiacta Ke@aAld pag, Kov-
M pazi pe 1o pactiyio, tov Alovoon KaBaAliepatov,
gtnv eicodo, am’'to Movactnpakl, tov Woppn -«the
heart of the city», 6mo¢ pag¢ mAnpo@opouvv He navn-
YUPIKO 1porio Hiacriapta ToADXpwHa Gnpalakia;

Av dev elcal «Aayoviko», mdavotata a my matn-
GE1¢ Kal Pe 1o napamAavniko épyo tov INeopyov e-
@PYaromovAov, «Ta mave Katwy», NIPOGIA A0 TNV

~ £i6060 610 otadno « Movaotnpaki». Eutuxmg, viapxel
tapneAitea! Iepvoviag prpocta tov dappeig nug mpo-
Keltal yla pia axkopn am’ 1i¢ GuvhndiGpéveg petaAil-
KEG £1600XEC e@npepibwv Kal evivnov... «Kal peta
GOV AEVE, TEXVN!», ATAV 0 AQOPIGHOC MEPAGTIKOV, TI0U
EHEIVE £VEOC IIAPATNPWVTAC TO.

Exei ov av Gev eical Heoving naparnpnukog da
GOV EEPUYOVV KAPTIOGES «(PWIEIVEC TEPLITTOGEICY KAl
da 'var mpaypat kpipa, eivai Aiyo 1mo nave, cinv
mAateia Anporpatrnpiov, emi ¢ Mnrpomodewg: ta
moptpeta v Aixtevoralv, tov Nua Bivier xai tov
I'kpeko, tov Bav I'kKoyk, pazi pe tov Beo@1Aov Kal 1ov
I'ovopxoA (61a xe1pog tov KaAAwexvn Lravpov Mio-
VATOOV) EEEXOLY GAV TAPAKAGDIA TV KOAOVAOV JIE TIC
Aapneg mov @wtizovv to Hpopo. Ipenel va GnKOGELC
10 Ke@AAl Gov YnAd yia va ta amodavcelg. Lo ibio
Gnpeio, 0 KOGH