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ABSTRACTION 

The spatiality of  installation practice fused with the chimeric and multiple 

temporalities inherent to digital exposition, suggests a further expansion of  

the image, inviting a wholly artistic and practice-based response to this 

partially mapped territory. This research explores strategies for an artistic 

practice that engage with the material conventions of  the image while 

orienting these modalities to the spatial articulation of  subjectively 

experienced, psychological time in the context of  digital media space, 

process and exposition. This research closely observes the role of  painting 

and the photograph within the macro-ecology of  the exhibition-form 

responding to the question of  how these practices are oriented within the 

time-space proposed by newly emerging digital and social contexts. 

Fundamentally, this research proposes the question when is installation 

as opposed to  where.  Particular emphasis was given within practice-based 

processes to subjective phenomena, guided by speculative methods 

concerning intuition and providence concerning literature research, with 

acausal overlapping phenomena emphasised in the context of  material 

practice. Strategies were formulated into a highly individuated 

autoethnographic methodology, producing temporal objects available for 

reflexive scrutiny  and  exposition as artefact. The material residue of  this 

process in the form of  photographs, personal notes and collected literature 

coalesce around the recreation of  a single painting, the provenance of  which 

is the subject of  debate and speculation. 
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The implications for installation practice in the context of  a global 

pandemic presented the necessity for a radical reappraisal of  methods. This 

urged the question of  what role digital exposition and the image has in this 

context. While enduring questions of  document and artefact provided 

theoretical context, new reflexive tools were developed to examine the 

material and social context of  the exhibition form, the role of  painting, and 

the waning indexicality of  the photographic image, such that digitisation 

and the simulated object act critically upon the various strata of  practice and 

exposition. 

The reflexive, digitally projected, virtual-object is one method of  

spatial hypothesis and lens upon the temporal strata of  artistic practice 

enveloping architecture and image. The form of  exhibitionary display 

presented by this thesis, through conjecture sufficiently proposes its own 

sitedness, may attend to its own style, and infuse with its footprint while 

being absent of  any media whatever. As with other axiomatic structures 

along the expanded continuum, it is presented at this moment, as a 

transitional object absent of  teleological concern, suggestive only of  

other territories. 
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PREFACE 

This preface will highlight for the reader a general context from which this 

research emerged to clarify the selection of  those strands specific to this 

particular line of  investigation. The painting practice this researcher 

engaged with up until embarking on this investigation and its relative 

expanded modes was primarily concerned with the malleability of  the 

digital image. Painting in this instance became a form of  critique, a flimsy 

barricade shoring up doubt about the merits of  the network, media images 

and their transmissibility and manipulation. In both appearance and 

process, this work held significant parallel with the school of  German 

Photorealism stemming from the 1970s and painters such as Gerhard 

Richter, which, relocated in the 21st century, appeared to have new 

territories to explore amongst the proliferation of  digital images and 

photography. This mode of  working in the studio occupied much of  the 

decade proceeding this research, from around 2009. The painting 

vocabulary developed during this time was consolidated against the 

background of  this researcher regularly working with digital images and 

making 3D digital models in a non-art context.  

Not to expand the horizon of  this preamble too far, however, digital 

images have played a significant role in this researcher’s creative 

development since the age of  nine when his parents bought an Amstrad 

CPC6128 and later provided access to Adobe Photoshop running on an 

Apple Macintosh. Given the following research, it may be unsurprising that 

these machines resided near bookshelves containing  Goya  by Xavier de 

Salas, Surrealism by Uwe M. Schneede and a complete encyclopaedia.  
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The processes and methods of  drawing, painting and making digital images 

have existed and taken place along the same creative axis for much of  this 

researcher’s life. That is, they have been synthesised conceptually, if  not 

always materially. The material engagement and discourse initiated during 

his undergraduate degree in fine art exposed the potential of  installation 

practices. At this juncture, images were eliminated from his art practice in 

preference of  sound and text. This mode of  work continued for several years 

after 2001 while also engaging with professional work on digital image 

projects in other domains – primarily cinema, television and eventually print 

media.  

While these strands may at first appear arbitrary relative to the 

research that follows, what the reader will find in the methods and theory is 

a synthesis of  image-making processes, each that critically reflect and ask 

questions of  the interwoven strata; from methods of  studio-based painting 

through to the context-sensitive installation and its documentation. What 

this research has sought to do – rather than dutifully scalpel the rich 

hybridity of  creative practice toward a singular material practice – is attempt 

to extend the critical reach of  studio-based painting along with its peripheral 

actions so that they may ask vital questions of  what the exhibition-form 

fundamentally is: what exactly is its utility and ontology as only one of  many 

methods of  image dissemination in the 21st century? The context of  this 

research is formulated from a life spent engaged with drawing, painting and 

the digital image and has sought to define methods that conceptually and 

materially harmonise strategies from the conventions of  painting practice 

with the critical potential of  the digital image and the artist-form 

installation. 
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REINTRODUCING 

 An artist stands in a newly acquired third-floor studio of  a former office 

block, soon to be closed due to fire in an adjoining historical building. The 

fire will take place some months in the future. They paint a representation 

of  a vinyl glove using a photographic reference. The image was chosen 

through stochastic process some weeks prior. What are the characteristics of  

a practice expanded from the historical conventions of  painting or 

photography? The conventions within image-making practices persist as 

vital articulations, yet are distributed and layered through an innumerable 

range of  material and conceptual practices.  Andre Rottmann in recalling 1

David Joselit’s assessment of  painting’s perseverance concludes that painting 

is no longer self-contained, that it explicitly fuses connections with broader 

“social, technological and economic networks” and that “painting is beside 

itself.”  Diffuse categorical edges and slippery definitions necessitate this 2

research and discussion; however, it is precisely due to this categorical 

fluidity that interest has remained with the expanded practices since the late 

1970s.  Nonetheless, if  borders cannot and should not be strictly defined, 

then origins will be considered. Establishing an initiating point in the 

definition of  this field of  inquiry is as problematic as the delineation of  any 

other historical object. However, the etymology – if  language is to be of  use 

in this field – can be traced to one essay and one writer.  

. Graw, “The Value of Liveliness,” in Painting Beyond Itself, 83-90.1

. Rottmann, “Remarks on Contemporary Painting’s Perseverance,” in Thinking Through Painting, 2
10-11.
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Admittedly, Rosalind Krauss’s concatenation of  what were already sprawling 

expanded strategies for the material conventions in sculpture and latterly 

other media, served only to invite a critical assessment through language of  

those same movements.  As Craig Staff  has suggested, Krauss’s was an 3

attempt to apply structural discourse, of  category and name, to a set of  

practices emerging from minimalism and sculpture that had been maturing 

for more than a decade prior.  Krauss’s exposition, through its negative 4

definition of  terms, has had a profound effect on methods and practices of  

artists from 1979 to this day, whether in agreement or through resistance to 

it.  While Krauss’s exposition invited us to “think into” the expanded field of  5

sculpture – modifying and somewhat usurping Clement Greenberg’s 

delineation of  medium specificity – enough distance was left between terms 

on the continuum to allow for definitional subsets, material hybridity and 

micro-ecologies that although highly individuated, still bore some debt to the 

macrostructure of  Krauss’s Klein Group.  It is along just one of  these 6

continua, somewhere in the region of  axiomatic structures, not-painting and 

not-photography that this discussion begins. Attempting to “graft” the terms 

of  Krauss’s schema to painting and by extension other media, opens up 

lacunae of  infinite scope, a porous field which, rather than providing a useful 

map, undermines the foundational utility.  

. Krauss, “Sculpture in the Expanded Field,” 38; Fares, “Painting in the Expanded Field,” 482.3

. Staff, After Modernist Painting, 50-51.4

. Raskin, “The Shiny Illusionism of Krauss and Judd,” 7; Costello, “Greenberg's Kant and the Fate of 5
Aesthetics in Contemporary Art Theory,” 218; Osborne, Anywhere Or Not at All, 102-8.	

. Krauss, “Sculpture in the Expanded Field,” 38.6
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However, this research takes Krauss’s field as the point of  critical departure 

and considers how this semiotic, Aristotelian logic applied to painting, 

photography and by extension the image, has consequence within artistic 

practice at this moment. 

 Chapter I of  this thesis explores in depth the foundation of  the terms 

being discussed and their respective etymologies, asking what is addressed 

through the terms expanded practice or installation? What is a totality or 

discrete object relative to image-making practices, and where or when are the 

locus of  conjunction between the terms ‘expanded’ and ‘install’? This 

chapter will begin with an analysis of  Krauss’s proposition for the expansion 

of  sculpture and consider this seminal document relative to her analysis of  

Broodthaers’s Voyage on the North Sea. This context will serve to raise essential 

questions regarding the haecceity of  a work and how contemporary 

structural approaches like that of  Graham Harman’s OOO may be of  

further use in considering the relative problems emerging from self-evident 

formations. 

 What Krauss carries forward from Greenberg is fidelity to conventions 

of  practice and material.  Within this discussion, the reader will find a 7

reappraisal of  how those conventions are assessed resulting from their 

inherent malleability – and reconsideration as their technical supports lay 

strewn on the beachhead of  the digital. At this moment the definite article 

ought to be removed, the emphasis placed on the hypothetical and replaced 

with photograph(?) or painting(?).  

. Krauss, “Two Moments from the Post-Medium Condition,” 56.7

3



However, as so much still bears remarkable semblance to these conventions, 

both in method of  practice and method of  display, it will be useful to place 

these under a broader category of  the image. In this discussion the image 

suggests a malleable, porous state between byte, packet, fixative, safflower 

oil, as well as the walls, floor and ceiling upon which these materials are 

arranged. Presenting the image as a definition is necessary due to the material 

expansion of  conventions that have taken place during the 20th century; a 

‘Ship of  Theseus’ analogy having been rendered in relation to each 

medium.  From the painting blended with the skim of  the gallery wall in the 8

work of  Vladimir Tatlin to Hannah Leighton-Boyce’s extended exposures 

on found curtains, simultaneously these appear as both and not painting or 

photography.  Nevertheless, as the minimalist sculpture that tempted this 9

state may be the object we bruise against to gain ample distance from the 

painting, in turn, it is has increasingly been the institution walls we 

encounter on the retreat to view the expanded field from afar.  10

 Chapter II takes as its foundation a close analysis of  a single work and 

exhibition by the artist R. H. Quaytman. Consideration is given to the 

differential analogy and its implication in image-making, asking what does it 

mean to invoke the “whole network.”  The subject of  Michael Fried’s ideal 11

conditions for the image is explored and reconsidered through the lens of  

OOO and how the hybridity of  Bruno Latour transforms the premise of  

absorption.  

. Harman, Object Oriented-Ontology: A New theory of Everything, Chapter 1.8

. Rowell, “Vladimir Tatlin: Form/Faktura,” 99; Staff, Retroactivity and Contemporary Art, 2-3.9

. Krauss, “Sculpture in the Expanded Field,” 34-6. Recalling Barnett Newman’s quote, arguably 10
having influence on Judd, Stella and so on.

. Krauss, “Voyage on the North Sea,” 53–55; Joselit, “Painting Beside Itself,” 126.11
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As George Baker has remarked, the project of  expansion has asked us to 

conceptualise a medium that can interpenetrate while maintaining 

autonomy and the specificity of  its conventions.  This consideration is 12

pursued through the analysis within Deleuze’s film image, the profilmic 

space of  David Rodowick and the scrutiny Victor Burgin has applied to 

these questions enveloping, painting, photography and the digital image. 

 The persistence of  these material conventions are propagated within 

what we locate and describe as the gallery, the institution, or site of  display. 

This term is to act as a counterpart to the site of  production within the 

arguments presented. In the year of  writing, the necessity for this definitional 

fluidity is obvious and given voice throughout.  Not merely because of  the 13

difficulties that arise for the photograph’s indexicality in relation to the 

digital, but the fast-shifting sands that shape what we believe a landscape, a 

city or a social contract should be. The problematic site or any fixed location 

either in respect to production or display have been unanchored for decades; 

however, these conventions appear to have longevity in relation to the 

image.  Concisely, an artist at present, will often produce an image at one 14

location and display it at another. Perhaps that location is geographically the 

same in both instances, often a temporal divide will exist.   15

. Baker,”Reanimations (I),” 35.12

. Doherty, “An Urgent Programme to Reimagine the Future of Arts and Culture“ on Culture Reset. 13
The mission statement of this online conference broadly encapsulates the omnipresent tension of 
panic and inertia during the 2020 pandemic and its disruption of cultural production. “Born out of 
the devastating impact of Covid-19 and inspired by the urgent need to accelerate change and 
respond to the experiences of a broader diversity of people…”

. De Rijcke, “Staging the Studio: Enacting Artful Realities through Digital Photography” in Hiding 14
Making - Showing Creation, 226-9.

. Kee, “Situating a Singular Kind of 'Action': Early Gutai Painting, 1954-1957,” 135.15

5



Where process, production and display are temporally concurrent, like that 

in the works of  the Gutai Group, a categorical transcendence may have 

been instantiated; this variety of  temporal layering and meshing has been a 

priority of  consideration for this research. While an apparent outward 

correspondence to the conventions of  painting and photography has been 

maintained within the macro-category of  the image; an emphasis within 

practice has been placed on the species of  concurrence suggested by Allan 

Kaprow, detailed by Krauss and demolished by the digital.  Time is a 16

primary condition of  both the production and display of  the image, whether 

in concurrence or displaced. While each medium of  the image and its 

material conventions have expanded and merged with other materials, an 

enduring constant has been the exhibition, the installation, the conditions of  

display. The present circumstances for displaying the image congealed 

around the end of  the 18th century, and were modelled on the display of  

scientific and natural history exhibits and have remained relatively unaltered 

since.  17

 Chapter III dissects the relationship between the site of  production and 

site of  display, while also raising the problems that erupt form the term site. 

The thus far theoretical concerns are reframed in the context of  a cultural 

landscape stricken by a global pandemic. The primary framing device of  the 

institution and exhibition are scrutinised through the specific works by artists 

including Dutton and Peacock, Philippe Thomas and Ilya Kabakov.  

. Rodowick, The Virtual Life of Film, 93-99. Particularly the section titled, The New Media.16

. Ribas, “Seeing, Showing, Ordering: Notes on a Natural History of Exhibiting,” in Theatre, 17
Garden, Bestiary: A Materialist History of Exhibitions, 134. On Von Mechel’s innovation of 1776.

6



The exploration of  these strategies are coupled with examinations presented 

by Julienne Rebentisch and Boris Groys and together these form a primary 

metaphor within this research – the antechamber. Walter Benjamin’s 

analysis of  the production of  time serves as a central motif  in an 

examination of  the spaces of  display and the exhibition as its own subject.  18

 The constant property of  the exhibition and display, from then to now 

are the spatio-temporal conditions, or as Remi Parcollet recalling Olivier 

Lugon described it, “walking about.”  The Baudelairean chore of  walking 19

around and looking at things, of  space and time, remain two of  the very few 

properties common to the site of  production and display at this moment.  20

The contention within this research is that temporality is the property within 

which an expansion of  practice meets the expansion and synthesis of  

materials, the digital and display, and carries the field into further diffuse 

territory worthy of  exploration. While discrete material and immaterial 

objects are continually being explored and produced, this discussion has 

elected to emphasise the process of  production, and more specifically research 

itself  – positioning the practice-based research as an object — specifically a 

time-sensitive object with predefined spatio-temporal bounds. From the 

outset of  this investigation, it became apparent that producing discrete 

objects independent from the reflexivity necessary to develop a substantial 

methodology is perhaps impossible. To describe researcher bias or 

independence in this context is unnecessary, but to accept it as integral and 

adapt it to the methodology is required.  

. Benjamin, Illuminations, 207. 18

. Parcollet, “Exhibition Space, Time and the Exhibition Itself,” in Forms of Imagining: Exhibitions, 19
27. “All exhibitions – whether artistic, commercial or educational, however varied their installations – 
agree on at least one point: they make you walk about.”

. Baudelaire, The Painter of Modern Life, 29–36.20

7



This acknowledgement should serve to demarcate a separation or distance 

between fine art research in this context and other disciplines. A unit 

common to this practice-based research, the process of  production and 

display, is time. Anne Ring Peterson’s commonly understood assertion that 

the installation artwork has a unique quality in expressing time; not merely 

clock or cosmic time, but internal, psychological time, is one premise upon 

which this research has advanced.  If  expanded works – the edges of  which 21

fuse with the category of  installation works – fundamentally address, reveal 

and expose how time is felt and experienced, then by what methods do 

practice-based research respond to this potentiality? What temporal 

phenomena and subjective states can be transcribed from the process, 

advancing from the site of  production to the site of  display? 

 Chapter IV directs focus specifically to the question of  time and the 

exhibition using the analysis of  Boris Groys to consider the ontological 

divide between East and West, how forms of  display emerge from selected, 

conditioned and cultivated audiences.  The question of  the exhibition, its 22

document and audience, is pursued through the writing of  Miwon Kwon, 

who discusses the recreation of  unrepeatable works and how specificity and 

the document appear to collapse under digital methods.  The problem of  23

the digital image in relation to the site of  display is advanced by considering 

the history of  the modern exhibition since 1776 through to the 

contemporary international art space, the space of  video projection and 

psychoanalytic session.  

. Petersen, Installation Art, 200.21

. Groys, In the Flow, 75-83.22

. Kwon, “One Place after Another: Notes on Site-Specificity,” in Space, Site, Intervention: 23
Situating Installation Art, 57-8.

8



Finally mythic consciousness, boredom and the three-fold present are 

positioned as instantiations of  temporality within the display context.  24

 Following from Graham Harman’s delineation of  object-oriented 

ontology, Timothy Morton has argued for the aesthetic dimension of  

causality, that to be in space and time is to be already caught up in a web of  

aesthetic relations.  That cause is forever occurring at a distance, forever 25

removed, partially veiled and aesthetic. In an uncomplicated way, Morton 

alludes to these distant causalities through painting; that the object is a 

distillation of  both human and non-human interactions. They are objects 

made of  a pigment suspended in oil or arabic, when they hang on the wall 

they relate to the wall. A fly will land, dust will settle on it, and through time 

the pigment will crack, all beyond and surpassing primary human 

intention.  This research, while operating within the described conventions 26

of  the image, shifts emphasis to those events and circumstances peripheral to 

the central method of  intentional interaction. Acknowledging this as a 

ground for discussion and inviting “uncanny causality” to have prominence 

within research strategy, has helped shape and define a methodology. The 

ambition is a necessarily practice-based, artistic process that deeply connects 

the conditions of  display to the conditions of  production. This research 

supposes that the white square of  the Klein group should be extruded such 

that temporality and spatiality are both principally emphasised conditions of  

image production – intrinsic to the reading of  fine art process through 

display.  

. Osborne, Anywhere Or Not at All, 176.24

. Morton, Realist Magic: Objects, Ontology, Causality, 21.25

. Morton, 24.26
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 Chapter V extrapolates the considerations formulated concerning 

display: how the spatiality of  the installation suggests a temporal object and 

presents research which has assisted in developing a highly individuated 

methodology at the level of  practice. The discussion takes as its point of  

departure the baroque cinema of  Raúl Ruiz and charts a path that considers 

the production of  psychological time and acausal correspondence.  This 27

discussion arranges diverse threads including psychological phenomena 

associated with library research, Vladimir Nabokov’s exploration of  the 

arcane An Experiment with Time, and how Timothy Morton presents causality 

within the frame of  aesthetics. Focus is given to the installation of  Arturas 

Raila, where synchronicity is employed as a distinct practice strategy in 

relation to engagement with archival materials and obsolete sub-cultures. 

 Recalling the fire and observing the painting of  the glove, the artist 

stops, retreats and looks out of  the studio window. Behind the vertical 

window blinds, balled-up under a box, a similar vinyl glove, almost identical 

to the representation found in the painting. Phenomenological 

correspondence and a sensitivity to it is a state familiar to the artist, the 

researcher, the viewer, the reader.  There is a substrate we can refer to as 28

coincidence, synchronicity, library serendipity, prevenient grace and host of  

similar terms that accumulate to psychological correspondence or repetition. 

This is a category distinct from metaphor or metonymical parallel. The 

correspondence observed in this research is time-sensitive, subjective, beyond 

allusion and has a distinctly acausal structure.  

. Heinemann, “Siren Song: The Narrating Voice in Two Films by Raúl Ruiz,” 8.27

. Chipman & Shepard, “Second-Order Isomorphism of Internal Representations: Shapes of States,” 28
2; Zeisel, Inquiry By Design: Tools For Environment-Behavior Research, 30, 137 & 200.
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The causal chain for any instance of  correspondence may be retroactively 

understood in several ways, but as Morton and his contemporaries similarly 

describe the object, this correspondence is forever retreating, veiled and 

aesthetic.  If  the expansion of  the material conventions of  the image 29

extrudes across the temporal axis, then time becomes medium, the technical 

support upon which correspondence makes its mark. The methodology 

described within this research explores how both the production and 

research of  a painting or a photograph can be positioned as the object 

which accumulates, accents, destroys and rewrites a highly individuated 

series of  correspondences dependent on both human and non-human 

phenomena. To further problematise and unpick this relationship, central to 

this research is the emphasis Krauss placed upon obsolescence, recursion 

and how the photograph deconstructs a still prevalent conception of  original 

and copy.  It is useful to acknowledge the presentation of  these 30

characteristics by Krauss follows directly from Walter Benjamin, in turn 

referencing and stemming from historical materialism.  31

. Morton, Realist Magic : Objects, Ontology, Causality, 100; Harman, “Formalism in Aesthetics,” 29
in Dante’s Broken Hammer; Harman, “Tristan Garcia and the Thing in Itself,” Section 2. Objects and 
the Compact. 

. Krauss, A Voyage on the North Sea: Art in the Age of the Post-Medium Condition, 41.30

. Krauss, “Reinventing the Medium,” 305. “What Benjamin had earlier spoken of as the necessary 31
plurality of the arts (represented by the plurality of the Muses), a plural condition that stands apart 
from any philosophically unified idea of Art. This is another way of stating the need for the idea of 
the medium as such to reclaim the specific from the deadening embrace of the general.” Krauss’s 
own commentary is definitive in this text, however further parallels can be drawn from Benjamin’s 
remarks in The Arcades Project, Small History of Photography & Thesis on the Philosophy of History.
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Chapter VI presents a discussion around the second metaphor of  this 

research; the Chronotope. An analysis of  the term and a presentation of  

Bakhtin’s time-space explored by Craig Staff  within the work of  Simon 

Norfolk sets the context for a discussion that examines how time is composed 

within an individual work.  Instruction is provided by Mark Fisher’s 32

examination of  Jacques Derrida’s Hauntology, the production of  an ever-

cycling present, and the consequence of  stalled temporality in the work of  

Patrick Keiller. Corresponding arguments are presented from Ilya Kabakov 

specific to installation, which in turn punctuate insight from Dylan Trigg, 

Jacques Ranciere and Gilles Deleuze. Concluding with arguments from 

Bruno Latour, Deleuze and Bakhtin, temporal hybridity without unity, is 

explored as the defining Chronotope of  installation. 

 While the underlying premise of  time in relation to art-making process 

has been foregrounded, additionally fused to the concerns of  any production 

are the myriad socio-political contexts contemporary to that process. In his 

essay Imaging, Patrick Keiller refers to the identification that Lefebvre makes 

in the Production of  Space: that all life revolves around exceptional moments. 

Because of  such moments, around 1910 it became necessary to strip this 

meaning out, to show that these moments had lost their significance.  33

Keiller goes on to remark on David Harvey’s referencing of  this passage, and 

Harvey parallels this with the insight that a similar profound shift in the 

“structure of  feeling” appears with the onset of  post-modernity in the early 

1970s, proceeding the subsequent slide into neoliberalism.  

. Staff, Retroactivity and Contemporary Art, 41-7.32

. Keiller, The View from the Train: Cities and Other Landscapes, 184-7.33

12



Keiller concludes by remarking that after the autumn of  2008, it seemed 

possible that this era may be giving way to another, which suggested that 

exceptional moments may still have some value. The production of  an 

object and the duration of  that production, shape and are shaped by such 

exceptional moments, correspondences that cascade not only through direct 

human and non-human interaction, but indirectly and at a distance. The 

time of  production stretches out a temporal film upon which 

correspondences are registered and fixed. The exploration and careful 

refinement of  this expanded, temporal methodology through a practice-

based strategy, is the central concern of  this discussion and research. The 

material specificities of  painting and photography have been considered 

against the background of  digital malleability and the image. The temporal 

processes inherent to research and image production take place against the 

background of  the city – which in its forms and discourses has become 

global. Acknowledging this context as integral to the process of  production, 

as well as the socio-political context, has been a priority.  In asking what the 34

consequences of  the expansion of  the image mean for production and 

display, the consideration that Kabakov gives to his installation works, that 

they are “folded out paintings” we can walk through, is essential.  If  we fold 35

the support out across the gallery, across the studio, the landscape and time, 

what becomes registered on the temporal surface and what is revealed by 

that process? 

. Osborne, Anywhere Or Not at All, 160.34

. Ross, Ilya Kabakov, 128; Kabakov, A Return to Painting, 12-13; Bishop, Installation Art: A 35
Critical History, 14-20; Groys, “Kabakov: The Utopia of Painting,” in History Becomes Form: Moscow 
Conceptualism, 125-6.
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 Chapter VII builds on the proceeding arguments and presents the 

final, and perhaps the most critical debate within the practice-based strategy 

formulated during this research. The implication of  the digital document 

first raised by Paul Ricoeur is examined by Boris Groys and helps shape a 

discussion vital to practice-based methods applied to installation and the 

image at this moment.  David Rodowick’s examination of  digital 36

indexicality relative to interior vision, and how duration in the montage of  

Eisenstein yields to a continuous pixelated present, serves to draw out both 

insight and error regarding the perception of  digital methods. The 

specificity of  Victor Burgin’s digital video installation Dovedale frames a 

discussion of  the Deleuzian crystal-image which serves to expand Groys’s 

discussion of  the document and present the current primary dilemma, that 

contemporary art has become the medium for investigating the eventfulness 

of  events.  The argument presented by Peter Osborne that the perceived 37

collapse of  indexicality resulting from the digital image, may have more to 

do with the disintegration of  reality through social structures – than from 

the digital medium itself  – serves to raise consequential arguments for the 

production of  time, the artefact, its document and the digital image.  38

 The final discussion presented in this thesis explores those 

methodological-specific structures which assisted in formulating strategies 

within practice. These are punctuated with critical details that necessitate 

practice-based research more generally and may act as a foundation for 

further investigations.  

. Ricoeur, “Archive, Documents, Traces,” in The Archive, ed. Merewether, 66; Groys, In the Flow, 36
137-146.

. Groys, In the Flow, 22; Crang et al, “The City and Topologies of Memory,” 172. Providing the 37
following comment regarding eventfulness: “The Aristotelian frame, moving us from identitiary time 
(chronos) and nonplace (chora) to inhabited place (topos) and time as eventfulness (kairos).”

. Osborne, Anywhere Or Not at All, 128.38
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The frameworks presented by Patrick Costello, Rebecca Skains and Gillian 

Rose for creative research, helped triangulate and structure a reflexive 

autoethnography. In turn, this method assisted in analysing individual 

practice in the context of  broader cultural concerns and formulate a unified 

approach to what is necessarily a hybrid, multi-dimensional territory within 

contemporary art practice. This discussion presents how the intermeshing of  

research and practice gradually developed to produce a distinct, time-

sensitive object, available to analysis by the researcher and simultaneously 

critical of  this same process. This comprehensive discussion is punctuated by 

essential pivots that occurred throughout the research term, some of  which 

resulted from deliberate actions, for example reading the essays of  Patrick 

Keiller, but also those more diffuse and incidental events and fragments of  

literature that nonetheless tilted the table. The most profound and 

consequential event within the research term has been the global pandemic 

resulting from the novel coronavirus, COVID-19. At the time of  writing, this 

is a continually unfolding disaster that is having far-reaching effects relative 

to the specific questions raised. The discussion in this chapter attempts to 

address these implications, while drawing on both the physical experience of  

staging an exhibition during this period and the literature that assisted in 

developing a response.  

15



CHAPTER I - AXIOMATIC STRUCTURES 

This chapter explores the terms being discussed and their respective 

etymologies, asking what is addressed by the terms expanded practice or 

installation and how they relate to this research. What is a totality or discrete 

object relative to image-making practices, and where or when are the locus 

of  conjunction between the terms ‘expanded’ and ‘install’? This chapter will 

begin with an analysis of  Krauss’s proposition for the expansion of  sculpture 

and consider this seminal document relative to her analysis of  Broodthaers’s 

Voyage on the North Sea. This context will serve to raise essential questions 

regarding the haecceity of  a work and how contemporary structural 

approaches like that of  Graham Harman’s OOO may be of  further use in 

considering the relative problems emerging from self-evident formations. 

STRUCTURALISM, SPECIFICITY AND THE KLEIN GROUP 

A significant strand of  Rosalind Krauss’s project was rooted in calling into 

question a concept of  both material and creative originality.  This 1

acknowledgement is useful in setting the frame for a discussion that will, in 

part, attempt to establish an etymological source of  Krauss’s theoretical and 

critical work relating to expanded practices and installation art. It could be 

argued the point of  departure for this discussion may be placed elsewhere, 

perhaps with Allan Kaprow, Kurt Schwitters, perhaps Richard Wagner.  2

. Krauss, “The Originality of the Avant-Garde” in The Originality of the Avant-Garde and Other 1
Modernist Myths, 157. “Now, if the very notion of the avant-garde can be seen as a function of the 
discourse of originality, the actual practice of vanguard art tends to reveal that ‘originality’ is a 
working assumption that itself emerges from a ground of repetition and recurrence… It is thus from a 
strange new perspective that we look back on the modernist origin and watch it splintering into 
endless replication.”

. Meyers, “Totality: A Guided Tour,” 101–7. 2
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Although this research will call upon these artists’ work and recognises the 

continuum along which expanded practices have unfolded, it is the 

structuralist Krauss of  the late 1970s who as Graham Harman noted, held 

in “her briefcase a sketch of  the Klein Group” that will provide a theoretical 

ground away from which a diagonal will be charted.  While the 3

Greenbergian notion of  medium-specific purity has diminished utility, facets 

of  Krauss’s adaptation and redefinition of  this term are of  particular 

interest to this research. Krauss’s reevaluation laid the groundwork not only 

for a particular kind of  innovation informing the subsequent proliferation of  

expanded practices and installation art, but importantly how we might 

contemplate and “think one’s way into” such multimodal, multidisciplinary 

works and reorient practice and critical reflection.  4

 The apparent distinction between the terms installation and expanded 

works depends primarily on how we access, or “think into” both these 

spaces. Perhaps the only common trait is that of  dimension; the distinction 

may seem to lie between what constitutes a discrete object and a totality - 

with both these states dependent on certain time-sensitive conditions and 

agreement upon those conditions.   5

. Harman, Art and Objects, 124. Included in this sentence is a reference to Deleuze and Guattari, A 3
Thousand Plateaus: Capitalism and Schizophrenia, 345. “The dividing line, however, is not there. The 
dividing line passes not between history and memory but between punctual “history-memory” 
systems and diagonal or multilinear assemblages, which are in no way eternal: they have to do with 
becoming; they are a bit of becoming in the pure state; they are transhistorical.”

. Krauss, “Sculpture in the Expanded Field” in The Originality of the Avant-Garde and Other 4
Modernist Myths, 284.

. Titmarsh, “Thinking the Phenomenon of Image Through the Poetics of Contemporary Expanded 5
Painting,” 43. Titmarsh provides a concise paragraph titled The Object describing the continuum, 
symbiosis and context of the terms ‘expanded’ and ‘installation.’; Also Staff, After Modernist 
Painting, 62. “To this end, whilst certain artists sought to confer an ‘increased dimensionality’ onto 
painting by adopting strategies which included repositioning the medium so that it appeared almost 
quasi-sculptural in appearance…”
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What will be considered throughout this discussion is the permeability 

between these terms, both in the sense that they are from the outset porous 

and perpetually magnetised, mutually dependent. If  the installation or 

expanded object is defined only by temporal bounds, the term used by 

Krauss within the Klein diagram of  ‘axiomatic structure’ could be 

positioned as a crucial starting point.  In the context of  this research, the 6

term installation will in part be allied with the concept of  totality, expanded 

works married with discrete object – although this differentiation and wilful 

evasion of  a category are foundational to the discussion. Claire Bishop 

described the work of  Claes Oldenburg, Jim Dine and Allan Kaprow as 

shaping immersive environments, these artists being motivated by a rejection 

of  conventional spaces for displaying art objects.  Of  course, it was Kaprow 7

who, within Western art, first foregrounded the totalising experience as the 

defining characteristic of  the installation; severing or disrupting the 

continuity between discrete object and site of  display has been at the base of  

the installation urge from the outset.  Boris Groys has argued, the genesis for 8

this politically motivated strategy proceeded Kaprow and originates with the 

Russian avant-garde through El Lissitzky, Kasimir Malevich and the 

development of  Suprematism.  Here the terminus ad quem is difficult to place; 9

however, the conceptual correspondence is readily recognisable.  

. Krauss, “Sculpture in the Expanded Field” in The Originality of the Avant-Garde and Other 6
Modernist Myths, 287.

. Bishop, Installation Art: A Critical History, 23.7

. Bishop, 22–7.8

. Groys, In the Flow, 80. “Not accidentally, this shift from the artwork to the installation occurred in 9
the Soviet Union earlier than in many other places. And also not accidentally, it occurred originally in 
the context of the radical Russian avant-garde, and especially its most radical, Suprematist version.” 
Following this Groys comments that it was, of course, Michael Fried who described the concept of 
installation, 82.

18



The description that Kaprow had suggested for this practice supports a 

rendition of  completeness; he remarked there is a stark difference between 

filling and obliterating a space or placing a discrete object or objects within it 

to which they would bear a relationship.  Kaprow more often than not 10

chose obliteration, a full spatial and environmental erasure, supplanting the 

site or institution in which he carried out his process. However, a question 

remains relative to this strategy: to what degree have site and, by extension, 

its institutions been erased, obscured, not to mention obliterated. In this 

context, both the historical horizon and the boundary of  the object are of  

interest to this research: might the edges of  the ‘totality’ or entrance to the 

obliterated space not directly suggest another variety of  discrete object and 

its converse? 

 Although Bishop suggests the contemporary definition of  this method 

of  practice and display stems from the 1960s and the work of  those 

mentioned above as significant, there is evident anxiety in Bishop’s discourse 

regarding methods and presentation that support Krauss’s analysis – 

concerns expressed at the very first murmurings of  totalising impulse.  11

Contemporary methods and examples – of  the era spanning the 1980s to 

2020 – Bishop suggests, have rendered the term installation meaningless, a 

vacuous banner for which the only requisite is a reflexive acknowledgement 

of  the installation’s staging.   12

. Kaprow et al, Essays on the Blurring of Art and Life, 92. While the quoted section is useful “The 10
Shape of the Art Environment,” the initial text “Notes on the Creation of a Total Art” provides further 
context, 10–12.

. Bishop, Installation Art: A Critical History, 6–8. Bishop aligns the modern totalising impulse with 11
El Lissitzky, Kurt Schwitters and Marcel Duchamp, somewhat corroborating Groys. Although Bishop 
suggests the text is aiming at a theory as much as a history of installation art, the essential 
categorical elusiveness and ambiguity are acknowledged. The attempt to contain this plurality of 
“anything goes” appears unresolved. Krauss, “Specific Objects,” 222.

. Bishop, “But is it installation art?” Writing in 2005 for Tate, “it has become the catch-all 12
description that draws attention to its staging, and as a result it’s almost totally meaningless.”
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Bishop supports this discomfort by citing the remarks of  Liam Gillick in 

reference to the category; he suggests that it is or has become nothing more 

than a signifier for middle-brow, low-talent, earnestness stuffed with pseudo-

profound content.  Similarly resistant to the term, and what is and is not 13

encapsulated by installation, Thomas Hirschhorn prefers the less 

complicated demarkation of  display.  The extremities of  opinion are 14

notable and point to a more substantial underlying problem that is broadly 

indicative of  flawed terms of  discourse and an ambiguous demarcation of  

what constitutes those terms. The result is a rejection of  the methods of  

discourse and application of  practice corresponding to installation art. The 

sentiment is one this research is generally in agreement with and will seek to 

address the formal, temporal and methodological permeability between 

expanded-practice and installation-practice, specifically in relation to the 

image. The more suitable terms of  site of  production and site of  display will be 

used interchangeably with studio and gallery respectively – the necessity, if  

not self-evident, will be elaborated on as the discussion proceeds. 

Designation of  how site is labelled and conceptually formed, although 

inherently fluid, highlights the transient nature of  this component. Bishop, 

in describing the installation of  Robert Irwin, remarks that he used the term 

“site-determined” which explicitly opposed the concept of  “site-

dominant.”  These may be understood alongside the terms “site-adjusted” 15

and “site-specific”, firstly where the work is relocatable but specific, and then 

where the work is a direct response to a site and cannot be interchanged.  

. Bishop, “But is it Installation Art?”13

. Bishop, Installation Art: A Critical History, 123.14

. Bishop, Installation Art: A Critical History, 57.15
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In describing these terms Bishop recalls the work of  artists whose work 

depended only on the “bleak, white, eventless space,” and notably remarks 

on the photographic documentation – much of  it revealing works which 

looked “disarmingly similar.” Of  course, the emphasis within such works by 

Robert Irwin, James Turrell, Doug Wheeler and Michael Asher was to resist 

mediation by the image and “instead be experienced directly.” However, the 

disparity between aspiration and monograph is notable and of  interest to 

this research. 

INSTALLATION AND THE POST-MEDIUM CONDITION 

Acknowledging from the outset that it is possible to loosely define two 

methods of  material approach that categorise installation art and its extant 

structures will help further refine terms. The first described by Bishop 

suggests a plurality – or what Krauss derisively labelled as an “anything 

goes” approach – where a mixed-media, a multidisciplinary, multimodal 

strategy is acceptable as a carrier for the practitioner's concepts and 

motivations.  The second is that of  specificity, which was further refined in 16

Krauss’s terms to differential specificity.  Establishing these broad 17

categorical markers goes some way to describe the formation and central 

concerns for what Krauss defined as the expanded field of  sculpture. Bishop 

simply refers to installation as a genre within a range of  art practices, 

suggesting that the term medium is unsuitable, with an anachronistic 

implication.  

. Plante, “The Real Thing: An Interview with Rosalind E. Krauss.” Commenting in this 2013 16
interview Krauss refines her objection to the seeping plurality: “I hate installation art, and my hatred 
energises me in relation to the book I’m now writing on the medium. I just hate it. I think it’s 
pandering, like belly dancers shaking their stuff and trying to seduce the viewer. I find it utterly 
meretricious.”

. Krauss, A Voyage on the North Sea: Art in the Age of the Post-Medium Condition, 21.17
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While adherence to the medium-specific requisites positioned by Greenberg 

is untenable within this broad category, Krauss’s more flexible self-differing 

layers offer a ground from which a practice-based, critical exploration can 

begin. Whereas in other texts Krauss loosely defines this adaptation of  

Greenberg’s terms, it is within the pages of A Voyage on the North Sea that she 

elaborates on the defining characteristics of  the concept through meditation 

on the work of  Marcel Broodthaers – whose work and strategy was by all 

account multimodal and multidisciplinary, and suggests why this term 

remains useful and applicable.  The text describes a critical strategy for Art 18

in the Age of  the Post-Medium Condition, and originally published in the year 

2000, also is suggestive of  a critical trajectory between Sculpture in the 

Expanded Field of  1979. Krauss begins by positing the term “automatism” as 

one possible alternative to medium specificity, comparing the shared concept 

to that of  a fugue or sonnet, whereby there is a given or self-evident 

structure, and the potential for free play and improvisation around the form. 

Discussing this concept further in relation to the processes of  William 

Kentridge, Krauss uses the term “fortuna.” The term describes a process of  

making that is automated, but within which there is the opportunity for 

serendipity. A further comparison is made to how language and conversation 

are structured, and that language is dependent on learned patterns of  

speech; and much of  what we say is “preprogrammed, semi-mechanical, a 

form of  automatism.”  19

. Krauss, 9–12.18

. Krauss, 6.19

22



The medium-specific piety advanced by Greenberg is, in part, 

dismantled within Krauss’s project.  Through invoking Derrida’s parergon 20

or theory of  grammatology, the concept of  removed interiority – a separate 

and distinct interior from an exterior – is reduced and described as a 

“chimaera, a metaphysical fiction.”  It is through the apparent continuity 21

between interior and exterior this research will observe the methods of  

production and display concerning installation, asking when the “higher 

object” is substantiated materially or temporally.  Krauss expresses similar 22

doubt regarding institutional critique in this context, suggesting its potential 

has been significantly weakened in the context of  neoliberalism and late 

capitalism. Critically revealing or showing the institution or the academy to 

itself, Krauss suggests, will simply end up being filed as an inexpensive 

advertisement for the institution and by extension capitalism.  It is the 23

question of  objects, no matter how diffuse, and their relationship to the 

greater macro-structures of  power and finance that underwrite not only 

Krauss’s polemic but much of  the critical thought that surrounds both 

expanded-practices and installation art.   24

. Krauss, 27–29.20

. Krauss, 32.21

. Harman, Art and Objects, 173.22

. Krauss, 33. “According to this theory, even if it is issued as a critique of the culture industry, will 23
end up only as a form of promotion for that very industry. In this way, the ultimate master of 
détournement turns out to be capitalism itself…”

. Osborne, Anywhere Or Not at All, 162. This section of the chapter Art Space, sets the 24
ontological frame of transnationalisation, the problematic of the culture industries and presents the 
exhibition form relative to the concerns of both Krauss and de Duve.
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Although Krauss’s dissatisfaction with installation lies in the failure to 

acknowledge convention, this strategy to subvert theoretical concatenation 

appears to rest at the foundation of  what Groys identifies as the source of  

the installation impulse, to evade individuation, commodification and 

reorient the audience.   25

BEYOND SPECIFICITY, REDEFINING ART SPACE 

Groys suggests this was the strategy of  El Lissitzky in the later period of  his 

artistic life, and the objective of  these later works was to visualise social space 

that was organised and structured by the veiled space of  production. Groys 

reminds us that El Lissitzky set a divide between what he termed a “passive” 

and “active” exhibition, the former may be understood as a traditional 

exhibition, the latter installation.  The installation absorbs the conventions 26

of  the traditional exhibition but also encompasses the production, the 

architecture and its characteristics in exuding space and light – every part 

“should be subjugated to this goal.”  Although Krauss describes this 27

inescapable undermining of  the object through Broodthaers’s work, she goes 

on to observe the materiality of  his practice in the context of  installation, 

particularly the Department of  Eagles. Krauss remarks on his use of  the 

outmoded, obsolete or dated collector’s object suggesting this obsolescence 

somewhat circumvents capitalistic modes of  exchange.   28

. Groys, In the Flow, 79.25

. Groys, 83.26

. Groys, 89.27

. Krauss, A Voyage on the North Sea: Art in the Age of the Post-Medium Condition, 42–5.28
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Krauss recalls Benjamin Buchloh’s thought that the dead aura and musty air 

carried from the 19th century curio and museum cabinet might lead the 

observer to believe the work was unconcerned with the modes and fashions 

of  contemporary art. While this remark is not difficult to unpick, it is 

suggestive of  useful considerations regarding aesthetic and methodological 

concerns. What is evident and foundational to installation art is that material 

method, praxis and display are intrinsically bound with strategic, political 

and social consideration from the outset. Krauss contrasts Donald Judd’s 

concept and use of  the term specific objects – that painting was now no 

different to sculpture and had taken on its attributes – with Joseph Kosuth’s 

rebuttal.  Kosuth remarked that Judd’s attribution emptied painting of  its 29

specificity: if  we are considering art in general, we are not considering the 

attributes and concerns of  painting. In this regard, it is also worth recalling 

Kosuth’s own streamlining of  the term conceptual art to simply art in recent 

years.  Krauss then goes on to outline conceptual art’s notion of  purifying 30

itself  of  the material dross of  production, the desire of  dematerialisation to 

remove itself  from commodification. However, this commodification seems 

inevitable, as the affectations of  commodity art become evident – immunity 

from the corruptions of  the marketplace seem impossible. Through 

installation art’s adaptation of  all materials and media, Krauss objects that 

there would be flattening, a false equivalency between the material support 

and the site of  display itself.   31

. Krauss, 10–11.29

. Kosuth, “Victoria State Library: What’s Your Story? Joseph Kosuth.”30

. Krauss, A Voyage on the North Sea: Art in the Age of the Post-Medium Condition, 15.31
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The art magazine, the dealer's booth at the fair, the museum gallery would 

be levelled and homogenised by the neoliberal project, where each 

component would only reveal the underlying principle of  commodification, 

the “market value for which the object is a sign.” The question raised by the 

admonition of  technical support collapsing into the site is significantly 

problematised when the edges of  the institution are not entirely dependent 

on recognisable architecture, geography or delineation within these terms. 

 Perhaps more than any material, Krauss suggests that Broodthaers’s 

primary medium is fiction.  His self-created museum is an example of  this 32

fiction, and through it, we are invited to perceive the reality of  the 

institution, and simultaneously what it veils. Krauss’s comments on the use 

of  fiction as a medium, connects directly with metafiction – nesting and 

cascading narrative structures – and inherently with the recursive turn in 

late capitalism’s critical art-making milieu. Circular reasoning conducted 

within and leveraged as both a reality and a metaphor for the system of  

exchange. The ambition in this strategy is that by gesturing the fictions of  

the institution not only can fiction itself  be used to uncover, but through 

close adherence and direct parallel disintegrate the process of  fiction-

making. In this way, the specificity of  imposed experiential structures 

instantiated by the institution may be considered and deconstructed. Krauss 

individually remarks on the recursive characteristics of  Broodthaers’s work 

by recalling Maurice Denis 1890 dictum on the pictorial medium.   33

. Krauss, 53.32

. Krauss, 6. “Remember that a picture, before being a battle horse, a female nude or some sort of 33
anecdote, is essentially a flat surface covered with colors assembled in a certain order.”
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Krauss suggests he is describing the layered, complex relationship that 

we would call a recursive structure – a structure that, through its elements, 

will produce the rules that generate the structure itself, an autopoiesis. In 

describing his reasoning as to why he selected obsolete, commonplace 

collector’s objects to create his installations, Broodthaers remarked that to 

use anything resembling a technological object would simply reduce the 

inherent overall complexity, flatten and condemn the reading of  his work to 

a variety of  “monomania.”  Broodthaers communicated opposition to a 34

minimalistic art that appears derived from the robot and computer. In 

reflecting upon this reasoning, Krauss sets out further defining 

characteristics of  differential specificity, remarking that embedded within 

this position are two components worthy of  consideration regarding the 

medium. The first describes the specificity of  a single medium and how this 

medium is understood as differential or self-differing – what are those 

individual qualities and characteristics that distinguish it from other 

material, other media? Krauss argues that once these qualities have been 

given prominence, heightened, and understood as a layering of  specific 

historical conventions, they will “never simply collapse into the physicality of  

their support.” 

The second is concerned with the status of  the object as commodity, as 

active within the current system of  exchange and finance; the obsolete 

object has been put to pasture, no longer of  any intrinsic financial value. 

The definition of  what is understood as aesthetically contrived by 

technology is far from clear within Broodthaers’s own project, particularly in 

this definition.  

. Krauss, 53.34
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However, as with the characteristic of  obsolescence, together they 

describe methods of  engagement and representation that are suggestive of  a 

space of  aesthetic concern and context that operate within a more extensive 

network of  exchange.  Groys relates the acquisition of  the readymade for 35

Broodthaers as the creation of  a personal semi-mythological space “in which 

diverse profane things take on symbolic, magical or erotic meanings.”  This 36

designation is contrasted with later artists such as Jeff  Koons’s adaptation of  

the readymade, in which the object acts as both social critique and the 

superimposition of  personal myth.  

NOT-PAINTING, NOT-INSTALLATION AND FOUR-FOLD LOGIC 

The doubt expressed by Krauss at the early stage of  the development of  

installation art, has perhaps been substantiated – despite the attempt at 

coherent critical framing of  the subject. This trepidation has been given 

voice in recent decades by Claire Bishop, Anne Ring Petersen, Mark 

Rosenthal and artists whose output would appear to reside distinctly within 

this broad category.  However, while the origin, horizon or boundary may 37

be difficult to identify regarding the installation object, similarly we might 

ask the same question of  the conventions ascribed to the medium more 

generally: at what exact point does “not-painting” emerge or terminate?  

. Joselit, “Painting Beside Itself,” 125.35

. Groys, On the New, 94.36

. Bishop, “But is it Installation Art?” “Almost any arrangement of objects in a given space can now 37
be referred to as installation art, from a conventional display of paintings to a few well-placed 
sculptures in a garden. It has become the catch-all description that draws attention to its staging, and 
as a result it’s almost totally meaningless.”; Petersen, Installation Art between Image & Stage, 40-1; 
Rosenthal, Understanding Installation Art: From Duchamp to Holzer, 25. “In the contemporary 
period, the multivalent character of installation art has yet to be fully grasped.” 
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The quaternary model that Krauss derived from the mathematical Klein 

Four-Group or semiotic Greimas Square suggested how oppositional but 

contiguous terms could merge and expand along a continuum and varying 

axis presenting an array of  objects specific to the initiating conditions.  38

Therefore, in a lucid and unobscured way, the structure sets the parameters 

for critical discourse. The model Krauss suggested in 1979 could be 

concisely described in the following way: sculpture can undergo a logical 

expansion through being negatively defined across a spectrum of  possibilities 

between two polarities or initiating terms. At one end we find not-

architecture with all its historical and material conventions, at the other not-

landscape. Ascending on the vertical axis from these are each of  the 

initiating term’s positive inversions, within which lies a field of  potentialities. 

There seems to be little to argue with, and the model has an inviting quality 

– assuming theoretical and critical clarity are the objective. However, in 

application to other mediums, for example, painting, which Krauss alluded 

to within the essay, what exactly constitutes not-painting and what its 

oppositional term might be, remain continually open for speculation.  In 39

part, this research begins with painting and its possible inversions and 

complementary oppositions and asks what along this axis constitutes extant, 

axiomatic structures? Should the model be pliable in a way that would be 

effective, an outward extrusion of  the square could take place, with the 

terms photograph, not-photograph, time and not-time added to the points of  

intersection.  

. Krauss, “Sculpture in the Expanded Field” in The Originality of the Avant-Garde and Other 38
Modernist Myths, 284.

. Krauss, 289.39

29



From the conventions of  these mediums and the dimensional field of  

potentialities, a methodology has been synthesised for this practice-based 

research – setting these initial terms for the discussion are necessary and 

instructive, if  not incomplete. Is there utility in either categorical definition 

or adaptation of  conventions within a broader field of  artistic practice that 

inherently occupies a state of  post-medium and post-conceptual?  What 40

would appear to motivate a position that improvises around the conventions 

of  a given medium? Is this a requirement for a historical orientation and 

promulgation of  convention, a distinctly conservative, hierarchical 

ontology?  While the rebuttal or at least sufficient flaws of  Krauss’s position 41

have long been settled – the medium buried with the acceptance of  a post-

medium condition – when the image is the vehicle for an artistic practice are 

we not already participating in a historically oriented conservatism?  On 42

this argument, this research is not merely narrowing the image to a specific 

set of  conventions alone, although they are acknowledged – the image is to 

be understood in the broadest terms. Along whichever axis of  the adapted 

Klein cube we navigate, out toward not-painting, not-photograph, axiomatic 

structure or digitisation – there are unavoidably one or several material 

carriers.  

. Graw, Painting Beyond itself - the Medium in the Post-Medium Condition, 9.40

. Osborne, Anywhere Or Not at All, 5. The revivified conventions of art history exemplified by 41
Fried; Osborne referring to Harold Rosenberg asks, what kind of art history?

. Osborne, Anywhere Or Not at All, 102. Recalling Smithson’s conversation with Kaprow on the 42
avalanche of categories, Osborne presents the dilemma this intermediality raised for the museum and 
Krauss’s attempt to contain these in her semiotic field.
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HISTORICITY, THE IMAGE MOTIVATION AND SPATIAL EXPANSION 

The argument for an adaptation of  Krauss’s specificity, or a hybrid method, 

may be made with the question, what is, or what may occupy the position of  

not-image, not-painting, not-photograph within this context? Whether through 

dimensionality, endurance, a claim of  non-aesthetic principles, 

dematerialisation or the assumed occupation of  any other state with the 

hyphenated predicate not, absorption into the macro-ecology and critical 

discourse of  art practice requires proximity to convention that resides in the 

containing, self-evident structures.  This proximity, no matter how diffuse, is 43

irrefutably present.   

 In an illuminating passage addressing proximity that discusses the work 

and process of  Renée Green and Tacita Dean, Peter Osborne describes the 

infatuation with and desire to resurrect some spectre of  the 1960s into the 

present moment.  Partially Buried Woodshed by Smithson is jolted back to 44

life by both artists during the 1990s through specific motifs and explicit 

recreation that Osborne describes as being distinct from re-enactment but 

without any sense of  artistic legacy. Osborne identifies the problem 

persistent in this malaise until as recently as 2008 with Nicolas Bourriaud’s 

Art Project.  The artists involved created works that improvised on a theme 45

of  Smithson, but managed to avoid extending or developing his practices in 

any way. Osborne suggests these works were merely citational or worse, 

superficially mimetic and functioned only as a kind of  “academic 

historicism” that aimed to legitimise the individual artists through proximity.  

. Lojkine, “Exposition/Exhibition: The French Salons,” in Theater, Garden, Bestiary: A Materialist 43
History of Exhibitions, 157–9. The section titled The Politics of Exposition.

. Osborne, Anywhere Or Not at All, 105.44

. Osborne, 106.45
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Whether the recent or distant past, it could be argued that the ‘image 

motivation’ is a historically oriented initiative that at its centre is conservative 

and reliant on questionable propinquity. However, this reading contains an 

apparent narrowing of  the potential for the image that appears purely 

cyclical and unconcerned with the border implications for practice and 

interpretation at the level of  display. To partially disassemble both the 

illusion of  category and artistic convention is to reveal and acknowledge 

them as in part hermetic, recursive and self-propagating.  To embark on a 46

discussion of  what constitutes an expanded painting, not-photograph or 

installation and related practices, is to test and query at a fundamental level 

the categorical boundaries from practice and research, through to site and 

display.  47

 In considering the haecceity of  the installation object or the gauzy 

perimeter of  the discrete expanded object, Graham Harman’s Object-

Oriented Ontology has proved useful to this research and assisted in 

progressing the question of  what permutations lie along the axis of  

axiomatic structures. The consideration of  Harman’s four-fold delineation 

of  OOO, synthesised and coupled with Krauss’s structuralist model for the 

expanded field has presented a method of  approach to the installation 

object.  Neither requires a rigid methodological adherence; however, both 48

suggest a loose formalism by which both critical discourse and practice-

based strategies could be developed while positioning the image centrally 

within that discussion.  

. Caygill, “Stelarc and the Chimera: Kant's Critique of Prosthetic Judgment,” 50. “With the 46
concept of life as a formative power, Kant tries to account for the existence of organised matter or 
life itself. The organisation of matter has to be "both cause and effect of itself.”

. Titmarsh, “Shapes of Inhibition: Painting in the Expanded Field,” 29-32.47

. Harman, “An Outline of Object-Oriented Philosophy,” 195.48
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ZERO HORIZON AND THE APOLITICAL 

The question of  what constitutes the installation object presents a problem 

similar to that described by the Ship of  Theseus problem or the Sorites 

Paradox.  To escape or nullify this paradoxical issue is to conclude that the 49

artist decides “by fiat” the perimeter – Harman voices a difficulty with this 

position by recalling Arthur C. Danto’s chained cat.  Danto uses the 50

exhibition of  a sculpture of  a cat chained to an iron railing to illustrate. In 

this example, the sculpture is attached to the gallery wall presenting the 

problem of  where the sculpture ends. Harman asks if  the artist tells us this is 

a sculpture of  the universe because the horizon is indeterminate, should we 

accept this stipulation? His conclusion contends the sculpture or the 

installation inevitably end somewhere. While the realism of  Harman’s 

argument is compelling, it may be argued that this elusiveness is and has 

always been the inherent strategy of  installation practice and expanded 

works.  Strategic ambiguity does not invalidate a discussion of  materiality 51

separate from the socio-political discourse, for example at the outset of  her 

comprehensive review of  the concerns within installation art, Anne Ring 

Petersen is adamant that hers is not a study “that aims to examine the 

relationship between politics and installation art.”   52

. Carrier, Rosalind Krauss and American Philosophical Art Criticism, 57. Carrier recalling Barthes 49
in Chapter 3: “Suppose it were decided . . . to erect a monument to Theseus and to put his ship upon 
the monument. Surely some people would say that the ship put together from discarded planks was 
the right one to raise up there. And dispute might break out about this matter between priests who 
favoured the working ship and antiquarians who preferred the reconstruction.”; Morton, Realist 
Magic : Objects, Ontology, Causality, 29.

. Harman, Art and Objects, 138–40.50

. Groys, In the Flow, 84–5; History Becomes Form: Moscow Conceptualism, 105–123. The 51
discussion presented by Groys on authorial sovereignty in installation coupled with the requirement, 
on occasion, for a sense of anonymity suggested by Kabakov. “But the space of an artistic installation 
is the symbolic private property of the artist. By entering it, the visitor leaves the public territory of 
democratic legitimacy and enters a space of sovereign, authoritarian control.”

. Petersen, Installation Art: Between Image & Stage, 18.52
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Petersen’s reasoning is predicated on her designation of  installation as a 

genre, such that it may act as a vehicle for “a whole range of  different 

political agendas and ideologies.” Boris Groys’s assessment positions the 

germ of  installation in the early Twentieth Century Russian avant-garde 

through Suprematism and consequently in the unofficial Soviet “lay art,” 

which sought in a very purposeful way, to remain elusive and obscure 

authorship.  Assuming that obscuration is foundational, consideration must 53

be given to these competing concerns: formal and material reality coupled 

with resistance to theoretical encapsulation. 

 Within the context of  OOO, there is an invitation to consider the 

formal tension between these positions: the continually retreating, veiled 

object, along with its qualities and appearances. Harman’s formulation of  

OOO suggests that no aspect of  human perception, sensual experience or 

encounter can entirely consume, exhaust or apprehend the object – this 

extends to non-human objects and their relations to each other. In this 

framework human perception and sense-making are interlocked with the 

object, shaping a third higher object, and in Harman’s estimation, this third 

term is pivotal to illuminating the ontology of  art.  It is the tension between 54

the definite bounds of  sensual qualities and appearances and the 

inexhaustible “noumenon” that OOO speculates upon – this is the scalable 

tension presented both by the discrete, expanded-object and the diaphanous 

installation-object. In a purely structural sense, there is the implication of  a 

similar triad within Barthes reflection on Eisenstein’s stills from Ivan the 

Terrible.  

. Groys, In the Flow, 93–4.53

. Harman, Art and Objects, 173.54

34



His informational and symbolic level describes a parallel with the sensual 

qualities and appearances of  the object. While Barthes suggests that the 

third level gives rise to unnameable but evident traits, it is apparent these 

attributes are composed and compounded by the differing layers fused by 

the symbolic and informational.  The haecceity of  the still from Eisenstein’s 55

film; somewhere in the field between costumes, thick make-up, the pouring 

of  gold and historical mythos, the image wavers intangibly into perception. 

In apprehending and addressing the purely informational structure offered 

by the expanded object, discrete, quantifiable properties along with a 

delineated edge remain elusive, both materially and conceptually. Further, if  

the attribute of  temporality is introduced, the translucent edge appears to 

retreat to an almost indistinguishable space.  

STRATEGICALLY INDISTINCT STRUCTURES WITHOUT GROUND 

In calling upon the structural methods of  both OOO and the Klein group, 

there is an attempt to give ground, context and loose definition to what 

might already be considered an irretrievably indistinct designation.  There 56

is a broader question regarding spatiality and the image that will be 

highlighted throughout this discussion. This research does not suggest nor 

wish to describe a reductive mapping of  this territory, or reduce to 

incomplete category: instead, to chart useful nodes and waypoints, 

speculating upon the tensions between the psycho-temporal potential of  the 

site of  display, the image, and the corresponding concerns for individual art 

practice.  

. Barthes, Image, Music, Text, 52–5.55

. Petersen, Installation Art: Between Image & Stage, 37–45. This section Towards a Definition, 56
simultaneously describes fundamental characteristics along with the categorical elasticity and 
resistance of installation.
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In respect to the socio-political context for this research, acknowledgements 

must be made in this regard. One of  the significant criticisms levelled at the 

proponents of  OOO is that it overly fetishises the object, de-humanises the 

subject and in doing so acts as a conduit for a variety of  crypto-neoliberal 

ideologies.  This is worth remarking, because if  accepted, it is oppositional 57

to the structural model proposed in Krauss’s expanded field, the strategies 

suggested by differential specificity as well as the lineage of  critical discourse 

embedded in the installation-object from the outset. The implication of  the 

flat ontology proposed by OOO and raised by its critics is the equivalence 

drawn between the human subject and those objects of  lesser concern – 

lamps, trains, raisins, pelicans, bats or viruses.  While this denunciation may 58

appear glib or mainly irrelevant to a discussion of  temporality, the image 

and installation-object, it points toward the question of  contemporary 

strategies for display and production and their historical context. In response 

to these inherent tensions, the strategies employed in practice and discussed 

throughout are drawn upon sensitively. The variety of  critical ontology 

espoused by Brian O’Doherty when he suggested that capitalism has one 

strength: it recognises our basic greed and that ideological claims about the 

object “are droned out in a field loaded with false hope, sheer lies and 

megalomania” – this research acknowledges and is sympathetic to these 

pitfalls.  As O’Doherty remarked, there are no innocent bystanders.  59

. Cole, “Those Obscure Objects of Desire,” 322–3.57

. Kafka, ”Braving the Elements,” 89-–90. Kafka derisively highlights the tendency by Morton, 58
Harman and others sympathetic to OOO toward lists of equivalency that span the domestic to the 
cosmic.

. O’Doherty, Inside the White Cube: The Ideology of the Gallery Space, 110.59
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It is impossible to engage fully with the questions germane to a unified triad 

of  temporality, the image and installation art without recourse to the socio-

political context of  installation’s emergence and maturation. In focussing 

upon the term that Krauss used in the vertical axis of  Klein Group for the 

expanded field – axiomatic structures – there is a latent question raised 

within this designation: when exactly is a structure self-evident? At which 

point along the continuum does the object gain sufficient definition to 

differentiate itself  from other structures? If  this question is addressed to the 

installation object, it suggests that a certain kind of  aesthetic and symbolic 

coagulation should arise that is indicative of  a temporal and metaphoric 

structure hovering beneath and underwriting the material referents. These 

referents and their accumulation might be understood as moment-signs in 

Von Uexküll’s classification.  A condensation of  psychological process, 60

feeling and thought that is dependent on moments emerging from sensual 

appearances and real objects. Time envelops both subject and object, but in 

contrast to space, does not distinguish between the two.  It could be argued 61

that we need travel no further than his twelve categories and noumenon? 

However, it is Harman’s adaptation of  Kant to the project of  OOO and its 

removal of  the autonomous subject that has appeal for this research.  62

Within the totalising object, distinction, separation, and division are 

problematic – individuation reduced to zero and the exposition of  context 

outlines Groys’s description of  the installation.   63

. Deleuze and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, 229–300. From 60
Becoming-Animal, and within the section Memories of a Spinozist, II, a distillation Von Uexküll’s 
moments relative to a Tick.

. Von Uexküll, Theoretical Biology, 53.61

. Harman, Art and Objects, 12–20.62

. Groys, In the Flow, 98–9.63
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Raising the examples of  Von Uexküll’s moment-signs in relation to Krauss’s 

designation of  axiomatic structures and Harman’s implied unification of  

subject and object is to highlight for the reader the question being explored 

by this chapter: what is a totality or discrete object relative to image-making 

practices, and when do its constituent elements arise in the process of  

making? 

Olivier Lugon’s assertion that all exhibitions agree on at least one 

singular point: that walking about is a requirement, and this trait spatially 

and temporally fuses the subject with their environment.  While an 64

exhibition might suggest a dialogue between discrete objects and audience 

under the authorship of  one or several artists, the installation whatever its 

material, formal properties, envelops the audience fusing them with the 

architecture, the site and the symbolic order of  image and time.  The 65

haecceity of  the installation, its axiomatic structure, may be understood as 

metaphor, as crystal. The installation may be considered a temporarily 

stable fusion of  material elements across a variable number of  sites. While 

the higher-order, crystalline object may appear to entirely severe the 

necessity for classification under conventions of  the medium, its material 

constituents and site are not automatically released from these enduring 

codes and practices – there is a dependency.  Just as it is possible to discuss 66

installation both as a genre and strategy, so too are the concerns of  

differential specificity and transcendence of  materiality infused – the first 

relates motivation, the second relating to which layer analysis is applied. 

. Parcollet, “Exhibition Space, Time and the Exhibition Itself,” in Forms of Imagining: Exhibitions, 64
27. “All exhibitions – whether artistic, commercial or educational, however varied their installations – 
agree on at least one point: they make you walk about.”

. Bishop, Installation Art: A Critical History, 16.65

. Deleuze, Cinema II: The Time-Image, 82.66
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CHAPTER II - UNCONVENTIONAL SELF-DIFFERING LAYERS 

This chapter begins with an analysis of  a single work and exhibition by the 

artist R. H. Quaytman. Consideration is given to the differential analogy and 

its implication in image-making, asking what does it mean to invoke the 

whole network of  the image. The subject of  Michael Fried’s ideal conditions 

for a communion with painting is explored and reconsidered through the 

lens of  OOO and how the hybridity of  Bruno Latour transforms the 

premise of  absorption. The project of  material expansion asks us to 

conceptualise a medium that can interpenetrate while maintaining 

autonomy and the specificity of  its conventions. This consideration is 

pursued through the spaces of  cinema described by Raul Ruiz, Deleuze’s 

analysis of  the film image, the profilmic space described by David Rodowick, 

and the scrutiny Victor Burgin has applied to these questions enveloping, 

painting, photography and the digital image. 

R.H. QUAYTMAN, SPECIFICITY, EXPANSION AND THE IMAGE 

If  we begin at the exterior – with shape – the first noticeable feature of  the 

painting titled Christian Philipp Müller's picture of  Andrea Fraser Performing May I 

Help You at Orchard in front of  Louise Lawler's Picture of  an Andy Warhol Painting 

behind a Tony Smith Sculpture, is the square composition.  Since organising each 1

body of  work since 2001, R. H. Quaytman has grouped each series as a 

chapter, drawing a direct parallel to the conventions of  literature.   2

. Stillman, “In the Studio: R. H. Quaytman,” 92.1

. Galvez, “Tabula Rasa: On the Art of R. H. Quaytman,” 308.2
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The purpose of  this, the artist explains, is to observe the physical object of  

painting and its connection to the broader networks of  circulation and 

exchange. One of  the features of  this collation is the preset sizes and scales 

that Quaytman works to, of  which there are eight. Each of  these 

composition sizes nest, and are formulated in relation to the golden mean, 

the square, of  course, a feature of  the rectangle subject to the divine 

proportion. This feature leads us to the first correspondence with Krauss’s 

definition of  differential specificity but extends further than proportion 

alone.  Krauss in observing Marcel Broodthaers’s work A Voyage on the North 3

Sea in which the film camera analyses a thrift store painting of  ships at sea 

explores the recursive, reflexive nature embedded in this hierarchal method 

of  looking. The framing and cropping available to film technology reveal 

particular sections of  the canvas which in turn create new abstract 

compositions – to the point where only the grain of  the canvas is evident to 

the viewer. This form of  recursion is a fundamental component of  Krauss’s 

definition, mainly where one medium, its materials and conventions, are 

used to analyse and observe the materials and conventions of  another.  4

 Remaining with the formal qualities of  the image, Quaytman describes 

a square and within the composition we find another square, skewed and 

containing another series of  rectangles. However, the abstract and formal 

qualities of  the painting act as an introduction to the mise-en-abyme the 

artist has constructed, formally, pictorially, linguistically and temporally.  

. Davis, “Succession and Recursion in Heinrich Wölfflin's “Principles of Art History,” 159.”…even as 3
the forms of representation condition this very form of observation. Evidently, then, a recursion 
(seeing to making to seeing) operates in the successions in so far as they manifest the primary 
decorative or “formal” interest.”

. Krauss, “The White Care of our Canvas” in Perpetual Inventory, 102–6.4
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The artist Andrea Fraser on whose chignon, back, ear and shoulder we look, 

cranes her neck slightly forward suggesting eye contact between herself  and 

the painted image. Within this painting, the woman in the Andy Warhol 

composition is eclipsed at the hand of  Louise Lawler and the liquid-black of  

a Tony Smith sculpture. Along with this telescoping of  art history references, 

Quaytman’s material process in the construction of  her paintings aligns with 

Krauss’s project.  The painting is created using a silkscreen method, 5

photographic material being transferred directly using oil-based pigments to 

gessoed wood panels. The photograph was taken by Christian Philipp 

Müller, himself  a conceptual artist primarily dealing with institutional 

critique. The photograph from which the painting is derived may be 

classified as found, and Warhol’s material process – the process that 

originally constructed the image of  the woman that stares back out at 

Andrea Fraser – was constructed by his signature method of  screen printing.  

Just as the square nests within the golden section, so we find a painter 

observing a conceptual artist, observing a performance artist, observing a 

photographer, observing an Andy Warhol screenprint – behind a sculpture. 

The sculptural form invites the suggestion that the viewer is also 

participating in this recursive unfolding.  6

 These layers of  recursion and fidelity to material conventions may 

indeed be enough to have the work fall sufficiently within Krauss’s 

delineation of  differential specificity. Differential referring to how historical 

conventions compose a medium, and how these distinctions from other 

mediums become detectable.  

. Ganz Blythe, “R.H. Quaytman: Archive to Ark, the Subjects of Painting,” 84–7.5

. Ganz Blythe, 81.6
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As the conventions accrued over time by that medium appear and are 

perceived within an artwork and are further layered through the conventions 

of  another medium, these specific differences become increasingly accessible 

to the viewer. In this one image at the topmost level, the conventions of  

photography and painting are used as a lens to observe the other nested 

practices and mediums within the image. Warhol’s woman becomes cropped 

and abstracted, just as Smith’s sculpture gets the same treatment within an 

image that is the subject of  an infinite series of  onlookers. This historical 

and formal mise-en-abyme, suggests an expansive, connecting array of  

variables, incomprehensible at any one moment, present only as a third 

residual object.  A characteristic of  Krauss’s specificity in discussing the 7

concept in relation to Broodthaers’s work is deliberate obsolescence.  

With Broodthaers, we find the use of  the flea market painting, the 

outmoded collector’s item, the museum piece, the stuffed eagle, all 

representative of  objects removed from their primary exchange-use and 

context.  In the exhibition titled From One O to Another, which contained the 8

painting of  Andrea Fraser, Quaytman positions several paintings in a storage 

rack similar to those in her studio. Quaytman is presenting a challenge, 

foregrounding the physicality of  painting before and after its display in the 

gallery, the market. These racked paintings have been rendered partially 

obsolete, visually inaccessible.  

. Harman, Art and Objects, 72.7

. Chaffee, “Marcel Broodthaers's Un Voyage en Mer du Nord,” 61.8
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This veiling recalls Kippenberger’s declaration regarding painting – the 

whole network is essential – that once circulated, exchanged, archived and 

put in storage, the obsolescence of  the physical object is an embedded 

feature of  the work.  The use of  fiction described by Krauss in the analysis 9

of  Broodthaers’s work, suggests the exposition of  the modes of  discourse 

and exchange inherent to institutions and their connective limbs. In 

Broodthaers’s case a fiction most prominently manifest in his Museum of  

Modern Art, Department of  Eagles – an intervention into the hierarchies of  art 

discourse and its institutions.  Alongside the paintings on display and not on 10

display in the exhibition From One O to the Other, Quaytman exhibited the full 

financial spreadsheet of  the Orchard Gallery where she had been a curator 

in the preceding years.  This action, as well as revealing the financial fact of  11

what underwrites much artistic display and discourse, extends the 

impenetrable fictions that circulate these activities. As with the individual 

painting, are the spreadsheets likely to reveal in full, the true nature of  what 

is involved in running a gallery, managing artists, producing art? The 

spreadsheet compounded with the rack of  paintings and the painting of  

Andrea Fraser shifts the audience member from a passive position as a 

consumer to an active agent engaging with a production, about artistic 

production – more concisely, permitting involvement. The consumer is 

invited to curatorial speculation, art dealership, gallerist, manager and artist 

while being telescoped through the networks of  recent art history.  

. Joselit, “Painting Beside Itself,” 126. “Martin Kippenberger identified the most important problem 9
to be addressed on canvas since Warhol in an interview of 1990–91: “Simply to hang a painting on 
the wall and say that it’s art is dreadful. The whole network is important! Even spaghettini…”

. Borgemeister and Cullens, “Section des Figures: The Eagle from the Oligocene to the Present,” 10
136.

. Yale Union, “R.H. Quaytman. Orchard Spreadsheet, 2016”; MoMA, R. H. Quaytman. ”Orchard 11
Spreadsheet, 2009.”
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THE IMAGE IN SPACE, THE EXHIBITION AND MERE RECEPTACLES 

The tendency toward reflexivity within exhibition-making is evident in 

Daniel Buren’s thorny polemic of  1972 where he views with suspicion the 

museum and its gallerists as bait and trap for an artist who is fundamentally 

the powerless prey.  Buren viewed the exhibition explicitly as art’s 12

“justification, reality and grave,” and the opening line of  this short text, 

through negative association opened a path for trajectories within 

installation practice that would follow: 

“The subject of  exhibitions tends more and more to be not 

so much the exhibition of  works of  art, as the exhibition 

of  the exhibition as a work of  art.”  13

While simultaneously acknowledging the exhibition as “its own subject as a 

work of  art,” he does so with negative inference, categorising the discrete 

objects as art, whereas the context and architecture are mere receptacle. 

Vincent Normand on the subject of  Apparatus and Form, recalls Walter 

Benjamin’s discussion of  “exhibition value” and elaborates on the value 

division highlighted by Buren.  The tension between the discrete object, its 14

materiality, the information it carries and the “exhibition as ontologically 

constitutive” of  that information, is continually in question Normand 

proposes.   15

. Buren, “The Function of an Exhibition,” 216.12

. Buren, 216.13

. Normand, “Apparatus and Form: The Split Identity of the Exhibition” in Theater, Garden, 14
Bestiary: A Materialist History of Exhibitions, 99.

. Normand, 99.15
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Normand argues that following Benjamin’s insight, art information is not 

something that preexists its exhibition – “rather something historically and 

ontologically coeval with it.”  As this inquiry of  status and context has 16

progressed, the entanglement Normand suggests, has only increased 

between what is perceived as a discrete object, the individuated artwork and 

the question of  site and context. This increasing consciousness and 

reflexivity deployed as a tool of  the artist, Normand argues, has “constituted 

a crucial vector of  transformation in the ontology of  the artwork.”  17

 Within the context of  the exhibition by Quaytman, the theatrical 

premise – should the arrangement be considered in this way – raises a point 

of  discussion relevant to this research. Michael Fried’s characterising of  

theatricality would suggest that Quaytman’s arrangement of  the work does 

not sufficiently distance or make itself  independent from the viewer – just 

the opposite, it does not claim the indifference necessary for absorption.  18

The work invites and is relying on the participant to complete several 

propositions. There is a clear delineation between each object within the 

display; equally, they do not collapse or merge into the walls of  the site. 

However, each part and the site of  the Orchard Gallery were contained and 

inextricably bound in a relationship completed by the viewer – forming a 

third object.   19

. Normand 99.16

. Normand 99.17

. Goudouna, “The Durational Turn: Absorption and the Specificity of temporality,” in Beckett's 18
Breath: Anti-Theatricality and the Visual Arts, 85. “Fried’s criticism, the binary structuring of his 
themes and the evaluative hierarchy he sets up between theatrical and anti-theatrical art is 
considered by critics as reductive, but also as anachronistic and conservative, due to its formalist and 
idealist approach.“

. Bishop, Installation Art: A Critical History, 101.19

45



Presented by this installation-object is an opportunity to scrutinise the 

characteristic of  theatricality derided by Fried and suggest this characteristic 

is inseparable from the object, particularly the installation-object – 

independent of  dimensional, symbolic or formal concerns.   20

THE THEATRICALITY OF OBJECTS WITHOUT LIMITS 

Central to Fried’s objection is the formulation of  a work that contrives to 

include the beholder and through doing so to incite a response that nullifies 

its potential as art. Assuming Fried’s definition, the installation-object would 

appear irredeemably theatrical in its hyperaware leveraging and 

foregrounding of  context, site and subsuming of  the beholder.  The 21

primary failing of  the theatrical work suggested by Fried is that of  literality 

and by his definition, these terms become interchangeable. Harman, in his 

exposition of  OOO, agrees with this uncontroversial position – the literal is 

the true death of  art – however, he makes a salient argument that artwork, 

discrete or otherwise, is perpetually theatrical.  He remarks on Fried’s 22

connection of  the term literal with shape in his monumental 1967 essay, 

when Fried exclaims that deploying shaped supports rather than the 

conventional rectangle merely prolongs the agony of  literalism in art, to 

which he was referring to particular examples of  minimalist sculpture.   23

. Bishop, 63.20

. Petersen, Installation Art between Image & Stage, 55.21

. Harman, Art and Objects, 58.22

. Fried, Art and Objecthood, 91.23
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The question of  shape alluded to at the beginning of  this chapter presents a 

continually recurring set of  problems concerning temporality and the 

installation-object: shape being allied with perimeter, boundary and 

horizon.  sFifty-three years on from Art and Objecthood, it may seem obsolete 24

to discuss, critique or retread this dimension of  Fried’s project, given the 

significant reservations he expressed after this milestone in critical analysis. 

As Harman has highlighted, it is Fried himself  who acknowledged the 

tradition of  theatricality that opposed absorption began well before the 

striking facingness of  Manet’s paintings of  the 1860s.  There is an 25

assumption in Fried’s project, of  a chasm between absorption and 

theatricality that appears to stem from the Kantian division between subject 

and object – the insistence that these two must never mingle.  Regarding 26

the installation-object it is worth examining Harman’s reconsideration of  

these terms, defining them not as polarities, but as one and the same. In this 

context, the theatrical relation between artwork and beholder is simply 

absorption by a different term. By inference, this suggests the theatrical in 

visual art has nothing whatever to do with the literal, which is Fried’s 

primary criticism and persists independent of  facingness, fused with allusion 

and metaphor.   27

. Artforum, “Amy Sillman Discusses “The Shape of Shape” at MoMA.” In curatorial role, Sillman 24
gave prominence to this question within her 2019 installation The Shape of Shape. Using the work of 
Prunella Clough as a foundation, Sillman asks why shape (as opposed to colour or systems) has such 
low importance in contemporary art discourse.

. Harman, Art and Objects, 73–5.25

. Harman, 56.26

. Fried, Art and Objecthood, 166. On Judd and Morris’s unitary objects: “…inexhaustible, how27 -
ever, not because of any fullness – that is the inexhaustibility of art – but because there is nothing 
there to exhaust. It is endless the way a road might be, if it were circular, for example.”
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Harman contends that to entertain Fried’s assumptions would be to accept 

the artwork does not need a viewer, a beholder, an audience.  Nevertheless, 28

as Harman suggests, the beholder is, of  course, an indispensable part of  a 

work, inextricable as that of  hydrogen to water. However, this assessment 

does not limit or reduce the autonomy of  the object and by extension, the 

installation-object. Harman contextualises the problematic of  the object by 

recalling Heidegger’s primary lesson: that we deal with the object – in this 

case, the hammer – through a set of  distinct background, unconscious 

practices that are “holistically determined by our total social-environmental 

context.”  Harman draws this example out in a manner that is useful when 29

considering the installation-object. He presents an object that cannot be 

known in totality from any singular perspective; a mountain. Even if  a 

supreme being could grasp all sides and all perspectives at once, this would 

still not be enough to exhaust the depth of  this object and know it entirely. 

The mountain is never simply the accumulation of  all views and 

perspectives, a claim made by Berkeley and Merleau-Ponty. By extension, it 

is the mountain alone that permits any possible view in the first place. 

 The spreadsheet, rack of  paintings and those on the wall are synthesised 

with the specificities of  the site chosen by Quaytman, and with the beholder 

constitute the installation-object: the human is as much an ingredient, no 

less than pigment or gessoed panel. As Harman in an uncomplicated 

example has the reader observe, suggesting that art can exist or take place 

without humans – or conscious entities of  any kind – makes no more sense 

than the idea of  water without hydrogen.  

. Harman, Art and Objects, 45.28

. Harman, 18.29
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“Hydrogen is a necessary but not sufficient condition for water, and human 

beings are necessary but not sufficient conditions for an artwork.”   While 30

fully involving the beholder and reappraising the Kantian division between 

subject and object, OOO nonetheless maintains a component of  formalism 

that broadly harmonises with the medium at the level of  individuated works 

and provides a continuance of  Krauss’s definition of  specificity germane to 

the concept of  expanded practices. Harman contends that all is lost if  the 

reading of  the object is permitted to limp into a slothful holism, the 

assumption that everything equals everything else, and is similarly 

enmeshed. Object, context and viewer maintain autonomy and the most 

interconnected, intermeshed installation, including the architecture that 

surrounds it, does not exist exclusively through relations to the whole of  its 

environment. The implication of  object relations and autonomy have a 

bearing on both metaphor and theatricality when considering the 

installation-object.  

TANGLED OBJECTS, HYBRIDITY AND TEMPORALITY 

Bruno Latour suggests this fundamental division between the modern and 

premodern state: the modern position demands an absolute refusal of  

hybridity or propensity toward conceptualising and accepting quasi-

objects.  According to Latour, the hybrid presents a variety of  horror for 31

the modern that must be denied, an intolerable admixture of  nature and 

culture. Arising from Latour’s definition of  the modern is a suggestion of  

how time is structured and understood; concisely, it is a form of  historicity. 

Latour asks, “where do we get the idea that time passes?”  

. Harman, 44–5.30

. Latour, We have Never been Modern, 46–8, 67–9.31
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It may be understood as a cycle, as decadence, as instability, as a return or 

continuous presence. In this assessment Latour invites that we refer to the 

passing of  time – where the past is obliterated – as temporality, to distinguish 

it from competing or variable concepts of  time. What is of  issue for Latour, 

and related to the question of  totality and synthesis, is division, mediation or 

segmentation. The modern concept of  time arising from segmentation 

assumes that we “all take ourselves for Attila,” Latour suggests, assuming 

that following each of  our footsteps, no grass will grow back.   32

This mythologising yields a sense of  time “as an irreversible arrow, as 

capitalisation, as progress.” We are not so much removed from the Middle 

Ages by several centuries, but by “epistemic ruptures so radical that […] 

nothing of  that past ought to survive,” Latour contends. It is worth noting 

the “double asymmetry” presented by the concept of  the modern which 

aspires to delineate the archaic and separate it from the rupture of  the 

modern era – the stable past opposing the schismatic present. It is Latour’s 

assigning of  metaphor to the non-human and clarity in demonstrating the 

hybrid as both plural and singular that should be considered in establishing 

the formal properties of  the installation-object. Harman positions his 

example of  China in relation to Latour’s assessment: a pedant alone would 

refuse the possibility of  a unified entity known as China, simply because of  

its continually changing structure and elements.  Latour, Harman suggests, 33

shows that hybrid entities of  this kind are consistently produced.  

. Latour, 68.32

. Harman, Art and Objects, 59.33
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The hybrid for Latour is a product of  the modern, a necessary class of  risky 

attachments and tangled objects that demand a unique critical approach 

beyond conventional polarities and delineated categories.  In essence, this 34

research broadly agrees with the schema proposed by Harman and Latour 

regarding how the installation-object is approached – and further, suggests 

this entanglement is necessary between the site of  production, site of  display, 

axiomatic temporal structures within practice and historical hybridity within 

display methodologies. 

 While this may instantly seem to discard any thought of  the medium, 

the formalism proposed by OOO suggests a hybridity that invites 

distinguishing between the individual parts, while maintaining their 

inexhaustible autonomy. As George Baker remarked of  Krauss’s self-

differing mediums, the theory asks us to conceptualise a medium that can 

interpenetrate while maintaining autonomy and the specificity of  its 

conventions.  The parallel with the adapted formalism of  OOO and the 35

self-differing medium is apparent. Where Krauss suggests there is the 

potential to grasp the complexity of  the interpenetrated mediums through 

higher orders of  technology – rather than recursively apply this lens to the 

discrete, unitary expanded hybrid – this research positions display as 

inextricably enmeshed in production, a symbolic “higher-order” through 

which its individuated parts and the total object itself  may be grasped.   36

. Luckhurst, “Bruno Latour's Scientifiction: Networks, Assemblages, and Tangled Objects,” 4.34

. Baker, “Reanimations (I),” 35.35

. Krauss, A Voyage on the North Sea: Art in the Age of the Post-Medium Condition, 53.36
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Here, the installation-object may be considered a single hybrid image, a 

spatialised, temporal representation through which nested vistas coagulate, 

phase and perturb contiguity, while simultaneously describing and 

perpetuating an immanent macro-structure. Exploring Latour’s difficulty of  

delineating the archaic as distinctly separate from the modern era along with 

Harman’s concept of  a totality and Krauss’s suggestion of  a medium that 

can interpenetrate while maintaining autonomy, is to highlight for the reader 

the difficulty of  theoretically segregating differing layers, or separating the 

totality from the discrete object, and how in turn hybridity or artificial 

separation contributes to perceived time. 

RAUL RUIZ AND THE IMMANENT MACRO-STRUCTURE 

Ruiz’s protagonist paces the wooden floor analysing and decrypting the 

academic paintings of  the fictional Fredéric Tonnerre, a painter whose work 

bears no consistency of  style or subject.  Thomas Elsaesser remarks on how 

The Hypothesis of  the Stolen Painting, Raul Ruiz’s 1978 film, oscillates between 

irony and academic earnestness as Jean Rougeul, who plays the character of  

The Collector, probes the series of  mysterious paintings that may or may not 

bear a dangerous secret.   37

. Elsaesser, “Raoul Ruizʹs Hypothèse du Tableau Volé,” in European Cinema: Face to Face with 37
Hollywood, 251.
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While the subject and origination of  this film motivated a portion of  this 

research, it is the formal concerns of  this film, “the tacit assumptions 

underlying the conventions of  non-fiction film,” that suggested a parallel 

between the “higher-order” of  observation proposed by Krauss, the 

autonomous hybridity suggested by Latour and the object of  OOO.  To 38

restate the premise of  this research summarised by Anne Ring Peterson: the 

installation-object contains a unique property of  expressing psychological 

time, and this invokes a form of  looking that presupposes a variety of  

motion, not fully aligned, but not antithetical to the cinematic eye.  The 39

layering of  the mythological reenactment, esoteric tableaux and sober 

historical analysis presents an excavation of  image-making and types that 

synthesise to a singular cinematic object. The evident layering in The Stolen 

Painting suggested a methodology in the abstract; analogous to display and 

production within this discussion and research. Elsaesser goes on to describe 

the film as a unique example of  “récit emboité” or shaggy dog story.  The 40

film is primarily a literary reflection on cryptic symbolism, archaic parallel 

realities and the species of  a coincidence that unveils fate and fortune. It is 

Ruiz’s use of  the documentary device, the conceit of  filmic analysis – also 

present in Broodthaers’s Voyage on the North Sea – that is suggestive of  the 

documentary and cinematic potential of  the installation-object.  

. Pierre Klossowski’s fiction, particularly The Baphomet served as a departure point at a critical 38
stage. This novel provides many of the images in Ruiz’s film.

. Petersen, Installation Art between Image & Stage, 347. On the teachings of video installation.39

. Elsaesser, “Raoul Ruizʹs Hypothèse du Tableau Volé,” in European Cinema: Face to Face with 40
Hollywood, 252.
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Through the vocabulary of  museum aesthetics and the narrative capacity 

that arises from the spatiality inherent to the site of  display, the installation-

object may be positioned as the uppermost strata, and encompassed within a 

practice that emphasises the temporality yielded from the conventions of  

archaic, medium-specific image-making as its subject. 

 The Hypothesis of  the Stolen Painting is characterised by Michael Goddard 

as a baroque system, with reference to the careful distinction Walter 

Benjamin made with the romantic.  The romantic is a totality, an 41

overwhelming abundance cascading and penetrating the senses, the baroque 

by contrast gives emphasis to the fragmentary. Benjamin continually states 

the value of  the fragment in several texts; however, in the Origin of  the German 

Trauerspiel, this importance is described most definitively.  Benjamin 42

comments that the presentation of  the mosaic is wholly dependent on the 

quality of  the individual poured glass pieces – equal are the value of  

thought-fragments and decisive in suggesting an underlying macro-structure. 

The installation-object invites navigation of  a fragmented totality that 

subsumes discrete object, architecture and time, and turning to Ruiz’s 

appraisal of  the studio set in film production has implication relative to these 

concerns. Ruiz raises the “poetic” notion that once the eye abandons a 

thing, once the camera has departed, it evaporates and passes into non-

being, reforming when once again observed – and this transformation “can 

itself  be eloquent.”   43

. Goddard, The Cinema of Raúl Ruiz: Impossible Cartographies, Introduction: A New 41
Cartographer?

. Benjamin, Origin of the German Trauerspiel, 3, 224–5.42

. Ruiz, Poetics of Cinema, 83.43
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The incompleteness innate to the functionality of  the fabricated set 

contains the potential to “either reinforce or weaken the film,” and Ruiz 

recalls a film by Samuel Fuller that is primarily set in a South American 

village.  Unfortunately and perhaps appropriately, Ruiz does not recall the 44

complete the reference to which Samuel Fuller film. There is a possibility the 

film is Shock Corridor. Some of  the footage acquired during his 1954 

abandoned film El Tigrero, was later used in this production. The 1994 

documentary by Jim Jarmusch Tigrero: A Film That Was Never Made, shows this 

footage in the context of  Shock Corridor and provides a full account of  this 

mythologised failure.  Assuming this is the reference in Ruiz’s text, he 45

recounts how the film although presenting the illusion of  one location, was 

in reality filmed across several, and “right at the end that we come to see 

that the film’s sets were right next to each other.”  To organise this variety 46

of  disparate spaces and events within film, Ruiz professes an admiration for 

the ideas expressed in Erich Jantsch’s Self-Organising Universe of  1979.  The 47

individual habitat for Jantsch is represented by a square, Ruiz remarks, and 

within film and cinema this is emblematic of  the peripeteias through which 

character development takes place. Emerging from this square are 

concentric spirals acting as temporal connections to the place of  work, the 

city, the ecosystem and on out to the solar system and universe.  Ruiz 48

comments that these are bi-directional, leaving open temporal doors for 

characters to exit and return.  

. Ruiz, 83–4.44

. Kaurismaki, Tigrero: A Film That Was Never Made, 1994.45

. Ruiz, Poetics of Cinema, 84.46

. Ruiz, Poetics of Cinema, 83.47

. Ruiz, 84.48
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Within Jantsch’s text he discusses the type of  autonomous characteristics 

that emerge from objects within an autopoietic system that, distinct from a 

crystal that will grow indefinitely within a “suitable solution,” a dissipative 

structure will always maintain its proper form and size relative to the 

“nourishing” environment.  The dissipative structure, according to Jantsch, 49

is a self-organising, globally stable configuration that maintains continuous 

entropy and growth over extended periods. No matter how absurd or 

heteroclite the scene and plot, Ruiz contends the cinematic set is always 

interpreted as a totality, or “sub-totality,” from which emerges an evident 

order, and this order or organisation must by visually “felt.”  It is neither 50

the “cause nor consequence” of  the events witnessed by the audience “but 

which nonetheless renders possible the tension” appropriate to the dramatic 

event. 

A HETEROTOPIA OF CINEMATIC SPACE 

There is a parallel to consider with Deleuze’s discussion of  liquid and 

gaseous perception regarding the cinematic image. In certain altered states 

of  perception, according to what Deleuze referred to as “Castaneda’s 

programme of  initiation,” the world of  experience stops and perception 

ceases to do – there is a cessation of  time.  Within this gap in perception 51

“molecular intervals,” openings in sound, space and water become evident 

and “lines of  speed” are free to traverse these fissures.  

. Jantsch, The self-organising Universe: Scientific and Human Implications of the Emerging 49
Paradigm of Evolution, 40–1.

. Ruiz, Poetics of Cinema, 87.50

. Deleuze, Cinema I: The Movement-Image, 94.51
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Deleuze uses this metaphor to exemplify the “third state” of  the image 

which is effectively gaseous – beyond the stable, molar image and the 

transmogrification of  the liquid image. This gaseous image “is also the 

genetic element of  all perception.” As John Johnson writing in 1999 

elucidated, the Deleuzian project insists on no station-point, the centre has 

been removed and an anchored perceiving subject lost in a world of  shifting 

multiple perspectives.  This ontology, this gaseous image as Johnson 52

reminds us, is essentially Bergsonian, and objective in the sense that it is a 

metamorphosis of  “natural,” subjective perception. In illuminating this 

distinction, Johnson uses the example of  the film set, suggesting we consider 

the subjective image available only to that individual who is part of  the film 

set: the objective or gaseous cinema image is a representation of  the film set 

available only to someone outside it.   53

The implication and parallel with the modality of  the installation-object 

are apparent, and illuminate how consequential for time-sense this 

orientation – relative to the varying strata of  the image – is in this context. 

In describing the power of  this illusion dependent on relative proximity, 

Jacques Rancière describes the necessary suppression of  mediation 

regarding Chaplin’s cinema.  It is the “Wagnerian dream of  total art,” and 54

Chaplin was instrumental from composition to projection-room, “the one in 

control of  its sensible execution in every detail.”  It was Chaplin’s 55

adaptation of  the Wagnerian impulse to the means of  cinema, that 

formulated the monumental wholeness and reduced mediating friction.  

. Johnson, “Machinic Vision,” 35.52

. Johnson, 36. “the subjective image is seen by someone “qualified,” the set seen by someone 53
who is part of the set; an objective image would then be of the set seen by someone outside it.”

. Rancière, Aisthesis: Scenes from the Aesthetic Regime of Art, 196.54

. Rancière, 196.55
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In this context, Rancière suggests, Chaplin does not play a role as such; 

rather, he “conceives the universe” and translates to cinematic-plastic and 

onto the flat surface. There is a sparingness in the way Chaplin uses the 

camera Rancière suggests, that is germane to the concept of  a total art, and 

recalls Louis Delluc’s consideration of  Charlot’s totality and the painter’s 

self-portrait: 

He is his own painter. He is the work and the author at 

once. He does what is only possible in the cinema… paint, 

model, and sculpt with his very own flesh and face, a 

transposition of  art.  56

How these totalities are shaped within cinema is explored by David 

Rodowick, and he suggests this sense and perception is dependent on the 

“instrumental automatisms of  photography” coupled with the linear 

movement specific to the cinematic experience, which together yields the 

“projection of  an autonomous world.”  Also determining this perception is 57

the fact that we are screened-off  from this other space, “we are present to a 

world from which we are absent.” The role of  the photograph within this 

experience is for Rodowick aligned with what Roland Barthes insisted the 

photographic image compels within us: a qualitative self-examination that 

has us confront the “conundrums of  being, of  our place in the world and 

our perceptual relation to the world and the past.”   58

. Rancière, 196.56

. Rodowick, The Virtual Life of Film, 46, 54.57

. Rodowick, 55.58
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It is the transcription of  historical events that describes the photographic 

automatism – co-present to, but intrinsically absent of  consciousness 

regarding the action being performed. Co-presentness is precisely what 

distinguishes photography from the modalities of  painting, Rodowick 

argues, both document the “process of  their making,” neither are live in the 

sense that they relay events in real-time; however, the only “state of  affairs” 

to which the painting makes reference is “disclosed on the surface of  the 

canvas.” Photography’s mode of  presence is to open up an “unbridgeable 

gulf  of  time” from which we are permanently displaced, and this results in a 

peculiar species of  virtuality, one that “consists in making past time spatially 

present.”   59

Returning to the square, Rodowick takes Noël Carroll’s example of  a 

photograph of  one square inch of  white wall to argue that it is not merely 

documentation that is the predominantly cultural mode of  the 

photograph.  While Carroll finds it absurd that this sample might be 60

considered a “representation,” it nonetheless remains a document of  a 

“historically specific space and duration,” argues Rodowick. It is the 

awareness of  the camera’s automatisms that implies not only duration but 

the camera’s presence. In this sense Rodowick argues the direct presence – 

or absence in the case of  painting – of  the camera to events “invokes the 

presence or absence of  the world… or more concretely, that prior state of  

affairs called profilmic space.”   61

. Rodowick, 56.59

. Rodowick, 58–9.60

. Rodowick, 62.61
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The temporality of  registered events terminates at the bounds of  the canvas 

in painting, whereas the photograph presents a sample extracted from ‘the 

past’ or what Rodowick describes as profilmic space. 

 In a discussion considering the implication of  the camera within the 

installation-object, Chrissie Iles remarks there are at least three distinct 

phases in the maturation of  film and video projection within the installation 

space. This distinction – between, within, and co-present to – is foundational 

to the interest of  this research. The first Iles suggests, is the 

phenomenological, or performative phase; the second is the sculptural; and 

finally – at the time of  Iles essay, circa 2000 – the cinematic phase.  62

Arguably this phase has subsequently mutated to accommodate perpetually 

simulated space. However, since this remains essentially screen-based, with 

rare examples of  headsets being deployed, Iles’s cinematic phase remains 

useful. From the outset, around the mid to late 1960s, the primary concern 

of  film and video installation was the “philosophical” consideration of  space 

Iles argues, with later innovations purposefully folding in the viewer to 

engage social space, citing Bruce Nauman’s Live/Taped Video Corridor of  1970. 

It was Dan Flavin’s “site-specific constructions,” Iles remarks, that led to 

Nauman’s experiments with installation, video and neon light, presenting 

how video and film’s progression in this space was mutually dependent on 

minimalism’s paradigmatic shift from the object to the viewer in space.  63

Similarly, Iles contends it was Robert Smithson’s discourse on the 

“architecturally entropic properties of  the mirrored space” that led to the 

mirrored video installations of  Dan Graham.  

. Iles, “Video and Film Space,” in Space, Site, Intervention: Situating Installation Art, 252.62

. Iles, 253.63
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It is useful in this context to recall Graham’s consideration for video which 

suggests that it is a present-time medium. 

Its image can be simultaneous with its perception by its 

audience. It can be the image of  its audience perceiving. 

The space-time it presents is continuous unbroken and 

congruent to that of  the real-time, which is the shared time 

of  its perceivers and the individual and real collective 

environments. This is unlike film which is necessarily, an 

edited re-presentation of  the past of  another reality.  64

This modulation of  film to video documented in Grahams’s book of  1979 – 

co-present to Krauss’s Expanded Field – invites a reflection on the 

circumstance presented by the metamorphosis of  video to virtual space that 

is formally and ideologically augmenting the social and consequently artistic 

space of  this moment.  However what is symptomatic of  this moment, as 65

Victor Burgin has correctly elucidated is not a monoculture, but with our 

cinema screens, tablets, mobile phones, paintings, magazines and the 

internet, we have what he refers to as a “cinematic heterotopia.”  The 66

image, in this context, spills over the material boundaries, “photographs and 

films mingle” exceeding the visible, and folding in the “historical, political, 

technical… as well as personal memories, fantasies and feelings.”   67

. Graham, Video, Architecture, Television: Writings on Video and Video Works 1970-1978, 62.64

. Rodowick, The Virtual Life of Film, 124–31.65

. Burgin, “Possessive, Pensive and Possessed” in Stillness and Time: Photography and the Moving 66
Image, 84.

. Burgin, 84.67
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Burgin suggests these “virtual matrices” in which “real images” are 

contained, have a significant parallel with theories of  the unconscious in 

which the fragmentary will, on occasion through a variety of  autopoiesis, 

spontaneously organise in narrative terms. 
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CHAPTER III - IT CRYSTALLISES INTO A MONAD  

This chapter dissects the relationship between the site of  production and site of  

display, while also raising the problems that erupt form the term site. The 

theoretical concerns discussed thus far are reframed in the context of  a 

cultural landscape stricken by a global pandemic – a necessary consideration 

if  we accept that art-space is public space. The primary framing device of  

the institution and exhibition are scrutinised through the specific works by 

artists including Dutton and Peacock, Philippe Thomas and Ilya Kabakov. 

The exploration of  these strategies are coupled with examinations presented 

by Julienne Rebentisch and Boris Groys and together these form a primary 

metaphor within this research – the antechamber. Walter Benjamin’s 

analysis of  the production of  time serves as a central motif  in an 

examination of  the spaces of  display and the exhibition as its own subject. 

PURGATORY AND THE STUDIO  

In an article titled Painting as Blur: Landscapes in Paintings of  the Dutch Interior, 

Amy Powell begins with a quote from Daniels Buren’s 1970 essay Function of  

the Museum, reminding us that the installation of  a work of  art in the 

museum is an “unspeakable compromise.”  Powell describes an inclination 1

in 17th Century Dutch painting toward a variety of  trompe-l’œil that 

describes the painting’s site-specificity and “takes as its subject the conditions 

of  its circulation and exchange.”   2

. Powell, “Painting as Blur: Landscapes in Paintings of the Dutch Interior,” 145.1

. Powell, 148.2
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Cornelis Gijsbrechts’s Easel with Still Life is used as an initial example that 

becomes a forerunner to his Reversed Canvas painting of  1670. Powell goes on 

to explore earlier examples of  this verso vantage in the representations of  

the painter’s studio by Pieter Codde. His painting Art Lovers in the Studio of  a 

Painter of  1630 describes a self-contained scene with several patrons viewing 

the works. While we see two works with only their rear on display, the three 

other paintings in the room – set at oblique angles – appear as blurs. Powell 

explores Codde’s approach further in his subsequent paintings and suggests 

the portrayals are an acknowledgement by the artist of  the disposable 

character of  his work, and a mild cynicism about the methods of  trade and 

engagement with patrons. In Buren’s later essay concerned with the studio, 

he describes it as a variety of  commercial depot where the work awaits 

release from this “purgatory” to a “state of  grace” on the museum or gallery 

wall.  In Powell’s examination and Buren’s commentary, the studio takes on 3

the psychophysical and temporal attributes of  an antechamber, of  being 

neither here nor there, a site of  production. Published in the Autumn of  

1979, Buren’s The Function of  the Studio followed the spring publication of  

Krauss’s Sculpture in the Expanded Field, and similarly raising the question of  

site as fundamental problematic of  the artwork. The acerbic pointedness 

expressed in the original quaternary written during the 1970s – Museum and 

Studio interceded by The Function of  Architecture and The Function of  an Exhibition 

– had not diminished in a 2013 recollection by the artist.  There is an 4

absence of  critical reflexiveness innate to the exchange when artists are 

invited to exhibit work, Buren contends.  

. Buren, “The Function of the Studio,” 53.3

. Buren, “Being Curated: Exhibiting Exhibitions,” 134.4
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Without presenting a challenge to the terms of  discourse and the exchange 

itself, artists are insuring that “little by little, their works are melting into a 

vague soup that is becoming more and more indigestible,” and concluding 

“I still dream of  a general uprising!”  There are two operable 5

recommendations in The Function of  the Studio that remain fundamental to the 

context, practice and strategy of  installation both concerned with the 

displacement of  works between locations. The first, Buren suggests, is a 

hermetic, self-enclosed system, and a loose parallel may be drawn with Erich 

Jantsch’s dissipative structure that will maintain its proper form relative to 

the enclosing environment.  The work itself  – and it is perhaps assumed by 6

Buren to be a discrete object – must resist “questioning of  its physical place 

of  visibility as a consequence of  the system,” he contends.  The second 7

consideration is avoiding the assumption that a heterogeneous, neutralised 

space will conclude the work’s journey. On the subject of  context, Buren is 

adamant: the artist should not internalise a “banalised space,” the ultimate 

consequence of  this received knowledge is the conformity of  the work to the 

condition.  Relative to these recommendations it is worth considering the 8

commentary made by Buren in his brief  text of  August 1973, The Function of  

an Exhibition. His unwavering and incisive assessment of  the falsity that 

constitutes good and bad taste propagated through the cycling of  works, 

remains crucial to the function of  display.   9

. Buren, 134.5

. Buren, “The Function of the Studio,” 55-58; Burgin, Situational Aesthetics, 34.6

. Buren, “The Function of the Studio,” in Contemporary Art: From Studio to Situation, ed. Claire 7
Doherty, 21.  There is a slight variation on the terms used in this 2004 publication of Buren’s famous 
essay of 1979.  

. Buren, “The Function of the Studio,” in Contemporary Art: From Studio to Situation, ed. Claire 8
Doherty, 21.

. Buren, “The Function of an Exhibition,” 216.9
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Buren in an unambiguous statement simply aligns the exhibition – public, 

private, institutional – with the marketplace, and suggests that in each 

successive case the only question being asked is “what will be the good taste 

of  tomorrow” which will also counteract and be “in automatic opposition to 

the good taste of  yesterday?”  10

THE CAREFUL CAMOUFLAGE OF THE INSTITUTION 

In a 2007 roundtable discussion on architecture and the expanded field that 

included George Baker, Miwon Kwon and Stan Allen, Branden Joseph 

suggests that Buren is representative of  the underlying division that arose 

from the structuralism proposed by Krauss.  This rupture announced “a 11

crisis of  the phenomenological project” and Branden advises that during the 

decade that Buren’s essays enclosed, either politics or the body will be 

removed. In the absence of  politics’ “phenomenological engagement with 

the body” results in a variety of  “New Age” minimalist aesthetics expounded 

by “La Monte Young, Simone Forti, and probably Walter De Maria.” Those 

who gave up the body and trained their focus on politics examined the 

conditions under which “materials are determined in relation to the museum 

or exhibition context.”  Architecture as an active agent, organising 12

principle and primary material of  the exhibition was the focus of  Buren’s 

scrutiny from the initiation of  his discussion that concerned function in 

1970.  

. Buren, 216.10

. Joseph, “The Expanded Field Now: A Roundtable Conversation,” in Retracing the Expanded 11
Field: Encounters between Art and Architecture, 121.

. Joseph, 121.12
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In its heterogeneity, the museum and gallery are attempting to function as a 

“careful camouflage” to a “prevalent bourgeois ideology, assisted by the 

artists themselves,” Buren suggests in the closing of  his Museum essay.  13

What this assumes Buren implores, is a de facto status for the enclosed work 

and the apolitical judgment of  the institution; what must never be forgotten 

are the “several extremely precise frames” that each work possesses.  At the 14

beginning of  the 21st century, Miwon Kown who proposed the 

circumvention of  these conditions has been assisted by an emphasis of  the 

“nomadic condition.”  Emerging from the theory of  Gilles Deleuze and 15

Félix Guattari, Kwon suggests that Andrea Fraser and Christian Philipp 

Mul l e r a re among the a r t i s t s who have “abandoned the 

phenomenologically-oriented mode of  site-specific art,” pronouncing this 

concern outdated. Work being produced by these “young artists” around the 

fulcrum of  Y2K advanced “an altogether different notion of  a site as a 

predominantly […] discursive field of  operation.”  Kwon asks several 16

questions within The Wrong Place that remain active at this time and suggests 

that resort to a binary extreme is far from necessary despite what is at stake; 

instead, the artist needs to “think the range” of  these apparent 

contradictions and contradictory desires.   17

. Buren, “The Function of the Museum,” in 5 Texts, 61.13

. Buren, 61.14

. Kwon, “The Wrong Place” in Contemporary Art: From Studio to Situation, ed. Claire Doherty, 15
30.

. Kwon, 30.16

. Kwon, 32.17
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What constitutes either the “wrong and right place,” to strategise either 

nomadism or sedentariness, space or place, or “between digital interfaces 

and the handshake,” are not positions of  contention but present “new 

fluidities and continuities of  space and time,” as well as their respective 

ruptures and disconnections.  Kwon suggests the question should be 18

directed “within ourselves,” and we should ask what this means for 

experience and the work. The propagated inward gaze suggested by Kwon 

appears to have resulted from the evident failure of  previous critical 

strategies that were “once heroic improprieties […] now seen as pathetic 

improprieties.”  What Kwon correctly identifies at the beginning of  the 19

new century, is that the socio-political conditions that cultivated Buren’s and 

his contemporaries’ arguments “no longer exist intact,” conditions that 

appear more remote still at this moment.  Kwon’s admonition is that the 20

predicament must be treated as such – a situation that:  

bears the burden […] of  modelling new forms of  being in-

place, new forms of  belonging. This precarious and risky 

position may not be the right place to be, but it is the only 

place from which to face the challenges of  the new orders 

of  space and time.  21

. Kwon, 32.18

. Kwon, 41.19

. Kwon, 41.20

. Kwon, 41.21
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CONTEXT-SPECIFIC SCENARIO PLANNING 

Commenting on both Kwon and Buren’s considerations of  the extant gap 

between studio, works and site of  display, Claire Doherty suggests that a new 

critical discourse is required, that specifically acts to disassemble the assumed 

processes and goes beyond “the specificities of  time and place.”  Doherty 22

acknowledges that Buren’s comments were made largely in reference to the 

assumed historical conventions of  the artist’s studio as “the primary site of  

meaning,” adding this is a space separate from “the real world.”  Buren’s 23

strategy of  working in situ has led to a convergence of  the terms “site-

specific, installation, community and public, institutional critique and 

political activism,” Doherty suggests.  The considerations that Kwon has 24

illuminated, Doherty argues, describe a state that “practitioners, 

commissioners and critics” are generally dissatisfied with the term “site-

specific” and its implications, preferring “context-specific, site-oriented, site 

responsive and socially engaged.”  Doherty advises that distinguishing 25

between the “historical premise” of  site-specific and the ensuing multiplicity 

of  the term is dependent on three conditions that Kwon has illuminated. 

First is the acknowledgement that place is fragmentary and transitory. 

Second, that “socius” is foundational to avoid the unfair division of  labour 

and “commodification of  space”.   26

. Doherty, Contemporary Art: From Studio to Situation, 12.22

. Doherty, 9-10.23

. Doherty, 10.24

. Doherty, 10.25

. Doherty, 10.26
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Third, in the context of  urban regeneration, that there are responsibilities 

and opportunities for prolonged engagement by the artist as a mediator in 

the situated context.  The concerns outlined by Doherty assumed a 27

mutable cultural and social space that although largely undifferentiated and 

porous – the period spanning 2000 to 2019 – displayed markers broadly 

indicative of  the conventions that give rise to those considerations. Speaking 

during the first phase of  pandemic lockdown during 2020, as part of  an 

initiative titled Culture Reset of  which the objective is to provide a “practical 

rapid response” to “the devastating impact of  COVID-19” to “arts and 

cultural producers, makers and directors,” Doherty suggests that we are now 

all “scenario planning on sand.”  Three questions remain relevant when the 28

concern of  site is fundamental to a work, and these questions were devised 

through research Doherty undertook as part of  her organisation Situations, 

which is primarily concerned with “producing and commissioning 

remarkable arts projects in the public realm and unconventional 

locations.”  When, where and who are the primers for these questions and 29

they might be considered in the following way Doherty suggests. When is 

concerned with the historical context of  place; what does it mean to reflect 

specific histories at the institutional level or that of  the practitioner. Where is 

concerned with proximate social and cultural contexts within which the 

institution or practitioner is situated and operates. Who is concerned with the 

reception and social engagement of  the institution or practitioner, and insists 

that the provisional context is “social and not just about display.”   30

. Doherty, 10.27

. Doherty, “Claire Doherty: 3 Steps to Focusing Your Question.”28

. Situations, “About - Situations.”29

. Doherty, “Claire Doherty: 3 Steps to Focusing Your Question.”30
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These represent a concatenation of  questions that Doherty formed in 

relation to a strategy aimed at reorienting The Arnolfini in Bristol from 2017 

to 2019. It is useful and relevant to this discussion to note that Culture Reset 

which is produced by Claire Doherty and David Micklem, is a discourse of  

which the public-facing exposition is delivered through screen-based digital 

media: streaming and prerecorded digital video, websites and social media.  31

ASSUMED SOCIAL STRUCTURES AND CONTEXT PRESERVATION 

In Steve Dutton and Percy Peacock’s Apocotropes the photographic 

documentation of  the purgatory of  the studio comes imbued with the 

temporal language of  precarity, continual shifts, upheaval coupled with the 

implication of  aesthetic appeal.  The architecture and site inevitably define 32

the object, but the site also augments and recontextualises the objects in that 

space – the photographs further issue a romantic conception of  art 

production. In The Function of  the Studio, Buren concludes by remarking on an 

elaborate example of  context preservation, referring to the insistence of  

Constantin Brancusi that, only if  his studio were reconstructed precisely to 

accommodate the works, would he would bequeath them to the French 

State.  In a significant exhibition at the Gagosian New York in 2015, 33

exploring the context of  the studio through painting and photography, Jeff  

Wall’s Picture for Women of  1979 shared the space with Brancusi’s 

photographs of  his sculptures at home, in the studio.   34

. Doherty, Claire, “An Urgent Programme to Reimagine the Future of Arts and Culture.”31

. Dutton, “Apocotropes: Dutton and Peacock, The Dog and Duck, Dutton and Swindells,” 251-256.32

. Buren, “The Function of the Studio,” in Contemporary Art: From Studio to Situation, ed. Claire 33
Doherty, 23.

. Pincus-Witten, “In the Studio: Paintings / In the Studio: Photographs.” 373-374. 34
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This formative image by Wall, as well as describing the intended parallels to 

Manet’s Un Bar aux Folies Bergère through orthographic projection, frontality 

and reflection – simultaneously the modes of  early renaissance painting – 

reconfigures the relationship of  the production environment to the 

presentation context.  How the image may be reconfigured or 35

contextualised to accommodate the installation-object whose site is located 

on sleech, is a consideration this research has been presented with from the 

outset.  To assume that site of  production and site of  display are virtually 36

fluid have been necessary, and this by default displaces the designation site-

specific, to be supplanted with context-specific perhaps, but this also appears 

transient and conditional. Context is time-dependent, and with the 

continual flux and collapse of  studio and gallery property contracts and a 

global pandemic, attempting to establish context through previously 

assumed social and cultural structures, appears fatuous.  37

 Briony Fer in a 2001 article titled The Somnambulist’s Story: Installation and 

the Tableau suggests that although there is a widely differing range of  

approaches and interests working through installation “one tendency within 

it continues to be towards the tableau as a pictorial idiom.”  

. Fried, Why Photography Matters as Art as Never Before. 15–17.35

. Mitchell, “Under Belfast,” in The Vacuum. “A classic example of the effect of subsidence due to 36
failure of inadequate foundations and to the presence of the sleech is the leaning Albert Clock Tower 
in Belfast.”

. Durrer, Fitzgibbon, Collins, & Kelly, “Introduction,” in “Irish Journal of Arts Management & 37
Cultural Policy,” 4. “We may wish this time of restriction to be a moment in which we both reflect and 
debate together: on what kind of research and practice we want in a post-pandemic world, and what 
values, systems and processes need to be protected and jettisoned.”
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The claim is fleshed out through a discussion of  Marcel Proust’s short essay 

on bedrooms which initially appeared in By Way of  Sainte-Beuve, and 

concludes with the assertion that “it is almost impossible to imagine a history 

of  installation without photography to document it.”  Proust’s essay recalls 38

memories of  all the bedrooms the author had slept in and draws a parallel 

with how the photograph can turn space and memory into a picture, and 

Fer states that “whatever history we give installation, it is represented 

through a photographic narrative.”   39

CONTEXT, EXHIBITION AND REVELATION 

Tristian Garcia asks that a distinction be made between what is revealed and 

what is exhibited, suggesting there are cultures of  revelation and cultures of  

exhibition and those which blend both.  The revelation is instant; like a 40

shock, it is immediate and appears natural and spontaneous. The exhibition 

– and Garcia is careful to remark that this distinction may indeed be 

temporary – is the “constructed, publicised appearance of  an idea (a 

mathematical theorem), a presence (the remains of  a dead animal), or a 

representation (a drawing on a wall).” The exhibition, Garcia suggests, is 

entirely dependent on preplanning, a temporal lacuna between formulation 

and public appearance and this assumes a set of  conditions that 

simultaneously attempts to bring us “closer to the thing that appears and 

distances it from us.”   41

. Fer, “The Somnambulist’s Story” 79.38

. Fer, “The Somnambulist’s Story” 79.39

. Garcia, “Neither Gesture nor Work of Art: Exhibition as Disposing for Appearance,” in Theater, 40
Garden, Bestiary: A Materialist History of Exhibitions, 183.

. Garcia, 183.41

73



Garcia asserts that despite this disjunct, what is exhibited is often more 

compelling than that which is revealed suddenly, but the exhibition always 

loses intensity in purpose.  Garcia associates the exhibition with credibility, 42

but revelation conditions strong belief. We might ask then of  the vector 

marked by documentation, exhibition and revelation: what are the 

implications for the installation-object? The difficulty is that revelation, of  

course, is not congruent with social discourse Garcia suggests, often brief  

and unique to the subjectivity of  the individual – it is always necessary to 

exhibit revelation, which means accepting the premeditation and mediation 

of  the expositional method.  On the subject of  the temporal disposition of  43

the exhibition, which also implies the photographic documentation, Garcia 

contends that the exhibition performs two kinds of  transformation: that of  

taking living entities and events and rendering them inert, and conversely, 

taking inert matter and giving it the appearance of  living events. To take the 

living event and exhibit it “one has to dispose it to become an object,” 

thereby removing it from “incessant change” and rendering it identical to 

itself.  44

 In 1992 Wall made a photograph titled Adrian Walker, Artist, Drawing From 

a Specimen in a Laboratory in the Dept. of  Anatomy at the University of  British 

Columbia Vancouver.  Michael Newman, in a 2007 article, traces the origin of  45

this photograph explicitly to Wall’s response to Michael Fried’s Absorption and 

Theatricality.  

. Garcia, 184.42

. Garcia, 192.43

. Garcia, 188.44

. Newman, ”Towards the Reinvigoration of the 'Western Tableau': Some Notes on Jeff Wall and 45
Duchamp.” 84.
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Fried argued in favour of  a disinterested pictorial subject that dare not 

interfere with the enthralment of  the beholder, lest the experience becomes 

compromised – resulting in mere theatricality.  The complex, irresolute 46

relationship between actuality and artifice seem bound up in Wall’s 

“Western tableau” as Newman calls it, and in discussing his work, Wall is 

somewhat dismissive of  the position of  the “fact or fiction” dichotomy 

within his photographic tableau.  In a conversation with Thierry de Duve, 47

starkly titled We Are All Actors, Wall is resistant to the description of  his work 

as being staged, preferring the attribution cinematography and with subtle 

reference to Marcel Duchamp, suggests the line between the collaborative 

and autonomous, is “infra-thin.”  It may be advanced that this subtle 48

reference is suggestive of  a parallel between Wall’s photographs and the 

readymade. Michael Newman explores Wall’s connection to Duchamp, 

suggesting that it was he who ushered Wall away from conceptual art toward 

a directorial use of  photography, showing him “the exit.”  Whereas 49

Duchamp for some photographers suggested appropriation through the 

language of  the readymade, for Wall this became re-creation.  While the 50

medium of  the photograph may, from some perspectives appear to have 

dissolved through digital technology, Newman makes the case that Wall has 

restated mediumship within the digital image through his use of  this 

technology.  

. Fried, Art and Objecthood, 164.46

. Louisiana Channel, “Jeff Wall Interview: We are all Actors.”47

. Singer, “In the Manner of Duchamp, 1942-47: The Years of the "Mirrorical Return,” 347.48

. Newman, “Towards the Reinvigoration of the 'Western Tableau': Some Notes on Jeff Wall and 49
Duchamp.” 84. 

. Singer, 86.50
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Given the speed at which compositions can be made, Newman suggests 

that Wall’s process has become closer to how a painter might make quick 

sketches and studies before proceeding to a final work. He sets this in 

contrast with some artists who see the digital as invoking the photograph’s 

vanishing indexicality, but with Wall, it is suggestive of  the pictorial 

possibilities already present in the specificities of  the technology. The 

convenience that narrows the gap between the moment of  the photograph 

and its presentation inherent in the digital medium may be considered in the 

context of  Garcia’s discussion of  the exhibition. The necessary 

transmogrification between a living event and stasis has been the subject of  

revolt through the modernist avant-garde, Russian Constructivist, Surrealist 

Intervention and postwar Action, Garcia contends.  It is a desire for the 51

spontaneous that seeks to dismantle the artifice and conventions of  spatial 

arrangement, frontality as well as “limited and regulated duration” peculiar 

to the exhibition.  However, this is a “mendacious” strategy Garcia asserts, 52

which attempts to cancel the distinction between spontaneous event and 

expositional method. Failure to understand the gesture is always dependent 

on mediation “and ritualisation that sustains it across space and time beyond 

the gesture.”  53

. Garcia, “Neither Gesture nor Work of Art: Exhibition as Disposing for Appearance,” in Theater, 51
Garden, Bestiary: A Materialist History of Exhibitions, 190.

. Garcia, 190.52

. Garcia, 191.53
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SPECTRES OF INSTALLATION AND THE ANTECHAMBER  

Briony Fer in her examination of  installation art as de facto tableau, 

resulting from its interminable dependency on being pictured, recalls Brian 

O’Doherty’s seminal essay Inside the White Cube.  O’Doherty reminds us that 54

the avant-garde gesture always has two audiences – one of  which was there 

and “most of  us,” who were not.  Establishing this connection between 55

installation and its ability to be photographed makes evident the role 

photography plays in mythologising artwork. O’Doherty describes the 

tableau format the gallery acquires when installed with particular works, 

becoming a barroom or bedroom, but far from absorbing the viewer into 

these surrounds, the result can often alienate and transmit a feeling of  

intrusiveness.  Rather than call attention to or erasing the exhibition site – 56

much less a totalising experience – the installation composed within an 

ongoing gallery exhibition program can often appear distinctly at odds from 

work at the site of  production, assuming it is separate. This sense 

corroborated by O’Doherty, that a distancing effect is produced while 

simultaneously being in the middle of  a work, much like Buren’s remark of  

the painter's studio, produces an interminable purgatory, a variety of  

antechamber or vestibule.   57

. Fer, “The Somnambulist’s Story,” 80.54

. O’Doherty, Inside the White Cube: The Ideology of the Gallery Space, 49. 55

. O’Doherty, 52.56

. Stott, “The First Antechamber,” 89–91. “In an antechamber one waits and expects. Between 57
events. In the dark. Imagine changeable constellations of voices and images filling that darkness. 
Perhaps in the next room, to which one was heading upon arrival, one might expect these to settle 
out into recognisable figures and stories to be carried away and retold. But instead, waiting, with no 
view of what might come next.”
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Garcia asks the question: if  the exhibition of  a “constructed revelation” is 

undertaken, what should the conditions be, without resorting to a “gesture-

exhibition” or the “exhibition-as-artwork.”  Both of  which are problematic 58

and relate directly to the “When, Where and Who” questions proposed by 

Doherty. The artist whose practice is fundamentally temporal maintains 

justified anxiety about arresting the process for exhibition, Garcia suggests, 

and this will often result in the transformation of  the gesture into an 

assumed exhibition format, into a representation.  Images, texts and 59

systems of  signs materialise something absent, forming a presence. The 

objective of  the exhibition, Garcia contends, is to form into apparatus the 

means of  making “something appear to us, all the while preparing its own 

effacement from the scene.”  David Rodowick recalls Roger Scruton’s 60

assessment that the “arts may be evaluated along a continuum running from 

causality to intentionality,” and the image in its digital form has increasingly 

become less anchored to “prior existence of  things and people.”  The 61

implication is that film’s index shared with celluloid photography is a fading 

historical causality that asserted “past existences in time.”   62

. Garcia, “Neither Gesture nor Work of Art: Exhibition as Disposing for Appearance,” in Theater, 58
Garden, Bestiary: A Materialist History of Exhibitions, 192.

. Garcia, 186.59

. Garcia, 184–5.60

. Rodowick, The Virtual Life of Film, 86.61

. Rodowick, 86.62
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Rodowick suggests that what was previously assumed to be cinema, will 

increasingly refer to a synthesis of  “imaginary worlds, numerical worlds,” 

where direct reference to a shared physical reality will “become scarce,” 

additionally he asks: what are the implications when these images of  

synthesis become “photographically real?”  63

 In his installation The Fly with Wings exhibited at Tilly’s Shirt Factory in 

Derry in 1990, Ilya Kabakov explicitly contrived this tension between the 

desire to consume through looking and being thwarted in the process, using 

a physical room – a tension virtually present in a number of  Wall’s expansive 

photographic tableaux.  A tension exacerbated by the opening gulf  created 64

by the digital image discussed by Rodowick, between actuality and artifice, 

presence and absence. The gallery and museum propagate specific material 

and social codes despite many becoming increasingly discursive spaces 

through the late 20th and early 21st century.  Being subject to more 65

probing questions like those suggested by Doherty has defined new and 

emerging contexts. However, these underlying codes and programmed 

exhibitions that appear subtly decoupled from architecture are themselves a 

material imbued with historical convention and specificity described by 

Garcia. When an attempt to fold in a language at odds with the institution 

and its elevations, the variety of  absorption that Fried would have the work 

aspire to inevitably ruptures and contiguity becomes unstuck.  

. Rodowick, 87.63

. Barber, “TSWA in Derry,” 25.64

. Noever, “The Discursive Museum.” 7-8; Kidd, “Unprecedented Times?: Shifting Press Perceptions 65
on Museums and Activism,” in Museum Activism, ed. Janes and Sandall.
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While this examination is primarily concerned with the assumed 

conventions of  the gallery and museum – historically those associated with 

the image and its exhibition – this consideration could be extended more 

generally to sites of  display where a broader range of  social and cultural 

codes emerge. In the example of  The Fly with Wings, the shirt factory, its 

architectural, historical and social context were not subsumed into the 

totality of  the work; these were not the concerns of  either artist or curator.  66

Kabakov in describing the organising principles of  the installation-object 

suggests the viewer is always aware “from the outset how he or she must 

behave,” Anne Ring Petersen recalls.  Petersen observes these behaviours 67

are predicated upon a “consumption-based lifestyle” where the viewer is in 

regular situations that institute similar spatial negotiations and these are 

suggestive of  a “thin line between artistic and commercial use of  the 

installation format.”  Colluding with these preregistered spatial behaviours 68

are the multiplicity of  contexts for the image, with their use in the artistic 

contexts being indicative of  art’s need to “compete with film, television and 

the internet in the battle for audiences”, Petersen suggests.  In the context 69

of  installation, the use of  the digital image and screen-based media can 

shape “complicated shifts in time and space,” Petersen remarks, that rely on 

“a sophisticated interplay between proximity and distance, past and present, 

reality and unreality,” where a Droste effect of  images within images, 

contort experiential space-time.   70

. Barber, “The Art Year in Ireland,” 245-50.66

. Petersen, Installation Art: Between Image & Stage, 193-99.67

. Petersen, 431.68

. Petersen, 428.69

. Petersen, 429.70
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This spatial and temporal complexity is indicative and compelling to a 

“certain kind of  gaze that has evolved through the consumption of  movies, 

cable television, interactive media and through web surfing,” says Petersen. 

This gaze is the “zapper-gaze,” a neologism offered by Anne Marit Waade, 

and it is delineated through an “oscillation between distant and involved 

perspectives […] between absent-minded browsing” and highly focussed 

selections.  71

TIME, WALKING AND THE INSTALLATION AS IMAGE   

In describing his installation methodology, René d’Harnoncourt carefully 

drew or quickly sketched all the artefacts that were to go on display at The 

Museum of  Modern Art during the early part of  the 20th century.  72

Following this process, he would relate each piece to its cultural neighbour, 

rather than opting for a linear chronology. He would then devise a map and 

a floor plan that would guide the audience through the work, opening up 

vistas describing formal relationships and used closed units where a unique 

style might be viewed. Furthermore, colour and lighting were used as 

symbolic aids, to give a sense of  cohesion such that the visitor would 

deliberately make comparisons as they moved through each section. 

D’Harnoncourt in many ways helped shape the language of  the Western 

museum in the 20th century, and it might be argued that much of  that 

language remains in place, primarily because it addressed fundamental 

challenges of  display.  

. Petersen, 429.71

. Elligott, “René d'Harnoncourt and the Art of Installation.” 21-30.72
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In May 2014 Project Arts Centre in Dublin staged a group exhibition, 

titled Exhibitions. In an accompanying essay, Remi Parcollet opens with 

reference to The Art of  Exhibitions published in the early 1990s, which 

similarly describes formula and methods for approaching museum and 

gallery installation.  In his essay, Parcollet suggests through the principle of  73

self-reflexiveness, the language of  the exhibition is perhaps the most 

appropriate way for understanding its mechanisms and that by making the 

exhibition its own subject, there results “a kind of  evocative, endless 

reflexivity.”  Parcollet acknowledges a structural constant in the exhibition 74

in quoting Olivier Lugon. This immutable feature similarly occupied much 

of  D’Harnoncourt’s method while working at MoMA:  

All exhibitions – whether artistic, commercial, or 

educational, however varied their installations – agree on 

at least one point, they make you walk about.   75

While Parcollet acknowledges this essential temporal attribute within the 

exhibition space, he suggests this is the method by which narrative is 

structured and can be looped or intervened in. The analogy he uses is that 

of  theatre:  

. Parcollet, “Exhibiting Space, Time and the Exhibition Itself.” 26-39.73

. Parcollet, 27.74

. Parcollet, 27.75
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The issue of  display and the way in which works are 

arranged in space thus becomes increasingly resonant in 

Exhibitions as the beholder increasingly becomes aware of  

what would seem to be a kind of  theatre within the 

theatre.  76

 While Parcollet uses this analogy to discuss the exhibition and its works, 

he also reminds us of  the cinematic method introduced by El Lissitsky and 

the photographic approach of  Herbert Bayer. Positioning the example of  

d’Harnoncourt’s guidance on the nuances of  museum display and Parcollet’s 

discussion of  the exhibition titled  Exhibitions,  is to draw contrast and 

explore how the public museum space was historically structured and 

provide insight regarding how these assumed conventions might be 

deconstructed, and to highlight for the reader that most fundamental feature 

particular to all exhibitions, walking around.  

Herbert Bayer’s method was to use photography as the model for 

looking within the context of  the exhibition and articulated this concept 

through a series of  exhibitions in MoMA from 1938 to 1942, during 

d’Harnoncourt’s directorship.  Bayer discusses his methods in a 1961 article 77

titled Aspects of  Design of  Exhibitions and Museums, and one strand of  his 

approach was simply moving the viewing interest off  the horizontal plane.   78

. Parcollet, 28.76

. Parcollet, 28.77

. Bayer, “Aspects of Design of Exhibitions and Museums.” 257-288.78
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Regarding the exhibition of  “giant photographs,” Bayer saw the frame as 

something to be abandoned as it was merely an interference in the visual 

field and that in the future, images would be suspended in mid-air without 

visible support. A third component was raising the height of  the viewer 

gradually with ramps or acutely with steps.  While there may be parallels to 79

theatre and cinema within the spatio-temporal strands of  Bayer’s approach, 

he confined his analytical language to that of  photography and architecture.  

The exhibition apparatus enables the viewer to both enter a thing and 

navigate around it, Garcia says, and refers to these modes as “perivision and 

penetration” in a discussion that amplifies the foundational concerns of  

Bayer’s technique.  To open up “peripheric perception” in this way limits 80

the “curse” of  a constrained singular perspective and this simple operation 

of  spatial arrangement presents the subject “opened, spread out, flattened, 

deprived of  shadowy zones.”   81

 In her examination of  Ilya Kabakov’s installation practice, Anne Ring 

Peterson explores the peripatetic temporality intrinsic to his work. A 

constant property is a fluctuation between the overall and the detail as the 

viewer traverses the space.  The interaction between simultaneity (the 82

overall view) and succession (one detail at a time), Peterson suggests is an 

indispensable property of  Kabakov’s installation strategy.  

. Bayer, 284.79

. Garcia, “Neither Gesture nor Work of Art: Exhibition as Disposing for Appearance,” in Theater, 80
Garden, Bestiary: A Materialist History of Exhibitions, 188.

. Garcia, 188.81

. Petersen, Installation Art: Between Image & Stage, 196–7.82
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While Peterson is relating this attribute to dimensional works, her analysis is 

derived from Gottfried Boehm’s Bild und Zeit. Boehm’s simultaneity and 

succession is a theory of  the image and structured around the well 

understood figure-ground principles of  Gestalt psychology.  Concisely, the 83

figure-ground organisation states that objects primarily that can be described 

as convex, symmetric, small, and enclosed constitute the figure, and this can 

be perceived as separate from the surfaces in a dimensional world. This 

analysis harmonises with Briony Fer’s description of  the installation as 

tableau, but with the attribute of  temporality as a distinguishing feature.  84

Installation has a particularly unique ability in expressing time and inviting 

reflection on what time is, and this question, Peterson says, is what Western 

thought has struggled to explain; specifically the relationship between the 

cosmic, measurable and rational time and the perceived psychological and 

internal time.  Peterson describes this distinct characteristic by giving 85

category to three types of  installation work: the temporary installation, the 

time-themed installation and the narrative installation.  While Peterson 86

acknowledges that particular work may be read as containing a combination 

of  these categories, the distinction has utility. In describing the temporary 

installation, Peterson remarks that many works that could be contained by 

this category emerge from the installation work of  the late 1960s and were 

structured to challenge the exhibiting and collecting habits of  the gallery 

and museum.  

. Schacter et al, “Psychology: Second European Edition,” 155.83

. Schacter et al, 157.84

. Petersen, Installation Art: Between Image & Stage, 200.85

. Petersen, 202, 214, 225.86
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Peterson discusses Gordon Matta-Clark’s “cuttings” and later, the ice 

installations of  Kirsten Justesen.  While the discrete physical objects that 87

constituted these works may have perished, the critical component – and 

that which punctuates much of  Peterson’s chapter on Installation as Temporal 

Situation – is the photographic document.   88

In a discussion of  the practice of  The Atlas Group, Peter Osborne 

remarks on their use of  documentary material transfigured to art “by means 

of  fictions,” that mimic documentary form and diffuse the distinction 

between “actual documentation” and art.  This fused state shapes a 89

complex transaction Osborne suggests, that transmits history while calling 

into question the indexical and institutional processes that govern 

documentation. Observing the abundance of  documentation that was and 

continues to be connected with Robert Smithson’s Spiral Jetty, Osborne 

observes that the located sculpture “appears as one element in a complex 

distribution of  artistic materials, across a multiplicity of  material forms and 

practices.”  Osborne also argues from a post-conceptual standpoint, that 90

this distribution is also “a singular, though internally multitudinous work,” 

however, this foundational question to installation and its document remains 

decidedly open.  Petersen’s acknowledgement of  the significance of  91

photographic documentation in this transient category is presented while 

commenting on the polaroids of  Justesen’s Melting Time #11.  

. Petersen, 202–214.87

. Petersen, 185–238.88

. Osborne, Anywhere Or Not at All, 33.89

. Osborne, 110.90

. Osborne, 236.91
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Peterson contrasts Justesen’s work with Rafael Ferrer’s Ice, suggesting that 

while Ferrer’s installation may have appeared as formidable critique through 

a certain period, Justesen’s polaroids appear as a phenomenologically 

oriented answer to the question of  how we experience time.   92

INSTALLATION STRATEGY AND THE POLITICS OF SUBJECT AND FRAME 

In commenting on the critical and political framing of  work that takes 

temporariness as its subject, Remi Parcollet suggests that unlike the previous 

generation, the artists assembled for Project Art’s Exhibitions, do not overtly 

adopt “a tone of  protest… their themes are often more pleasant, yet are the 

fruit of  a history of  exhibitions that is becoming increasingly resonant.”  In 93

her book The Aesthetics of  Installation Art, Julienne Rebentisch comments on 

institutional critique less subtly, stating:  

Art ought not to attempt to overcome the logic specific to 

it in favour of  direct political statements. For to do so 

would be aesthetically fatal in the long run – more than 

that, it would amount to a self-misapprehension of  

committed art without any political gain.  94

This sentiment is echoed by Graham Harman when considering the 

ontological position of  the art object.   95

. Petersen, Installation Art: Between Image & Stage, 213.92

. Parcollet, “Exhibiting Space, Time and the Exhibition Itself,” 28.93

. Rebentisch, Aesthetics of Installation Art, 263.94

. Harman, Art and Objects, 176–7.95
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The tension between the temporary nature of  the installation and assumed 

political underpinning will always be present; however, as Parcollet 

described, the emphasis and the critical question of  tone will often guide 

distinction.  It might be assumed that to sever the primary strategy of  96

installation art – to evade encapsulated theorisation and authorship – is to 

sever it from its historical ground and blend it with the historical conditions 

of  the contemporary exhibition. On this subject it is useful to consider 

Kabakov’s installation of  1995 We Are Living Here, at the Centre Pompidou in 

Paris, exhibited concurrently with the publication of  his text on Total 

Installation.  Boris Groys remarks on the clear demarcation between the 97

deserted construction site of  the gigantic palace and the humble lodgings 

once occupied by the construction workers, who are the true artists.  In this 98

work, Groys suggests Kabakov displays the consequence of  a “reversal of  

the relationship between art and its context as established by the avant-

garde,” and it is this radical displacement between art object and its 

“dependence on the real economic, political, social and everyday 

conditions” that exemplifies the installation-object.  99

 In reference to the temporality of  the exhibition space, Rebentisch 

comments on Kabakov’s work and connects it directly to theatre, saying that 

often Kabakov’s works appear as a stage set that has at a previously 

undetermined point been abandoned: we are walking on stage during an 

interval or after a rehearsal.   100

. Parcollet, “Exhibiting Space, Time and the Exhibition Itself,” 28.96

. Kabakov, On Art, 246.97

. Groys, In the Flow, 98.98

. Groys, 98.99

. Rebentisch, Aesthetics of Installation Art, 156.100
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Kabakov believes in the importance of  experiencing a space that was 

previously inhabited for a significant period, already “lived in.”  The sharp 101

separation from the language and effects of  stage and set suggested by Wall, 

but deeply embedded in the work of  Kabakov, conveys a distinction that is 

circumvented by leveraging the category, materiality and aesthetic of  the 

exhibition itself.  

While Kabakov employed this vocabulary in his 1994 installation Incident 

at the Museum or Water Music, the sense of  temporariness seemed inhibited by 

a particular narrativisation emerging from the details, as well as the overall 

spatial composition.  In a work that simultaneously acknowledges the 102

staginess and theatricality of  the institution, while underplaying “heaviness” 

of  these associations, Philippe Thomas working under the moniker 

Readymades Belong to Everyone, composed a work in 1994 that recreated the 

storage area of  a museum.  The installation was titled Backstage. 103

Temporary and visible now only by photographic document, the work seems 

arresting because of  its simultaneity with the institution. While Marcel 

Broodthaers displayed the eagles, the artefact, as the institution would have, 

Thomas, displayed only the institution. Backstage is entirely dependent on the 

discourse initiated by Broodthaers’s Musée d'Art Moderne, Départment des Aigles, 

but exchanges artefact for the frame, timelessness for the temporary. 

. Rebentisch, 156.101

. Duobliene, “Sound and Image in Artistic Flooding: Vladimir Tarasov, Bill Viola,” in Aberrant 102
Nuptials: Deleuze and Artistic Research, 389-396.

. Putnam, “Art and Artifact: The Museum as Medium,” 63.103
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 There is an assumption easily made about the exhibition in general, and 

specifically the installation in its varied configurations, indices and traces: it 

is an approximation of  historical document, of  narrative encoded by spatial 

association.  The exhibition is an organising principle oriented to 104

condensed experience and subject to the varied intentions of  artist and 

institution. Richard Shiff  observes that a sense of  continuity structures the 

passage of  time as we commonly understand it, but if  it were not for the 

breaks or shocks in that continuum our active experience “would come to 

naught.”  The remark is extrapolated from Walter Benjamin’s philosophy 105

of  history, which is suggestive of  how experience, and by extension time, are 

produced. This short, often quoted passage in Benjamin’s discourse suggests 

a parallel between the subjective experience of  time and the installation-

object. 

Thinking involves not only the flow of  thoughts, but their 

arrest as well. Where thinking suddenly stops in a 

configuration pregnant with tensions, it gives that 

configuration a shock, by which it crystallises into a 

monad.  106

Composed of  innumerable displaced fragments, the allusion to the singular 

but multifaceted installation-object is clear.  

. Khatib, “How to Exhibit the Spatialisation of History,” in Theater, Garden, Bestiary: A 104
Materialist History of Exhibitions, 259–68.

. Shiff, “Handling Shocks: On the Representation of Experience in Walter Benjamin's Analogies,” 105
90. 

. Benjamin, Illuminations, 207.106
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The distillation of  experience into a dimensional, navigable object may at 

first seem only to aestheticise Benjamin’s observation concerning shock and 

the production of  time. However, the allusion being presented suggests an 

alignment between Anne Ring Peterson’s assertion, and the potential of  

installation as an expository form regarding the psychological production of  

time. Shiff  goes on to suggest individual works of  art in this context are not 

regarded as isolated, but act as pathways to a time preceding the present 

moment and become a reflection of  life in that past, however near or 

distant.   107

Drawing upon Manuel Castells’s theorisation of  space, Peter Osborne 

describes the socio-temporal conditions of  art space: that space is 

“crystallised time” and acts as the “material support of  time-sharing social 

practices.”  Castells breaks down his analysis to describe the “space of  108

flows” that is shaped through digital networks and social interaction; 

however, Osborne goes on to typify the gallery, the site of  display, as highly 

indicative of  Marc Auge’s definition of  the non-place.  Whereas Brian 109

O’Doherty correctly described the city as the indispensable context for 

modern art, demanding the din of  traffic to “authenticate it,” Osborne 

suggests the gallery is insulated, cut off  from the collage and juxtaposition of  

mixed needs inherent in the contemporary metropolitan context, and 

distinguishes itself  by the characteristics of  transnational, homogenised 

neutrality – simultaneously time and its arrest.  110

. Shiff, “Handling Shocks: On the Representation of Experience in Walter Benjamin's Analogies,” 107
90. 

. Osborne, Anywhere Or Not at All, 136. It is useful to consider Groys’s implementation of flows 108
along with Deleuze’s Crystals of Time relative to this framing and the digital image.

. Osborne, 137.109

 Osborne, 140.110
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CHAPTER IV - MOVING CHAOS WITHOUT BEGINNING OR END  

This chapter focuses on the question of  temporality and the exhibition using 

the analysis of  Boris Groys to consider the ontological divide between East 

and West, how forms of  display emerge from selected, conditioned and 

cultivated audiences. The question of  the exhibition, its document and 

audience, is pursued through the writing of  Miwon Kwon, who discusses the 

recreation of  unrepeatable works and how specificity and the document 

appear to collapse under digital methods. The problem presented by the 

digital image, in relation to the site of  display and production of  time is 

explored by considering the history of  the modern exhibition since 1776 

through to the contemporary international art space, the space of  video 

projection and psychoanalytic session. Finally mythic consciousness, 

boredom and the Augustinian three-fold present are positioned as 

instantiations of  temporality within the display context. 

STIMMUNG, KISSES AND ANTICHAOS 

Pierre Klossowski describes Friedrich Nietzsche’s realisation of  the Eternal 

Return as an abrupt awakening, a “Stimmung” which broadly translates as an 

atmosphere or tone.  It is neither ponderous nor pleonastic – though many 1

words have subsequently been spent.  

. Klossowski, Nietzsche and the Vicious Circle, 56; Morton, Realist Magic: Objects, Ontology, 1
Causality, 22, 193. The derivation from Kant is elaborated on by Timothy Morton recalling Miles 
Davis, that you “have to play a long time to sound like yourself,” and that art is a tuning, a 
Stimmung. Reasserting Kant’s description, Morton reminds us “the experience of beauty and of the 
sublime, is one of tuning yourself to the object.”
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It is importantly a moment, and this particular moment of  revelation for 

Nietzsche is, in Klossowski’s framing, a bodily sensation as much as it is a 

lucid apprehension or correspondence between representations or indices. 

Within the flux of  experience, this moment is as pregnant with the “highest 

tone” like any other – Klossowski declares, “indeed it must be,” and his 

exploration of  the Stimmung implies a recursive structure that supersedes 

temporal phenomena, while also being contiguous with the movement of  

time.  In discussing Tino Sehgal’s Play, Tim Stott suggests the necessity of  2

recursion and the implied recursive structure within the work of  art that 

explores temporality.  This self-referencing suggests a multiplicity of  views 3

interior to the object, while raising the question of  its status and conditions 

of  production without compromise to its perimeter, or autonomy. Stott 

embeds this observation in reference to Krauss’s description of  differential 

specificity, that is, with the collapse of  formal medium-specific conventions 

the “medium as such” should now be understood only as self-differing, “a 

recursive structure, capable of  specifying itself.”   4

Positioning Klossowski’s remark on Nietzsche’s Stimmung next to Stott’s 

remarks on Krauss’s differential specificity – that the medium as such 

essentially describes a recursive structure, capable of  specifying itself  – is to 

draw a parallel for the reader between this heightened moment of  awareness 

and how evident recursion at the level of  the artwork may affect to how time 

is perceived.  

. Klossowski, 60.2

. Stott, “Recursion and the Question: ‘When is Art?’ The Case of Tino Sehgal,” 1-8, (Paper, British 3
Society of Aesthetics Annual Conference, 2011). Oddly the title page of the paper is erroneously 
titled “Wen is Art?” Perhaps implying the overburdened city as art, or an unfortunate sebaceous 
irritation.

. Stott, “Recursion and the Question: 'When is Art?' The Case of Tino Sehgal,” 4.4
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How time is perceived has specific implications for the discussion within this 

chapter regarding the time-space of  the exhibition and how this physical 

space has been deconstructed by the digital image and transmitted to and 

through media space.  The installation work that assumes time as the 

foundation of  its visual discourse instantiates flux and Stimmung, 

acknowledging and making evident the recursive dynamics necessary for the 

autonomy of  the work. These defining characteristics predicated on 

spatiality, not only become the lens through which discrete objects are 

discovered but the self-generating structure through which a spatiotemporal 

practice engages.  5

 Carlo Rovelli suggests that the only way to think of  the world is as a 

collection of  events; this is the only construct compatible with relativity. He 

makes a distinction between events and things, with the former being time-

limited and the latter being persistent.  He progresses this analogy to a 6

comparison between kisses and stones and insists, we must think of  the 

world as a network of  kisses, not stones. “It is a being of  sensation and 

nothing else,” Peter Osborne reminds us of  the Deleuzian proposition that 

the work of  art occupies a temporary position only.  The fleeting moments 7

of  antichaos that Deleuze and Guattari describe in their text 1837: Of  the 

Refrain, provides a further metaphor in describing this “being of  sensation.”   8

. Groys, In the Flow, 84. Appropriately, Groys recalls Malevich’s use of the term bacilli – the 5
infection of the outside world that shapes the artistic work – to present the artistic sovereignty and  
autonomy of the installation work and injunction against curatorial intervention.

. Rovelli, Order of Time, Ch. 6, “The World is Made of Events not Things.”6

. Osborne, Anywhere Or Not at All, 9.7

. Deleuze & Guattari, A Thousand Plateaus, 362. Following the three points describing antichaos, 8
the use of the term ritournelle within this context, may be the specific form Burgin is referring to when 
paralleling the video projection with the psychoanalytic session.
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The child hums as a stabilising comfort faced with the task of  completing 

schoolwork, as the housewife sings and listens to the radio to mark a territory 

of  antichaos. The authors describe these temporal events as a “rough 

sketch” in the “heart of  chaos.” What this delineation of  territory enables is 

the protection of  interior space in order to carry out a particular deed or 

task: “to enable the individual to resist, or even to take something from chaos 

across the filter or sieve of  the space that has been drawn.”  Deleuze and 9

Guattari extend this activity to the sublime task of  shaping cities, the process 

being analogous to drawing a circle, delineating a territory and walking in 

the manner of  a child’s dance that combines “vowels and consonants that 

correspond to the interior forces of  creation as to the differentiated parts of  

an organism.”  While Graham Harman describes Deleuze and by 10

extension Bergson, as aligned with that “school of  becoming” that treats the 

object as merely an arbitrary section within an “unbroken flow of  

continuous events,” the question of  stones, kisses and territories are as 

foundational to the installation and its supporting practice as any other.  11

While the “weird formalism” of  OOO may not appear to sympathise with 

“school of  becoming,” both offer analogy and method that assist in 

disassembling and recounting this foundational problem in theorising the 

installation work.  12

  

. Deleuze and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, 362.9

. Deleuze and Guattari, 362.10

. Harman, Art and Objects, 172.11

. Harman, 174.12
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MODES OF TEMPORAL PRESENTATION  

In addressing the thingness of  the installation work, that is the crystallisation 

of  material components into an arrangement from which an object emerges, 

means addressing both process and material on the same plane. Peter 

Osborne elucidates this dilemma in a manner that appears obvious but 

contains notable divergent problems. To speak of  art separate from its 

modes of  presentation is to nullify the subject: art is a mode of  

presentation.  The terms that the work addresses the audience through, the 13

gallery architecture, the forms of  associated language as much as the 

process, primary medium or synthesis of  materials, all fulfil the constituted 

mosaic – the totality forms the ontology of  the work. This ontology, as 

Osborne states, has been subject to gradual but perpetual change, that 

occasionally results in particular instances of  formal stability.  Osborne 14

states that which propels this change is artistic practice and production. This 

production will often formalise modes of  presentation which are primarily 

artistic forms, but also social forms of  discourse.  The motivations that gave 15

shape to the installation-object have from the outset been compelled by a 

totalising impulse, the full erasure of  the enclosing space; the gallery, the 

institution, the city. The recognition being that the vessel shapes the 

substance. The significance of  the walls, enmeshed as they are with the 

social codes and instantiation of  power, compound the problem that arises 

from display and presentation well in advance of  the recent centuries.  

. Osborne, Anywhere Or Not at All, 140.13

. Garcia and Normand, “The Exhibition form and the Space-Time of the Artwork: A Retroactive 14
Ontology,” in Theater, Garden, Bestiary: A Materialist History of Exhibitions, 271. This is a 
conversation with Peter Osborne.

. Osborne, Anywhere Or Not at All, 156.15
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Thomas McEvilley, introducing O’Doherty’s seminal work, reminds us that 

the chamber protected from the flow of  time and the outside world emerges 

not from the conventions of  art, but the history of  religious practice.  The 16

Egyptian tomb and all its imagery were explicitly designed to eliminate the 

awareness of  exterior concerns. In this example, McEvilley identifies the 

production of  time as being resultant from the social obligations, mores and 

the mundane. McEvilley extends the example to Palaeolithic caves of  the 

Magdalenian and Aurignacian ages in France and Spain, and importantly 

these are spaces were the peripatetic specificity is coordinated through ritual 

practice – interior time, concepts of  eternity and psychological time.  While 17

McEvilley suggests these spaces, which contained painting and sculpture, 

were deliberately set away or outside everyday experience – the distinction 

he draws with the contemporary art space is not insignificant. The tomb and 

cave were often accessible only to a few, with hazardous terrain laying in the 

path of  the celebrant.  

 It is rare to find a cliff  face ascending before a gallery entrance.  18

However, the question of  accessibility is useful regarding how the time of  

the installation-object is ontologically constructed. It is useful to ask what are 

the contributing phenomena producing time within and around the object? 

In addressing how time is made visible, made literal within the site of  

display, Helena Reckitt voices a problem that arises from the restaging and 

recreation of  performance works.  

. O’Doherty, Inside the White Cube, 8. Specifically regarding the issues O’Doherty raises in detail; 16
the pre-modern chamber constructed to eliminate awareness of the outside world.

. O’Doherty, Inside the White Cube, 8. 17

. Kirby, “Allan Kaprow’s Eat,” 44. “As the visitor moved from the antechamber through a stone 18
arch and into the cave itself, he faced several wooden steps that led up to a low platform. At the far 
end of the platform more steps led down again to the cave floor. (This entrance to the main part of 
the cave was not mandatory. An unobstructed passage was possible along one wall.)”
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The question of  co-presentness, recreation and live performance is useful, 

the modes and methods rely on a necessary corporal component and 

circumstances that parallel the cave ritual or tomb invocation.  Reckitt’s 19

critique lies in the argument that the recapitulation of  these works often 

turns time-based or time-sensitive works into little more than images, to 

museological tableaux vivants.  Restagings of  works such as these often rely 20

on photographic documentation and result in the formal stabilisation with 

the performance “codified and canonised as just another genre, devoid of  its 

original meaning.”  While this may appear to be unique to performance 21

works and their reenactment, the issue arises in relation to any work where 

the question of  time is central and perhaps complicated further by the 

immutable peripatetic feature of  the site of  display. One ambition of  

installation’s project – at least during its formative development – was to 

recode the assumed designations derived from the site – with the underlying 

assumption in this investigation that site implies architecture, as opposed to 

landscape. 

DOCUMENTATION AND CULTIVATING THE ONTOLOGICAL GROUND  

In discussing the performance, installation and objects created by Andrei 

Monatyrski, Boris Groys helps refine the ontological position of  exhibition 

form and the ‘events’ it contains.  

. Reckitt, “To Make Time Appear,” 62.19

. Reckitt, 60.20

. Reckitt, 60.21

98



Groys remarks that the very structure of  society and audience are 

ideologically distinct when considering groups of  either a Western or 

Eastern origin, implying the commercialisation of  exhibition space is 

carving this ontological divide.  This distinction puts focus on the economic 22

structures that undergird public space as having a direct consequence on the 

spatial form and assumed or idealised audience. He suggests, similar to the 

case of  Monatyrski and the Collective Actions group, that artists at present 

are merely compensating for this commercialisation through collaboration. 

A collaboration taking place between artists and representatives from other 

disciplines such as the sciences, political movements and social groups to 

carve out and shape an “alternative public.”  It was the Collective Actions 23

group, under Andrei Monastyrski’s leadership that provides an early 

example of  wilfully shaping an alternative “counter-public.” Groys makes 

the distinction that it was not art’s commercialisation in CA’s case, but the 

ideological state apparatus and direct aesthetic censorship that catalysed the 

group and gave rise to this strategy. The work and the strategies that 

compose it, in this case, are as concerned with the cultivation of  a particular 

ontological ground, or plane, from which structures of  presentation and 

display might emerge. 

 What is particularly relevant to this discussion of  time, installation and 

the image is how those strategies were developed and the consequence they 

had. Groys incisively highlights an essential and timely contribution made by 

Monastyrski and the CA group that emerged from the exploration of  the 

relationship between the object, the event and its document.  

. Groys, History Becomes Form: Moscow Conceptualism, 151.22

. Groys, 146.23
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The documentation of  the CA group’s actions, happenings and 

interventions was positioned as the object around which discourse was 

formed. This subtle but decisive strategy raises the question: what of  the 

primary artefact is manifest, and what is considered a secondary 

presentation?  However, as pointed out by Peter Osborne, to sever the 24

question of  art from the method of  presentation is to divest the subject of  

any substance – and this is pivotal in relation to the installation-object and 

this inquiry: art is a mode of  presentation, art is display.  The production of  25

time and the temporality of  a practice that is conducted in relation to the 

installation-object arises from and feeds backwards from its document – they 

are not distinct categories – rather a mutually dependent ecology 

formulating a recursive ontology. Groys draws out his example by suggesting 

that art in the case of  the CA Group is not the result of  a singular creative 

act; it is the total action, the event and the document.  Consequently, the 26

document is often considered the only method by which a nominal ‘art 

activity’ may be referenced after the event. The performative actions the CA 

group arranged were explicitly staged to undermine this kind of  claim. The 

“reality effect” as Groys phrases it, results from both participation in and 

production of  the documentation. The art as such, only acquires a 

substantive reality post hoc, through its document. 

 Arising from two works by Broomberg and Chanarin, the photographic 

document, the action and aftermath similarly entwine as a cohesive strategy. 

. Groys, 148–9.24

. Garcia and Normand, “The Exhibition form and the Space-Time of the Artwork: A Retroactive 25
Ontology,” in Theater, Garden, Bestiary: A Materialist History of Exhibitions, 271. Osborne 
discusses the Hegelian split in more depth within Anywhere or Not at All in the section Art beyond 
Aesthetics. Danto, also calling on Hegel’s distinction between content and presentation in his End of 
Art, 131, and raising the problem of their synthesis.

. Groys, History Becomes Form: Moscow Conceptualism, 150.26
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This is described by Craig Staff  as “aftermath photography” and delineated 

by the artists as historically sensitive works that directly participate with art 

history and its varying image-making strategies.  Staff  describes how in 27

2006 the artist duo directly photographed graffiti on the interior of  a prison 

presenting the images without any supplemental information that might 

reveal the provenance of  the inscriptions which ranged from snakes to 

Mickey Mouse. Staff  describes the subjects of  Broomberg and Chanarin’s 

photographs as resulting neither from idleness nor subjugation, as might be 

assumed in such an environment. Instead, he suggests the prisoners who 

made these marks –  incarcerated within the regime of  Saddam Hussein – 

are more indicative of  improvised attempts to puncture or circumvent lived 

reality. Consequently – as with the documentation of  the CA group – it is 

reality that is at stake within these photographs made by Broomberg and 

Chanarin. Further, a work titled The Day Nobody Died, saw the artists 

accompany the British Army to the Helmand Province of  Afghanistan in 

2008. The primary material of  the work was a fifty-meter long roll of  

photographic paper that was exposed in six-meter sections. However, as 

Staff  points out, the artists categorise this work as performance – with 

document and action coinciding.  In addition to this, Staff  remarks how the 28

photographic object of  Broomberg and Chanarin holds an unmediated, 

physicalised time – an example where the photograph’s index or appeal to 

its indexicality circumvents the conventional codes of  simulacrum or 

representation. Staff  describes this as time “distilled within the material 

conditions of  the work itself.”  29

. Staff, Retroactivity and Contemporary Art, 49.27

. Staff, 50–1.28

. Staff, 52.29
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The minutiae of  what can be categorised as mediation may be speculated 

upon given the broader context of  the initial action and resulting object. 

However, both The Day Nobody Died and the prison photographs serve as 

useful examples when considering the ecology of  practice, layers of  process, 

then subsequent installation and derived documents relative to the 

production, expression and imprint of  time. 

MEDIATION AND OUTMODED TECHNOLOGIES  

While the question of  mediation may seem incidental in the case of  

Broomberg and Chanarin’s performance-photograph, Miwon Kwon in 

exploring the consequence of  recreating the “unrepeatable” works by 

Richard Serra, Barry Le Va or Alan Saret, lists photographic documentation 

at the top of  several materials germane to the production and speculation of  

site-specific works of  the 1960s and 70s.  While installation instructions, 30

field notes and preliminary drawings collude, the role of  the photo-

document has proved indispensable for the replication of  such works, once 

considered “impossible to reproduce” and have subsequently featured in 

many high-profile exhibitions. As Kwon states, with the consent of  the artists 

or their estates “new audiences are now being offered the ‘real’ aesthetic 

experiences of  site-specific copies.”   31

. Kwon, One Place After Another: Site-Specific Art and Locational Identity, 34–8.30

. Kwon, 33.31
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Speaking on a panel discussing the relationship between Krauss’s structural 

model of  the Expanded Field and architecture, Kown remarked that the 

possibility of  indexicality –  the material referent to physical reality – if  not 

already vanished, is where the field of  specificity appears to collapse.  The 32

conversation, of  course, takes place in the context of  mediation through 

digital means, and George Baker follows the remark with the assertion that 

the digital is not exterior to this collapse, “the digital is not on the outside,” 

rather it is the “logical and conceptual condition.”  33

 In his 2005 discussion of  Photography’s Expanded Field, Baker makes 

explicit what had been tacitly acknowledged for quite a few years previous, 

that the photographic object and the theory that accompanied it – the 

photographic logic of  the copy, its ambivalence to considerations of  

authorship and ‘style’ – had  “fully succumbed […] to its digital recoding,” 

and corresponding art practices had shifted to the category of  the cinematic.   34

Baker goes further with this assessment stating the lamentable condition of  

infinitely malleable categories appears to be of  no plight or concern to 

artistic practice in the new century. The broad consensus suggests that 

discussion of  ‘the image’ at this time is not focussed on whether or not it can 

be considered photographic, but that photography has “been foreclosed, 

cashiered, abandoned, outmoded technologically and displaced 

aesthetically.” What Baker accurately identifies within Krauss’s project is a 

veiled conservative appeal for a regress to traditional practices, discourses 

and objects.  

. Kwon, “The Expanded Field Now: A Roundtable Conversation,” in Retracing the Expanded 32
Field: Encounters between Art and Architecture, 105.

. Baker, “The Expanded Field Now: A Roundtable Conversation,” in Retracing the Expanded 33
Field: Encounters between Art and Architecture, 111.

. Baker, “Photography's Expanded Field,” 122.34
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Krauss’s attempt to tidy the conceptual mess spilling from the multimodal, 

synthesised practices of  installation, video and performance during the 

1960s and 70s was an unsuccessful attempt at centring.  Impossible then 35

and with the aerosol-like dispersal of  the digital through every dimension of  

visual discourse over the past thirty years, an irretrievable project. However, 

Baker’s conclusion to this 2005 analysis remains alive and relevant; he 

directly states that all attempts to regress and centre must be resisted, and 

the potential expansions latent in the digital are to be mapped as opposed to 

conditioned within a given, determinable, structuralist field. He cautions 

against the extremities of  both conservative, structuralist regression to 

traditional mediums and the “blind amnesia” implied by the post-medium 

condition, indicating hope in “the more fully spatial expansion of  the 

photograph.”  36

 While Peter Osborne has partially echoed Baker’s assessment of  the 

structuralist model for expanded practices, it is worth giving attention to the 

attribution Osborne has allotted to the Greimas semiotic square used by 

Krauss: that it is and perhaps always was a transitional account between 

medium-specificity and what Krauss referred to as the critically 

irrecuperable “post-medium condition.”  What is of  primary significance is 37

that this transitional state appears to be interminable.  

. Baker, 137–8.35

. Baker, 138.36

. Osborne, Anywhere Or Not at All, 104.37
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However distant or close 1979 may seem, the supporting structures both 

economic and institutional remain oriented to the paradigm and 

conventions of  traditional practices and display that have been in place since 

at least 1776, although as demonstrated, the horizon could be pushed much 

farther back.  The ontological position occupied by structures required to 38

maintain “soft power,” exhibits outwardly as an agonist against the horrors 

of  neoliberal expansion, and perpetual propagator of  it.  Far from 39

inconsequential, it is this exact ideological framework that galvanised the 

response from both formative and mature installation practices.  O’Doherty 40

charts this concisely from Lissitzky reconditioning of  a modern gallery space 

in 1925 in Hanover and Schwitters working at his Merzbau, positioning 

these clearly as an expansion of  the picture plane – the tableau.  This 41

instinct to recondition the salon guides the tendency toward illusionistic 

space derived from the image, “actualised in the box of  the gallery.”  With 42

these actualised images, O’Doherty correctly identifies the dilemma, that the 

surrounding structures, the gallery, the site, function as a set of  quotation 

marks continually referencing the tableaux, much as the traditional 

representation “became art within the illusory space of  a traditional 

picture.”   43

. Ribas, “Seeing, Showing, Ordering: Notes on a Natural History of Exhibiting,” in Theatre, 38
Garden, Bestiary: A Materialist History of Exhibitions, 134. 

. Rectanus, “Museums and the Creative Economy: Soft Power, Financialization, and Activism” in 39
Museums Inside Out: Artist Collaborations and New Exhibition Ecologies, 171-214.

. Groys, In the Flow, 80–1.40

. O’Doherty, Inside the White Cube: The Ideology of the Gallery Space, 42–9.41

. O’Doherty, 49.42

. O’Doherty, 49.43
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Of  these expanded tableaux, O’Doherty remarks on the distancing effect 

resulting from the institution walls and uses George Segal’s plaster figures 

and rooms as an example of  what appears to be time-bound while imitating 

timelessness.  Pursuing this analysis further, Osborne elucidates the almost 44

imperceptible architectural quotation marks that circumambulate the 

installation work in the following way: each art concept predicts a range of  

material possibilities which reflect on the concept. The “materialisations thus 

give concrete historical determinacy to a work’s meaning, that it could not 

otherwise acquire.”  Recalling Baker’s argument that the expansion of  the 45

photograph bears promise – through spatial expansion as opposed to 

temporal – restricts potential to materialisation and the box, the architecture 

alone, the hovering quotation marks.  However, within the digital that 46

Baker portends, a fluid temporality and infinitely malleable spatial 

dimension resides, actively disrupting the navigation and conception of  

extant architectural structures – this architecture remaining unambiguously 

the manifest effect of  power in the context of  presentation.  In contrast to 47

the arrested time produced by the photonic trace, the digital image appears 

to delete time, the trace and the index altogether.  

. O’Doherty, 50.44

. Garcia and Normand, “The Exhibition Form and the Space-Time of the Artwork: A Retroactive 45
Ontology,” in Theater, Garden, Bestiary: A Materialist History of Exhibitions, 272. 

. Baker, “Photography’s Expanded Field,” 122. “I would point to in the more fully spatial (as 46
opposed to temporal) expansion of the photograph.” The inference being material dimensionality as 
opposed to the sequenced image.

. Baker, 131. It is interesting to note Baker’s redrafting of Krauss’s semiotic field; between narrative 47
and stasis, the digital montage. Compare this with David Rodowick’s delineation of the digital 
montage discussed in Chapter VII.
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A schism created by the translation of  light into binary code. Boris Groys 

describing this transform and the digital image suggests it is much like a 

Byzantine icon, “a visible copy of  an invisible God.”  48

THE BARROOM AND EXHIBITIONARY DRAMATURGY 

Briony Fer continues this exploration of  the contexts that frame installation 

art and further explores the distancing effect pronounced by O’Doherty. Fer 

states that while a totalising experience may be the ambition of  the recreated 

barroom or bedroom, this experience is as mediated, conditioned and 

conditional as any other embodied within a site of  display.  Vincent 49

Normand through a discussion of  Juliane Rebentisch’s writing, decisively 

highlights this conflict between object and context, making evident the 

formative impulse, and suggesting the next phase of  installation practice.  50

What was provided by installation was a reflexive consciousness of  the object 

and site of  display. Rebentisch argues this through a reconsideration of  

Michael Fried’s designation of  literal art and the theatrical.  Fried defends 51

the aesthetic relationship between subject and object, between viewer and 

artwork, dismissing the effect of  the installation as presenting the 

“exhibitionary dramaturgy” that interferes with this form of  attention.  

. Groys, Art Power, 83.48

. Fer, “The Somnambulist's Story,” 81.49

. Normand, “Apparatus and Form: The Split Identity of the Exhibition,” in Theater, Garden, 50
Bestiary: A Materialist History of Exhibitions, 101.

. Normand, 101; Rebentisch, Aesthetics of Installation Art. 184–4. It is useful to compare this 51
account by Normand with Rebentisch’s comments on Boris Groys’s speculation on the temporality of 
film installation: “From the perspective of a theory of experience, the notion that a "complete and 
clear viewing" is a precondition of aesthetic judgment would seem problematic even in the case of 
painting.”
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Normand highlights what Rebentisch identifies as the fundamental material 

of  art that installation “made explicit in the most palpable way.”  What 52

installation makes explicit is the modernist, medium-specific conflict that 

suggests the object ascribes its own set of  values internally rather than from 

any extraneous ‘force’, less architecture. That primal material of  art that 

Rebentisch identifies and Normand highlights is the exhibition-form.  53

ART SPACE, SOCIAL MEANING AND THE EXHIBITION-FORM  

The emergence of  the modern exhibition as it relates to the image is traced 

by João Ribas to 1776. The date established by Ribas is based on the work 

of  the engraver and publisher, Christian von Mechel. He describes how von 

Mechel’s proximity to and engagement with scientific and zoological 

illustration led to being granted the task of  organising the display of  the 

Imperial Picture Gallery.  In this year it was moved from the Stallburg to 54

the Upper Belvedere opening the collection to the public – von Mechel 

described his method of  display as “educational and would approach most 

loosely a visible history of  art.” Von Mechel makes clear that his approach is 

intended not merely to provide passive enjoyment, but satisfy the visitor’s 

thirst for knowledge and as Ribas suggests, he transformed what were in 

effect beautiful walking spaces, to epistemic ones. Von Mechel charted a 

spatial narrative, “the development of  a spatialised chronology over time.”   55

. Normand, 101.52

. Normand, 103–4.53

. Ribas, “Seeing, Showing, Ordering: Notes on a Natural History of Exhibiting,” in Theatre, 54
Garden, Bestiary: A Materialist History of Exhibitions, 134. 

. Ribas, 138.55
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The methodology employed by von Mechel is explicitly connected with the 

taxonomical systems he encountered in natural history illustrations where 

orders, genera and species are demarcated. What is of  interest to this 

research is that von Mechel purposively and deliberately constructed a 

spatial chronology which “no previous art gallery had displayed the slightest 

trace […] apart from the collection in the Uffizi in Florence, which was 

reorganised at more or less the same time.”  56

 In stark contrast to spatialised chronology organised by von Mechel, 

Peter Osborne suggests that the present-day curators of  ‘international art-

space’ must ensure they remain “spaces of  uncertainty, of  not knowing in 

advance.”  What is of  interest and consequential to the artist-form, 57

practice-structured, installation-object, is that Osborne locates the exhibition 

as a mediating structure reorienting the social functions of  display by setting 

and inscribing contexts – rather than stripping them out. Osborne says in 

response to Krauss’s project, rather than merely synthesising “new 

mediums” the exhibition-form presents a method of  providing “social 

meaning.”  He goes further by adding that the exhibition is the “unit of  58

artistic significance and the object of  constructive intent.”  The medium-59

specific concerns charted by Krauss through the semiotic square and 

differential specificity are not necessarily irrelevant when considering 

installation within a practice-based strategy that gives priority to exhibition-

form and digital exposition.  

. Ribas, 138.56

. Osborne, Anywhere Or Not at All, 168.57

. Osborne, Anywhere Or Not at All, 167.58

. Osborne, 167.59
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Concisely, it is Krauss’s reference to “higher orders of  technology” in her 

analysis of  Broodthaers’s Voyage on the North Sea – the camera looking at the 

flea-market painting –  that is instructional when considering both 

exhibition-form and the digital image as the lenses through which to observe 

the historical installation-object, instruments to grasp its “inner 

complexity.”  Both the exhibition and digital representation appear as  60

nodes in the ecology of  the installation-object, mediating and reflexively 

constructing the experience and production of  time concurrently and 

retroactively. 

THE IMPRINT FROM ETERNITY OR, HOW LONG IS THE PAINTING?  

Contemplating the lived experience of  the Eternal Return, Klossowski 

declares that at the moment it is revealed to him, he ceases to be himself  hic 

et nunc – here and now – and is “susceptible to becoming innumerable 

others.”  This loss of  self  in time and imprint ab aeterno has a parallel in 61

what Victor Burgin refers to as the specificity of  the exhibition-form, and 

what distinguishes the practices of  fine art from other non-art practices that 

“have largely become elided from consciousness.”  Burgin makes the 62

distinction that his video works are designed not for the lecture theatre, the 

smartphone, the digital tablet, the cinema or the laptop screen – they are 

shaped and composed to engage with the specificity of  the gallery, the 

museum space, the site of  display.   63

. Krauss, A Voyage on the North Sea: Art in the Age of the Post-Medium Condition, 53.60

. Klossowski, Nietzsche and the Vicious Circle, 58.61

. Burgin, “Victor Burgin, Specificity in Practice.” From 3 minutes and 14 seconds.62

. Burgin, Situational Aesthetics: Selected Writings, 371–2.63
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Whereas in these other contexts the time of  the medium is coincidental with 

the initial and final frame of  the digital file or celluloid film reel, this is rarely 

the case when video or film are contextualised within the exhibition. Burgin 

queries: it is natural to ask when a cinematic film might begin or end, but do 

we ever ask “how long is the painting?”  Within this distinction lies the 64

specificity of  the exhibition-form. Burgin goes on to suggest the temporal 

structure of  a projection work specific to the gallery context is more aligned 

to the psychoanalytic session than a cinematic experience, no single part is 

considered more important than any other, and all points are points of  

departure for chains of  association. Burgin makes clear that the function of  

any text seen in his videos must appear as either the first or last at any 

moment; they must function autonomously as well as connected to the 

greater part.  It is the very concept of  returning and repetition that Burgin 65

advances as the temporality of  psychoanalysis, it is the primary therapeutic 

principle revealed in one of  Freud’s essays, Remembering, Repeating and Working 

Through. Burgin likens this to the ritornello structure in baroque musical 

form – the first movement of  Vivaldi's Spring being one example – having 

analogy in psychical mechanisms like that of  deferred action where a 

previously anodyne event may become traumatic or give way to the 

unconscious determinations of  the uncanny or deja vu.   66

. Burgin, “Victor Burgin, Specificity in Practice.” From 5 minutes and 57 seconds.64

. Burgin, “Victor Burgin, Specificity in Practice.” From 5 minutes and 20 seconds.65

. Burgin “Victor Burgin, Specificity in Practice.” From 8 minutes and 4 seconds; Huska, “The 66
Predicament of Undecidability: Moments of Déjà vu in Space, Time, and Consciousness.” 41. Here it 
is useful to consider Huska’s placement of deja vu within the research context: ”Once again, déjà vu 
propels the research into the sphere of the secret or the repressed that return in distorted and 
unexpected ways.”
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Similarly, Burgin reminds us that the psychoanalysis of  Jean Laplanche and 

Serge Leclaire characterised the reiterative fractional chains that compose 

phantasies and daydreams as “short sequences, fragmentary, circular and 

repetitive.”  In pursuing this structure of  recursion and its relation to 67

temporal production within the field of  aesthetic difference, Walter 

Benjamin, in his Arcades Project, makes the following note: 

This semblance of  the new is reflected, like one mirror in 

another, is the semblance of  the ever recurrent. The 

product of  this reflection is the phantasmagoria of  

“cultural history,” in which the bourgeoisie enjoys its false 

consciousness to the full.  68

In describing this note James McFarland draws out the context, emerging as 

it does from Benjamin's reading of  Louis Auguste Blanqui’s L’Eternite par Les 

Astres, and suggests Benjamin’s paralysis in confronting the ever-renewing 

surface of  the modern.  McFarland describes Blanqui’s indirect assault on 69

bourgeois society by giving focus to his personal “terrible judgement,” and 

unconditional surrender to the oppressing dynamics which parallel 

Benjamin's figure from his Trauerspiel, the figure of  the tragic hero.   70

. Burgin, “Victor Burgin, Specificity in Practice.” From 8 minutes and 10 seconds;67

. Benjamin, The Arcades Project, 11. The conclusion of this paragraph is of significance: 68
“Nonconformists rebel against consigning art to the marketplace. They rally round the banner of l‘art 
pour l'art. From this watchword derives the conception of the “total work of art”— the 
Gesamtkunstwerk — which, would seal art off from the developments of technology. ‘The solemn rite 
with which it is celebrated is the pendant to the distraction that transfigures the commodity. Both 
abstract from the social existence of human beings. Baudelaire succumbs to the rage for Wagner.”

. McFarland, Constellation: Friedrich Nietzsche and Walter Benjamin in the Now-Time of History, 69
233.

. McFarland, 234.70
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McFarland remarks that Benjamin’s later notes convolute to “he was 

brought down by the enemy within.”  However, McFarland remarks that 71

within this section of  The Arcades Project titled Boredom, Eternal Return, 

Benjamin goes on to shed light on his thought that The Eternal Return is 

the “fundamental form or ur-history, of  mythic consciousness.”  McFarland 72

says that framed as the temporality of  fate, The Eternal Return is also the 

container of  guilt and death which only an extreme inversion can overcome. 

Simultaneously, The Eternal Return bears a version of  ultimate hope, 

indicated by one of  Benjamin’s aphoristic sequences: 

Eternal recurrence is an attempt to combine the two 

antinomic principles of  happiness: that of  eternity and 

that of  the “yet again.” The idea of  eternal recurrence 

conjures the speculative idea (or phantasmagoria) of  

happiness from the misery of  the times. Nietzsche’s 

heroism has its counterpart in the heroism of  Baudelaire, 

who conjures the phantasmagoria of  modernity from the 

misery of  philistinism.  73

. McFarland, 234.71

. McFarland, 236.72

. McFarland, 237.73
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ART-TIME AND THE PRODUCTION OF BOREDOM 

  

In pursuing the question and structure of  boredom and its embeddedness 

with and relationship to the temporality of  the installation-object, Peter 

Osborne describes this temporality as the product of  idealised social and 

historical relations; practices and processes that have as much to do with the 

“deliberate production of  boredom,” as they do transcendence.  He 74

suggests how Augustine of  Hippo in describing his “time of  the soul” 

collapses the temporal dimensions of  past, present and future to “the 

threefold present.”  This tripartite form is distributed and aligned to the 75

personal and subjective phenomena of  “attention, memory and 

expectation.”  Following this structure, Osborne suggests the temporality of  76

a work of  art is defined by what category of  attention, memory and 

expectation are evoked and commanded.  77

Although differing in texture significantly, Mark Fisher’s thoughts on J. 

G. Ballard’s 2003 novel Millennium People echo a similar sentiment to that of  

Benjamin’s response to Blanqui, but we are wrenched firmly into the recent 

past with less distance for nostalgic ambivalence. Fisher remarks that the 

protagonist Richard Gould merely acts as a carrier for Ballard’s theories.  78

Gould repeatedly attacks the “air-conditioned totalitarianism of  

contemporary securo-culture” in a similar manner to those writings of  

Nietzsche, The Situationists, Dada, Baudrillard and Lyotard.  

. Osborne, Anywhere Or Not at All, 176.74

. Osborne, 175.75

. Osborne, 175.76

. Osborne, 175.77

. Fisher, K-Punk: The Collected and Unpublished Writings of Mark Fisher (2004-2016), 59.78

114



Gould’s insurgent voice gives direct expression to the underlying thought in 

Fisher’s text, “We’re living in a soft regime prison built by earlier generations 

of  inmates. Somehow we have to break free.”  The book describes a world 79

ruled “for the first time in history by a vicious boredom, interrupted by 

meaningless acts of  violence.”  Fisher’s impatience and polemic draw vitriol 80

from the Nietzschean conception of  the “Last Man,” however, the subjects 

of  class and the structures undergirding power, also sit comfortably with 

Benjamin’s lament and Osborne’s conjecture on the production of  boredom 

within the exhibition-form.  The incessant semblance of  the new reflected 81

like one mirror in another, parlaying the future into a perpetual, horizontal 

present is the subject taken up by Jacques Rancière in his discussion of  the 

aesthetic regimes of  art. He states that the reflexive temporality produced by 

“the new” is not guided by an impulse to initiate an artistic rupture, rather it 

is based on a series of  “decisions to reinterpret what makes art or what art 

makes.”  Within Rancière’s distinction, the future of  art and its attempt to 82

distinguish itself  from what is non-art in the present “incessantly restages the 

past.”  He details this contrast by suggesting the concept of  the modern, 83

which is a highly “questionable notion,” attempts to sever the radical 

gestures from which aesthetic regimes of  the arts emerged, artificially 

shaping what would appear to be “one meaning and direction in history.”  84

. Fisher, 59.79

. Fisher, 58.80

. Fisher, 61. “Ballard knows that a break-out from this affective prison must involve the explicit de-81
cathexis of the “nice house, nice family” picture that bourgeois culture is still capable of projecting as 
ideal… The middle-class defection from reproductive futurism into scarification and tribalisation did 
nothing more than state the obvious — middle-class careers and the privileges they bring are empty, 
tedious and enervating — but, now more than ever, it is this obviousness that cannot be stated.”

. Rancière, Politics of Aesthetics, 20.82

. Rancière, 20.83

. Rancière, 2184
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He describes this as being done by separating the rupture from the context 

that caused it: “history, interpretation, patrimony, the museum, the 

pervasiveness of  reproduction.” However, he makes clear that the 

temporality specific to “the aesthetic regime of  the arts, is a co-presence of  

heterogeneous temporalities.”  85

. Rancière, 21.85

116



CHAPTER V - SLIPPING, MIXING, SYNCHRONISING  

This chapter considers how the spatiality of  the installation suggests a 

temporal object and explores potential strategies for relative fine art 

practices that are engaged with the image. While this portion of  the research 

assisted in developing a highly individuated methodology, the potential 

diversions from painting and adaptation to other modes are evident. The 

discussion takes as its point of  departure the baroque cinema of  Raúl Ruiz 

and charts a path that considers the production of  psychological time and 

acausal correspondence. This discussion arranges diverse threads including 

psychological phenomena associated with library research, Vladimir 

Nabokov’s exploration of  the arcane An Experiment with Time, and how 

Timothy Morton presents causality within the frame of  aesthetics. Focus is 

given to the installation of  Arturas Raila, where sensitivity to synchronous 

events is employed as a distinct practice strategy in relation to engagement 

with space, archival materials and obsolete sub-cultures. 

TEMPORALITY, THE FRAGMENT AND OPERATING IN UNANTICIPATED 

WAYS 

Marita Sturken in describing the installation-object through its formal 

characteristics – which are fundamentally spatial and imply time – suggests 

that it is the audience rather than the artist who ‘performs’ the piece in the 

installation.   1

. Sturken, “The Space of Electronic Time: the Memory Machines of Jim Campbell,” in Space, Site, 1
Intervention: Situating Installation Art, 287.
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Sturken’s phrasing indicates an interiority, a third object or withdrawn layer; 

this distinction has a consequence for practice. It falls to the artist to describe 

the rules, the limitations and context for this performance through primarily 

shaping the peripatetic, haptic and visual coordinates. Importantly, in 

devising the installation, Sturken suggests the role of  the artist requires them 

to “create a context in which [the work] can, perhaps, operate in 

unanticipated ways.”  While this assertion makes clear the foundational 2

property of  the installation-object, the question posed for this research is: by 

what methods and strategies might a practice respond? Neither clock nor 

cosmic time – as A. R. Petersen reminds us – is constituent of  the 

installation-object, instead it is a formal expression of  psychological time, of  

interiority.  However, Petersen divides into broad territories where the 3

temporal resides within and outside the space of  installation, the boundaries 

deriving from Gottfried Bohm’s essay Bild und Zeit – Image and Time.  This 4

division is marked by two broad categories, Represented Time and Reception 

Time. Represented Time is constituted by the work’s “own” time, the 

representation of  time and the temporality the composition of  the work 

represents. Reception Time is fulfilled by the viewer, the experience of  time, 

and the temporality the viewer produces during the experience of  the work.   5

. Sturken, 287.2

. Petersen, Installation Art, 200.3

. Petersen, 189, 198.4

. Petersen, 189–90.5
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This research has attended to each of  these distinctions, however, the 

response of  practice to the installation-object’s temporality – the categories 

within Represented Time marked as “The work’s own time,” and “the way in 

which the work represents time on a purely compositional level” – have 

provided context and a substantial exploration within this research.  6

 If  we consider Krauss’s analysis of  Broodthaers looking at the thrift 

store painting through the camera lens, we might also situate the installation-

object as a variety of  lens through which the grain and impasto of  practice 

are revealed. This relationship between object and ocular apparatus can be 

further expanded upon by considering the cinema of  Raul Ruiz and his film 

L’hypothèse du Tableau Volé – Hypothesis of  the Stolen Painting – of  1978, 

incidentally the year Krauss wrote Sculpture in the Expanded Field. As discussed 

in Chapter II, in Michael Goddard’s assessment, Ruiz’s cinema is indicative 

of  what could be considered a baroque or neo-baroque structure.  Goddard 7

remarks that Christine Buci-Glucksmann details this condition as “slippery,” 

a category that wilfully attempts to frustrate any attempt to contain it, 

whether “in a specific historical period, or geographical location.”  Indeed, 8

Ruiz himself  qualified this assessment, distinguishing it from “the gothic 

system of  the more conventional detective film.”   9

. Petersen’s description of Reception Time, primarily emphasising the question of how installation 6
time-space is perceived by the audience, suggests a research project where the gathering of 
anecdotal, qualitative data would be required, or is implicit. While providing interest, this variety of 
study remains better suited to disciplines that prioritise these concerns.  

. Goddard, The Cinema of Raúl Ruiz: Impossible Cartographies, Introduction: A New 7
Cartographer?

. Goddard, Introduction: A New Cartographer?8

. Goddard, The Cinema of Raúl Ruiz: Impossible Cartographies, Chapter 1, Part 2, From the 9
Dialectics of Exile to the Tableau Vivant.
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Goddard describes the qualities of  Ruiz’s baroque cinema as emphasising 

the “fragment over the whole” which in turn provides a complexity deriving 

from strategically placed, multiple levels, coexisting but often contrary and 

which fundamentally resist reduction to a single overall schema or 

monocular perspective. Goddard observes that within Hypothesis of  the Stolen 

Painting, no matter what is revealed through the detailed analysis of  the 

narrator and frames of  the film, the core of  the mystery will be withdrawn, 

always obscured by a competing possibility. There will always be a missing 

painting, lacunae and obscured knowledge that “prevents the system of  

interpretation from ever reaching the unitary totalisation of  a solution.”  10

 The installation-object resides as ocular apparatus relative to the 

practice it observes, and as Ruiz suggests in a discussion of  the formulation 

of  his film, when time is in question – historical, psychological or cosmic – 

fragmentation must be privileged.  It is apparent in this formulation that 11

when temporality is the governing property of  the ocular apparatus, time 

must be emphasised over all else within a strategy for practice. The residual 

trace, action and composition of  performance works have long been 

associated with the installation-object where time is embedded and of  

primary significance – we might consider Kirsten Justensen’s work 

Meltingtime or Lawrence Malstaf ’s Golgotha.  However, in a discussion that 12

raises the question of  the painting’s or the photograph’s temporality, 

emphasis must be given not only to the static object, but also to allusion, 

contingencies and peripheral phenomena.  

. Goddard, The Cinema of Raúl Ruiz: Impossible Cartographies, Introduction: A New 10
Cartographer?

. Ruiz, The Poetics of Cinema, 45.11

. Petersen, Installation Art: Between Image & Stage, 207–14, 308–11.12
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Distinguishing painting-time from photographic-time, and both these from 

performance-time requires consideration and emphasis of  process. While 

figuratively the process of  painting could be condensed to a gestural 

moment as instantaneous as a shutter click – and the reverse analogy also 

true of  a photograph – the proximate actions connected to these mediums 

are similarly suggestive of  procession, a navigation and passage through 

space, both flux and Stimmung. It is this consideration that was suggestive of  a 

practice that might be guided by phenomena that fundamentally appear to 

organise and direct the creative process – a point of  interest subordinate to 

aesthetic singularity or stylistic concern. Coincidence, prevenient grace, 

synchronicity or altamirage beyond the humanities are mainly regarded as a 

flaw in the system of  research.  The irritant that is strategically annexed 13

elsewhere is the phenomena foregrounded in this discussion and given 

emphasis as unique temporal phenomena and fundamental organising 

principle of  creative action. 

INTUITION AS METHOD, COINCIDENCE AS SUBSTRATE 

Establishing a unified sign under which this dimension of  practice could be 

succinctly allotted, would be to dismiss the varying characteristics and 

subjective variability by which it operates. Intuition, as Gilles Deleuze 

reminded us, is the method of  Bergsonism.  Deleuze begins with 14

establishing the negative – intuition is not a feeling, not inspiration, not 

sympathy – so too must the sphere of  coinciding temporal phenomena be 

approached.  

. Maxwell, Qualitative Research Design: An Interactive Approach, 108.13

. Deleuze, Bergsonism, 13.14
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What Deleuze affirms from the outset in his discussion of  intuition, is that 

through its precision it is “a fully developed method,” and presupposes 

duration, the foundational area of  interest for this research. Before 

expanding this discussion to what implication coincidence has within 

practice-based methods for the image, it is worth fully considering the 

methodology proposed by Deleuze concerning intuition, then examining the 

correlates. Deleuze demonstrates that the term intuition signifies immediate 

knowledge and asks: how can a method be derived from this? Bergson 

presented intuition as a simple act, but this simplicity does not negate “a 

qualitative and virtual multiplicity.”  He suggests that with this understood, 15

intuition naturally yields a “plurality of  meanings and irreducible multiple 

aspects.”  From the outset, Deleuze remarks on Bergson’s three parameters 16

of  an intuitively grounded method. The first is the clear statement of  a 

problem; the second is the identification of  differences in kind; the third is 

the apprehension of  real time. Take a lump of  sugar, Deleuze asks us. In this 

uncomplicated example, he reiterates a variation on the Sorites Paradox, its 

connection with time and the foundational problem posed by the 

installation-object.  The sugar’s way of  being is revealed in the process of  17

dissolving, and through this process, communicates not only how sugar is 

different from everything else, but also itself. This alteration – perhaps phase 

shift – reveals the substance of  the thing, and it is “what we grasp when we 

conceive of  it in terms of  duration.” This example is provided under the 

third Bergsonian rule: to solve problems in terms of  time rather than space. 

. Deleuze, 37–40.15

. Deleuze, 93.16

. Deleuze, 31.17
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 The logic of  Bergson’s intuitive method Deleuze suggests, is that duration is 

the “environment” of  differences in kind, that there is no difference except 

through duration, whereas space is only the environment of  differences in 

degree. The choice of  an inherently spatial metaphor applied to both 

instances is worth noting. While this may imply that correspondence of  

phenomena arises from dimension rather than duration, it is worth 

considering the distinction Deleuze has recounted elsewhere. He suggests 

that the role of  the imagination is to identify something new in repetition. 

That repetition “is like a skin which unravels, the external husk of  a kernel 

of  difference” which gives way to more and more “complicated internal 

repetitions,” a recursive structuring.  We might rely on the metaphor of  18

‘genus and species’ as a guide in this example, correspondingly explored in 

Becoming-Animal, within which Deleuze submits that difference lies between 

two repetitions, but repetition does not lie between two differences.  19

Difference takes place between one order of  repetition and another, from 

one generality to another and in this context, correspondence places itself  as 

a marker, or haecceity, within the ‘environment’ of  intuition. When 

considering Bergson’s method, Deleuze positions intuition as the movement 

that has us supersede our own duration, from which vantage any number of  

durations, all of  which differ, may be perceived.   20

. Deleuze, Difference and Repetition, 101.18

. Deleuze and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, 339–48.19

. Deleuze, Bergsonism, 51–65.20
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Within Bergson’s description of  intuition, we become part of  the object 

observed and not in a different way to what Harman describes as the “third 

object” of  OOO.  Similarly in the process of  becoming, whether animal, 21

sorcerer or molecule, Deleuze describes haecceity entering into composition 

with other degrees of  difference, a flutter – we become coincident with the 

object –  to an indeterminable extent then, the object also will become 

coincident with that which perceives it.  In this context, we might replace 22

the terms associated with coincidence for haecceity or repetition; however, as 

will be presented in the following sections, it is useful to consider the 

subjective variations. 

PSYCHOPHYSICAL PARALLELISM: TERMS AND VARYING DEFINITIONS  

Psychophysical Parallelism is where Leibniz’s theory of  correspondence 

“petered out,” Jung reminds us, and it is in Carl Gustav’s text on Synchronicity 

we find an excavation of  the field of  phenomenal correspondences.  What 23

the historical layers reveal in Jung’s short book are a series of  cascading 

metaphors that although antiquated, provide an elaborately woven lineage 

of  coincidence that influenced his understanding of  this occurrence. 

Leibniz’s view harmonises with Schopenhauer’s suggesting the detectible 

interrelationship of  events not causally connected, and is predicated on the 

unity of  the “primal cause.”  

. Schmid, “On Contemporary Objects,” in Simulation, Exercise, Operations, 63–8. Schmid’s 21
commentary on the contemporary object is similarly intangible, defined only through subtractive 
process: “Faced with objects that, from the point of view of any particular scientific discourse, are 
partial and incomplete, but are treated by common sense as real, such an epistemology tries to 
provide the theoretical means to account for their objective appearance of unity, without ‘reducing’ 
them.”

. Deleuze, and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, 295.22

. Jung, Synchronicity: An Acausal Connecting Principle, 82.23
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At bottom, Jung tells us, this is “only a repetition of  the old peripatetic view, 

with a modern deterministic colouring.”  Before this, Kepler believed that 24

“the secret of  the marvellous correspondence” was located within the Earth, 

propelled along by the anima telluris, the Earth-Soul.  The proof  for which 25

he provides is certain temperatures beneath the surface of  the Earth and the 

Earth’s ability to produce metals, crystals, minerals and fossils which in turn 

give rise to “ships, fishes, kings, popes, monks and soldiers.” Further, these 

sentient incarnations produce geometry – such six-figured forms as those 

found in the crystal. Jung provides several examples from the dreams of  his 

patients that he says contain the peculiar idea of  self-subsistent meaning: 

“The dreamer was in a wild mountain region where he 

found contiguous layers of  triassic rock. He loosened the 

slabs and discovered to his boundless astonishment that 

they had human heads on them in low relief. This dream 

was repeated several times at long intervals.”  26

Jung suggests that dreams such as this point to the presence of  a “formal 

factor in nature.”  Through the dream of  repetition and the repetition 27

thereof, a coincidence of  the natural – lusus naturae – is attempting to bring 

consciousness nearer to it. 

. Jung 82.24

. Jung, 81.25

. Jung, 87–8.26

. Jung, 88.27
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 What Jung recognises in his analysis of  psychophysical parallelism, 

synchronicity or coincidence, are phenomena governed by no regularity, that 

the disharmony of  experience is as impressive as the occasional, intermittent 

harmony.  So perplexed by the incongruity and absence of  predictable 28

characteristics, Jung remarked that it might be necessary to add 

synchronicity as a fourth factor, “to the recognised triad of  space, time, and 

causality.”  He states that synchronicity is finally connected only with 29

psychic conditions, and quite different from the causality that “reigns 

despotically over the whole picture of  the macro-physical world and whose 

universal rule is shattered only in certain lower orders of  magnitude.”  30

What is of  significance to this portion of  the investigation of  practice-based 

strategy, is that Jung unambiguously states synchronistic phenomena occur 

experimentally with some indeterminate frequency within intuitive 

procedures, and these are “subjectively convincing but are extremely difficult 

to verify objectively and cannot be statistically evaluated.”  Further, to 31

clarify the position held by this research: to discuss coincidence in the 

context of  an artistic practice oriented to the exploration of  the installation-

object, is to observe one foundational perception that is assumed in the 

creative method and is specifically time-conditional, amongst others.  

. Jung, 95.28

. Jung, 96. It is worth noting the fourfold diagram form Jung deploys as expositional method.29

. Jung, 95.30

. Jung, 95.31
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What Jung acknowledges at the outset of  his discussion is that looking to the 

macro-physical world for acausal events will bear little reward, but the 

experience of  their existence follows the logic of  “statistical truth” and are 

the aggregate of  subconscious, psychological processes.  In this instance, we 32

might replace statistical truth with poetic truth, or metaphor.  33

 What we find beyond the strictly philosophical exegesis and 

psychoanalytic experiment, are methodological attempts and speculative 

conjectures that are revealing, if  flawed. J. W. Dunne in the first few lines of  

his arcane Experiment with Time, felt it necessary to suggest his was not a book 

about “occultism,” and definitely not “what is called psychoanalysis.”  34

Almost as fascinating as the experiment itself  is Dunne’s account and 

language used to describe his process. Railing between calmly detailed 

pseudo-empiricism and florid bluster, the experiment presents the unusual 

concept that humans are consistently dreaming of  the future and time 

follows an oppositional movement to that which we perceive – concisely, it 

runs in reverse.  The counterargument seems obvious, however, while 35

Dunne protested against any claim to psychoanalytic method, the 

experiment was entirely predicated on the recording of  dreams over a 

specified duration.   36

. Jung, 6.32

. Huska, “The Predicament of Undecidability: Moments of Déjà vu in Space, Time, and 33
Consciousness,” 179. Huska’s commentary on the intertwining of intentionality, libido and the virtual 
are useful here: “Reality doubles itself into a virtual that contains the possibility of pure past or which 
makes the present already past. In fact, the past paradoxically coexists with the present rather than 
succeeding it. Deleuze claims that for Bergson “we do not move from the present to the past, from 
perception to recollection but from the past to the present, from recollection to perception.”

. Dunne, An Experiment with Time, 1.34

. Dunne, 56.35

. Dunne, 29–32.36
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Dunne’s rationale for conducting the experiment was guided by his 

supposition that he was abnormal, by his terms “a freak,” and that despite 

his interest he was neither a medium, a clairvoyant nor had any unique 

sensitivity. He remarks that he is suffering, and suffering from a fault in his 

perception of  and relation to reality, and this fault compelled him to perceive 

at rare intervals “large blocks of  otherwise perfectly normal personal 

experience displaced from their proper positions in time.” It was Dunne’s 

ambition to use his suffering to discover some overlooked peculiarity in how 

time is structured. Henri Bergson’s writing on time and free will was of  no 

use to Dunne; he asserted that Bergson’s speculation that time has “no part,” 

contravened his intuition. Similarly, he did not assume that time was a form 

of  thought, or a dimension of  reality “compoundable with space.” Dunne 

was interested in how time got mixed between the dream, waking experience 

and memory.  37

 Before detailing the experiment, Dunne unambiguously sets out his 

hypothesis that our waking view of  the universe is limited, lop-sided toward 

the perception of  the past and a transitory present. What we are missing 

through the imposed barrier of  waking perception, is the reality that the 

universe is “stretched out in time” and “the associational network is not 

merely moving this way and that way in space, but also backwards and 

forwards in time.”  The barrier is removed when the subject of  his 38

experiment is asleep and dreaming; the method of  the experiment consists 

of  recording the contents of  dreams and observing coincident symbols, 

events and phenomena in waking life.  

. Dunne, 29.37

. Dunne, 15.38
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What any noted correspondence provided – in Dunne’s assessment – was 

evidence that time was structured in ever-higher recursive dimensions 

accessible only to alternative conscious states and that repetition, 

correspondence or coincidence was evidence of  this “seriality.”  The 39

examples presented here, from Jung’s defining of  synchronicity to Dunne’s 

experiment in time, are done so to highlight for the reader temporal 

strategies at the level of  practice to determine and construct a time-

structured object relative to the spatiality of  installation. In this regard, it is 

helpful to remark on the foundational strategy that Marcel Duchamp 

formulated for the ready-made, described by Sarah Kolb, concisely that the 

ready-made was a marker of  time and artefact of  chance in a temporal 

system devised by Duchamp.  40

Gennedy Barabtarlo in discussing the precursor to Vladimir Nabokov’s 

interest in Dunne’s experiment, notes a curiosity: An Experiment with Time was 

published almost at the same time as Heidegger’s Sein und Zeit.  Barabtarlo’s 41

remarks on Dunne’s theory suggest a common relation between the 

experience of  synchronicity and deja vu: that the memory of  what we 

experience in dreams is never fully intact on waking, and when “old dreams 

resurface there may lurk a plausible explanation.”   42

. Dunne, 79–120.39

. Kolb, “There Is No Progress, Change Is All We Know, Notes on Duchamp’s Concept of Plastic 40
Duration,” 103. “By explicitly linking the concept of the ready-made with potential “delays” (avec 
tous délais), a special kind of “timing” (horlogisme), a photographic “snapshot” (instantané), and “a 
kind of rendezvous” (une sorte de rendezvous), Duchamp defines the constitutive act of choice by 
analogy to an open-ended encounter.”

. Barabtarlo, Insomniac Dreams: Experiments with Time, 6.41

. Barabtarlo, 12.42
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Barabtarlo clearly states that Nabokov was a mystic “deep inside” and the 

intervention of  the metaphysical into everyday life was “close to him, a 

translucent backdrop in most of  his fiction.” On October 14th 1964, 

Nabokov wrote at the beginning of  his “dreamer’s log” initiating the self-

experiment: 

During the process of  writing I was under the impression 

that I was turning out something very smart and witty; on 

occasions a like thing happens in dreams: you dream you 

are making a speech of  the utmost brilliancy, but when you 

recall it upon awakening, it goes nonsensically. Besides 

being silent before tea, I’m silent before eyes in mire and 

mirrorage.  43

Despite perpetually suffering from insomnia that required medical 

treatment, Nabokov persisted intermittently with the experiment until 1976, 

the year before his death. However, he sustained an eighty-night experiment 

in the Autumn of  1964 when he began, and this was pursued under the 

“daylight supposition that time is reversible.”  Barabtarlo shows the results 44

of  these records directly propagating through Nabokov’s novels and 

memoirs reaching a zenith in his final complete novel, Look at the Harlequins! 

The protagonist of  which “takes his inability to spatialise time by reversing 

it, for a form of  insanity.”  45

. Barabtarlo, 33.43

. Barabtarlo, 30.44

. Barabtarlo, 30.45
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CAUSALITY AND THE AESTHETIC DIMENSION 

In discussing the context and motivations of  OOO, Graham Harman 

provides relief  from the misapprehension that the inherently subjective 

experience of  reality need not be obligated to the rigour of  technical or 

pseudo-mechanical method.  Simply that his philosophy does not treat art 46

“as a peripheral subfield,” but as the very heart of  OOO, and aesthetics as 

the first philosophy.  Harman makes clear that what he means by aesthetics 47

is the study of  the relationship “between objects and their qualities.”  48

Timothy Morton, following Harman’s realism, proposes there are real 

things, out there.  He asserts that many theories of  causality maintain an 49

agenda of  demystification, however, his promotion and exposition of  OOO 

including what he terms magical realism, builds on the discussion of  

aesthetics positioned by Harman. Morton’s use of  the term aesthetic fuses a 

distant, but the detectable relationship between, causality, coincidence, time 

and the object.  Morton asks us: if  objects remain inexhaustible, 50

withdrawn, irreducible to our relations or uses of  them – then affect only 

ever occurs “in a strange region out in front of  them, a region of  traces and 

footprints: the aesthetic dimension.”  Morton reminds us of  Freud’s 51

encapsulation of  the ego: it is the record of  abandoned object cathexes.  

. Harman, Object-Oriented Ontology: A New Theory of Everything, Chapter 2: Aesthetics is the 46
Root of All Philosophy, The Theatricality of Metaphor.

. Harman, Art and Objects, 1.47

. Harman, Object-Oriented Ontology: A New Theory of Everything, Chapter 2: Aesthetics is the 48
Root of All Philosophy, Formalism in Aesthetics.

. Morton, Realist Magic: Objects, Ontology, Causality, 191.49

. Morton, 17–20.50

. Morton, 18.51
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Much like that of  a fossilised slab imprinted with the footprint of  a dinosaur; 

like glass moulded and spun by the breath, every aesthetic trace “sparkles 

with absence and sensual things are elegies to the disappearance of  

objects.”  Morton’s exposition of  causality within the context of  OOO 52

continues this form of  allusion and substitution befitting the central claim of  

OOO: we can only ever speak of  individual aspects and sensual forms, and 

this knowledge will never exhaust the scope of  the object, the definite article 

is always withdrawn. Morton says that if  objects are irreducible, then 

causality resides between objects.  He provides the example that 53

mathematical objects exist between other objects, that there are objects and 

non-objects. While there may be two paintings forming a diptych, there is no 

instance of  ‘two,’ no Platonic form “floating in some beyond.”  Two 54

indicates some objects are “countably two,” and by extension, causality must 

reside between objects. While “realm” and “somewhere” may be indicative 

of  a variety of  space – including “some beyond” – this example is useful in 

relation to the central question of  this thesis. For Morton, causality does not 

lie embedded within, underneath or threaded through the object: “causality 

floats in front of  objects,” and must belong to the aesthetic dimension.  55

Morton declares that the artist and writer have a reason to celebrate, that to 

study aesthetics is to study causality.  

. Morton, 18.52

. Morton, 30–31. “If objects are irreducibly secret, causality must reside somewhere in the realm 53
of relations between objects, along with things like number, qualities, time, space and so on… 
Causality floats in front of objects, figuratively speaking. It doesn’t lie underneath them like some grey 
machinery. Another way of saying this is that causality must belong to the aesthetic dimension. To 
study the aesthetic dimension, then, is to study causality.”

. Morton, 32.54

. Morton, 32.55
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Nevertheless, what Morton is careful to assert, making the distinction from 

other philosophical speculation, is that reality is not an entirely subjective 

construct and it is precisely because “reality is real,” that the aesthetic 

dimension he describes is “encrypted against access by any object, including 

a probing human mind.”  Uncanny is the term that Morton uses to 56

describe a casual process, dismissing any mechanistic speculation or what he 

terms “behind the scenes” theories.  It is worth giving attention to the terms 57

by which Morton portrays causality – as an uncannily perturbed “metastable 

system of  entities” which appear “real” only because a disruption lasts 

longer than its cause.  

This “lasting longer” is of  interest within the practice-based methods 

explored by this research – and should be considered in relation to the 

context of  intuition and correspondence within the foundational level of  

process.  As well as a parallel along the Deleuze-Bergson-Jung axis, the 58

recursive structure speculated on by Dunne – an essentially atemporal meta-

space – has some likeness to Morton’s exposition of  causality.  Allure is the 59

term Harman has assigned to an aesthetic process and perception, and this 

allure Morton suggests, takes place counterintuitively in “some kind of  

aesthetic dimension.” Where the trace of  cause reveals itself, an “inter-

objectivity” takes place in non-temporal configuration space.   60

. Morton, 31.56

. Morton, 33.57

. The disruption that Morton describes should be considered in the context of phenomenal 58
correspondence, He suggests: “The weird clown-like demons that float in front of objects are up to all 
kinds of tricks.”

. While the terms are radically different, Dunne also suggested a space “out there” where 59
causality resides.

. Morton, Realist Magic: Objects, Ontology, Causality, 64.60
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This “inter-objectivity” might occur between the dinosaur footprint and the 

palaeontologist who arrives sixty-five million years later to excavate it. 

However, Morton goes further with this analogy suggesting that while the 

physical trace of  the animal is revealed in the fossilised mud when the 

palaeontologist works with it, interacts with it and speaks of  the fossil, so too 

is “inter-objectivity” instantiated through an atemporal “configuration 

space.”  This description of  causality Morton suggests, is analogous with 61

“information flow, copying, sampling and translation.”  It is this specific 62

parallel that has provided fertile conceptual ground when approaching the 

question of  practice-based strategies as the formative space of  the image in 

its relation to time and installation.  

L I B R A RY R E S E A RC H , T H E C O P Y A N D T H E I N E X H AU S T I B L E 

CONDITIONS OF REALISM  

Sampling, copying and translation are what Graham Harman refers to as 

the as-structure and the following example that Morton outlines – through the 

metaphor of  Aristophanes translating croaking frogs – has an interesting 

parallel with the 1981 structure of  Rosalind Krauss’s Photographic Conditions of  

Surrealism.  Morton asks us to consider a pond of  croaking frogs near his 63

home, and this croaking vibrates spider-webs, leaves, MP3 recorders, human 

ears and all that it touches, an uncountable number of  media.  

. Morton, 71.61

. Morton, 82.62

. Krauss, “Photographic Conditions of Surrealism,” in The Originality of the Avant-Garde and 63
Other Modernist Myths, 109–11. “From the perspective of formed language, the phonemes / pa / or 
/ ma / seem less like wild sounds and more like verbal elements in potentia. But if we think of the 
infant’s production of gutturals and glottal stops, and other sounds that do not form a part of spoken 
English, we have a stronger sense of this babbling as the raw material of sonic reality. Thus /pa / 
moving to / papa / seems less disconnected from the case of photographic doubling, where the 
material of the image is the world in front of the camera.”
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“Yet a single entity, the wavefront, is what is being sampled in each 

moment.” These media Morton claims are as much a translation of  the 

croak as the word “croak” or Aristophanes “brekekekex, ko-ax ko-ax.”  The 64

hyphenation between the ko and ax of  Aristophanes’s translation is useful in 

considering the next portion of  the analogy Morton constructs. Through the 

MP3 recorder, the sound is transferred to a computer, software further 

samples the croak reducing it to a short sampled segment. This segment is 

also translated as a visual image, and as the sample is further stretched out 

by the software, we can see and hear gaps in the wave, the clicks, the beats. 

Morton suggests this sampling which produces beats and gaps is what occurs 

at the smallest physical scales, and at this scale “we have arrived at a very 

strange place… in order for a frog croak to arise at all, something must be 

there, yet missing!”  In essence, presence and absence. Further, no matter 65

how many times the croaking frogs are sampled, whether by MP3 recorders 

or spiders webs, it is inexhaustible, and the croak itself  contains 

inexhaustible translations and samples of  other entities. The translating 

medium defines the horizon of  the determinable trace. The MP3 recorder 

hears the croak as MP3 recorders hear, our ears will anthropomorphise the 

croak, the web will translate it in a manner peculiar to it. The strategy of  

doubling – or translating – was of  interest to Krauss and while the focus was 

the politics of  the image and the concomitant hierarchies being undermined 

by surrealist photographers, setting this thought alongside the Morton/

Harman aesthetic dimension of  causality is highly suggestive when 

considering the temporality of  the installation-object and the image. 

. Morton, Realist Magic: Objects, Ontology, Causality, 110.64

. Morton, 115.65
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Through doubling, a formal rhythm is shaped between the original and its 

copy Krauss suggests. The double is a simulacrum, a representative of  the 

original, but “in being seen in conjunction with the original, the double 

destroys the pure singularity of  the first.”  66

 Writing about the surface level of  uncanny causality, Daniel Liestman 

sets out some variations of  what is commonly referred to as “research 

serendipity.”  Liestman reminds us of  the etymology of  the term, coined by 67

Horace Walpole in a letter the English diplomat Horace Mann.  The 68

subject of  the letter was a painting that had been gifted to Walpole by 

Mann. It was a portrait of  The Grand Duchess Bianca Capello, who 

eventually became the Grand Duchess of  Tuscany following her marriage to 

Francesco de Medici. Walpole remarked that the painting arrived without a 

frame, but that he was enjoying the prospect of  designing a new heraldic 

one because of  “good fortune” in discovering “the coat of  arms of  the 

Capellos while simultaneously looking for the de Medici's in an old book of  

Venetian family crests.”  Walpole noted: 69

 This discovery indeed is almost of  that kind which I call 

serendipity, a very expressive word […] I read a silly 

fairytale, called The Three Princes of  Serendip; they were 

always making discoveries, by accidents and sagacity, of  

things which they were not in the quest of.  70

. Krauss, “Photographic Conditions of Surrealism,” in The Originality of the Avant-Garde and 66
Other Modernist Myths, 109.

. Liestman, “Chance in the Midst of Design: Approaches to Library Research Serendipity,” 524.67

. Liestman, 525.68

. Liestman, 524.69

. Liestman, 525.70
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Liestman remarks this species of  coincidence results from discovering not 

precisely what is being pursued, rather what is “timely and useful.” What 

Liestman attempts to provide is a discussion around the inconsistent nature 

of  serendipitousness in the specific context of  library research, while 

acknowledging it is a process that can neither be tested nor measured. 

Leistman describes six approaches “of  finding something other than what 

one is searching for and expanding it to include finding desired information 

via unexpected means.”  The first method Leistman categorises is 71

coincidence. He suggests this approach has less to do with luck than pure 

randomness, the statistical probability of  large numbers – if  it can happen, it 

will happen. With all the informational variation that exists within the 

library Liestman suggests, it is not surprising that overlap between intention 

and discovery occurs, rather it is the occasions when it does not occur that 

are remarkable.  72

PREVENIENT GRACE AND THE INDETERMINATE COMPOSITION 

If  process and practice are being considered in this context, what this 

assertion suggests is the importance of  parameters, or a field. Momentarily 

returning to Krauss on the subject of  specificity, it is useful to recall her 

suggestion that differential specificity advocated a fugue form, a defined 

structure within which indeterminacy could proliferate.   73

. Liestman, 524.71

. Liestman, 526.72

. Krauss, A Voyage on the North Sea: Art in the Age of the Post-Medium Condition, 6.73
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Coupled with this suggestion by Krauss, it is worth recalling John Cage’s 

lecture on Composition as Process, specifically indeterminacy – the lecture itself  

he remarked was “indeterminate with respect to its performance.”  The 74

fugue, Cage reminds us, as defined by Bach, states that the form and 

morphology of  continuity are determined; timbre and amplitude are not. As 

the lecture is performed and unfolds we notice the repeated sentences and 

clear indications of  paragraph and section initiation. “This is a lecture on 

composition which is indeterminate with respect to its performance.”  75

What is notable in respect to this research – specifically the time-oriented 

strategy for practice, are Cage’s remarks on the performance of  the 

indeterminate composition, “it is necessarily unique, it cannot be 

repeated.”  What Cage emphasises are both the time and space of  76

performance. While Cage’s concern was the separation of  individual 

performers to deconstruct the assumed conventions of  “European 

harmony,” the sensitivity toward the relationship between auditory action 

and “architectural situation” is revealing.  77

 The emphasis Cage placed on space and spatiality, in relation to the 

musical actions performed within a determined temporal frame, is 

suggestive when considering the installation-object and the practice oriented 

to that structure. When Liestman invokes St. Augustine on the subject of  

prevenient grace, there is the insinuation that arrangement of  parameters 

before engagement with the material is expected.   78

. Cage, “Composition as Process,” in Silence, II. Indeterminacy, 37.74

. Cage, 35.75

. Cage, 35–40.76

. Cage, 39.77

. Liestman, “Chance in the Midst of Design: Approaches to Library Research Serendipity,” 526.78
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St. Augustine valued methods and conduct that positioned “grace” in 

advance, before, prior to events that assumed “salvation” as the conclusion. 

Liestman positions the designation of  parameters discovered or assigned by 

past researchers to be emblematic of  that grace. Distinct from absolute 

coincidence, Liestman suggests that prevenient grace assumes the researcher 

is guided through cataloguing and classification toward new 

correspondences and discoveries by conditions prearranged to aid the 

search. Liestman, by fraction alone, adjusts Jung’s designation of  

synchronicity and gives emphasis to Arthur Koestler’s adaptation and an 

account specifically relating to library research.  Koestler recalls the Spring 79

of  1972 when he was invited to write a piece for the Sunday Times on the 

chess match between Boris Spassky and Bobby Fischer taking place in 

Iceland. Conducting his initial research in the library, Koestler paused, 

deciding whether to go to the section ‘C’ or ‘I.’ He chose ‘C’ and amongst 

the books on chess selected Chess in Iceland and Icelandic Literature by Willard 

Fiske. Koestler remarked of  this variety of  event: 

This type of  coincidence, involving libraries, books, 

quotations, references, or single works in special contexts is 

so frequent, that one almost regards them as one’s due.  80

 Koestler’s general view of  coincidence aligned broadly with Paul 

Kammerer – a significant influence on Jung’s thought – and Jung’s one-time 

collaborator Wolfgang Pauli.  

. Liestman, 527–8.79

. Koestler, The Roots of Coincidence, 85.80
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Kammerer’s view of  coincidence, or what he termed the Laws of  Seriality, 

was “a universal principle in nature which operates independently from 

physical causation.”  Kammerer’s detailed study of  coincidence resulted in 81

his Laws of  Seriality, yielding a rigorous taxonomical system, much like that 

of  “a zoologist devoted to taxonomy.”  He categorised acasual events and 82

correspondences relating to number, names, and situations as well as a 

morphology of  series classified according to order, power and shared 

attributes. Kammerer in drawing conclusions about the occurrence of  

“spooky causality” wrote: 

We have been concerned with the factual manifestations 

of  recurrent series, without attempting an explanation. We 

have found that the recurrence of  identical or similar data 

in contiguous areas of  space or time is a simple empirical 

fact which has to be accepted. It cannot be explained by 

coincidence – or rather which makes coincidence a rule to 

such-an-extent that the concept of  coincidence itself  is 

negated.  83

Liestman appears to agree to some extent with this argument, suggesting 

that synchronicity does not imply randomness or accident; instead “there are 

hidden patterns and unknown forces crafting order from the chaos.”   84

. Koestler, 85.81

. Koestler, 85.82

. Koestler, 86.83

. Liestman, “Chance in the Midst of Design: Approaches to Library Research Serendipity,” 528.84
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Aside from sheer perseverance, Liestman positions two further categories 

that are conducive to phenomenal overlap: altamirage and sagacity. 

Altimirage is a term coined by James H. Austin deriving from the town of  

Altamira in Spain where a researcher, through attempting to rescue a dog, 

ended up discovering cave paintings of  bulls.  Austin considered that it is 85

through a combination of  highly individualised habits, “character” and 

accrued knowledge that the identification of  acausal overlapping 

phenomena will be apprehended.  The variation on sagacity described by 86

Liestman has a parallel with the Bergsonian intuition described by Deleuze 

and the serendipity of  Walpole’s discovery. He makes the distinction 

between two types of  sagacity: intuitive and subconscious.  Of  the 87

subconscious type, it is the loose correlation and juxtaposition of  

information that through incubation will be revealed by external events. The 

intuitive type is described as the perception of  a correspondence between an 

event and some other problem or situation that is revealing. 

PARAMETERS OF PRACTICE: AKRAM ZAATARI AND ARTURAS RAILA  

Writing in 2006, Akram Zaatari described the foundation of  his practice as 

“looking for documents.”  Specifically, Zaatari is looking for documents that 88

originate outside what might be commonly understood as art practices, 

commercial images, personal images.  

. Saiz-Jimenez et al, “Paleolithic Art in Peril: Policy and Science Collide at Altamira Cave,” 42–43. 85
It is relevant to mention that the actual cave at Altamira cannot be visited. The paintings can only be 
“experienced” at the adjoining museum, within a reconstruction of the original cave. “Altamira had 
to be closed to the public because of the presence of phototrophic microorganisms on the 
paintings…”

. Liestman, “Chance in the Midst of Design: Approaches to Library Research Serendipity,” 529.86

. Liestman, 530.87

. Zaatari, “Photographic Documents / Excavation as Art,” in The Archive, ed. Merewether, 181; 88
Feldman, “Excavating Images on the Border,” 319.
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The initiation of  the research impulse began in 1997 while doing fieldwork 

for the documentary, All is Well at the Border.  He describes collecting as 89

many documents as possible “that helped study and assess complex political 

situations, and which provide keys to understanding the complex 

relationships that tie society to its image(s).”  In that same year, Zaatari 90

created the Arab Image Foundation, a non-profit organisation led by artists 

to collect photography in the Middle-East. Zaatari refers to his Foundation 

as facilitating his collecting and research practice and this he regards not as a 

historian’s project, rather an artist’s interest in history and socio-urban issues. 

What is clear from the photographic installations Zaatari creates, the 

foundation of  his practice is predicated on a remarkable array of  visual and 

historical information across which correspondences and tacit connections 

are made – personal, socio-political and historical. Suggestive of  this 

strategy and not least among these visual archives, is the 2013 work the End 

of  Love which saw a box of  around one-hundred and fifty wedding 

photographs found at the studio of  Hashem el Madani in Lebanon arranged 

and presented in totality.  While Zaatari does not directly reference in this 91

short essay, fugue indeterminacy, coincidence or synchronous overlap; in 

composition and spatial arrangement, the installation-object composed by 

Zaatari is dependent on and revealing of  an expansive personally accrued 

archive that allows for such phenomena to be tacitly encouraged, 

compounding political and personal subtext. 

. Zaatari, 181; Feldman, 320; Berson, “Akram Zaatari: All Is Well,” 55. 89

. Zaatari, 181.90

. Zaatari, 182; Maier, “Akram Zaatari” in Flash Art International, 108.91
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 Where speculation is not required is in the practice of  Arturas Raila 

who has positioned synchronicity as a distinct strategy within his 

engagement with archival imagery, text, historical themes and the discourse 

of  memory. Coincidence plays a deciding role in the unplanned 

participation of  distinct socio-economic and cultural groups. Amalgamated 

with differing semantic and aesthetic layers these factions are composed 

within multiform presentations involving performance, video and 

photography.  In Raila’s Libretto for Mærsk Mc-Kinney Møller, what spurred 92

this entire work was a chance encounter, a coincidence.  Raila was in 93

Copenhagen and happened to walk past the funeral of  Arnold Mærsk Mc-

Kinney Møller, the shipping magnate, and also the richest man in Denmark, 

a major contributor to the country’s Conservative People’s Party (DKF). A 

photograph was taken of  this moment, this encounter. We see the press, the 

paparazzi, the mourners, and from the top right of  the frame a shaft of  light 

descends onto the crowd. Happenstance, personal cosmology and the socio-

political context, are fused in Raila’s libretto. Mærsk funded one of  the most 

expensive Opera Houses ever constructed, built in Copenhagen and 

completed in 2004 for 2.3 Billion Kroner, around 260 Million GBP.  94

Multiple timelines are present in many of  Raila’s works. Representations of  

near and distant pasts occupy the site of  display; however, it is his interest in 

synchronicity that separates him from the role of  artist-researcher or artist-

historian.   95

. Jablonskienė, “Navigating Through Chaos with Artūras Raila,” 45.92

. Jeppesen, “The Diagnosis is Naïvety: Artūras Raila’s Journey into the Woods,” 37.93

. Jeppesen, 40.94

. Jablonskienė, “Navigating Through Chaos with Artūras Raila,” 45.95
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When using historical representation and addressing issues of  the past, 

Raila is concerned less with the past itself, its narrative and details, but its 

coexistence with, and relationship to the present.  While there are multiple 96

temporal layers within the work Raila constructs, not least that of  live 

participation both by the viewer and various cultural groups – which in 

themselves issue further timelines and readings – it is this part, his expressed 

interest and awareness of  acausal overlapping phenomena that present 

interest for this research.  A practice which from the outset is concerned 97

with temporality and how Raila experiences the tension and parallel 

between internal, psychological time and rational, measurable time. 

Kammerer whose recording of  coincidences points in the direction of  

phenomena, that while experienced to some degree by many individuals, 

continues to evade explanation by conventional terms. In remarking on an 

incident where Jung predicted that two loud bangs would come from a 

bookcase in Freud’s office, Koestler raises the possibility of  “exteriorisation” 

or the projection of  the unconscious.  Freud dismissed Jung’s speculation on 98

parapsychic phenomena as “sheer bosh.”  We can consider this moment, 99

this variety of  event described by Raila, as another layer stretched over the 

technical support of  the image. Supplant celluloid and print for time, and 

coincidence for medium. There is an evident analogical connection to the 

conventions of  photography – it is a carrier, a residue.  

. Jablonskienė, 46.96

. Jeppesen, “The Diagnosis is Naïvety: Artūras Raila’s Journey into the Woods,” 31.97

. Koestler, The Roots of Coincidence, 91–2.98

. Koestler, 92.99
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The detachment of  the object from the intention, of  its original function 

and circulation in the marketplace is the deciding appeal to the collector 

described by Walter Benjamin.  This severance moves the object closer to 100

those things of  the same kind and suggests completeness within the category 

defined by the collector. “What is this completeness?” Benjamin asks: he 

suggests an attempt to overcome the irrational.  It is possible to align this 101

definition of  obsolescence with Krauss’s observation of  Broodthaers’s work 

and innumerable other artists and subsequent works.  In Raila’s use of  102

sub-cultures such as Druids, Neo-Nazis and Car Mechanics, we can see an 

extension of  this categorical obsolescence.  The participation of  these 103

communities introduces a further layer and potential for coincidence, for 

overlap and parallel – while simultaneously acknowledging that their chosen 

anachronistic cultural modes relegate them outside that of  social and 

contemporary art discourse, and in no small extent political power.  104

Through this participation, Raila’s installation work often presents a 

deliberate layering of  temporalities; the viewer is confronted simultaneously 

with the corporality of  the present moment and the image of  the recent past 

– with both pointing to deeper historical time. 

. Benjamin, The Arcades Project, 203.100

. Benjamin, 204.101

. Chapter III.102

. Jablonskienė, “Navigating Through Chaos with Artūras Raila,” 42–51; Psibilskis, “Arturas 103
Raila,” in Artforum International, 283; Fletcher, “Ljubljana: Manifesta 3,” in Circa, 62;

. Buren, “Exhibiting Exhibitions,” in Exhibition, ed. Steeds, 43–4. Buren’s final comment in this 104
short text considered in tandem with the use of Raila’s anachronistic sub-cultures is suggestive: “And 
the artist hurls himself and his work into this trap, because the artist and his work are powerless, by 
dint of artistic practice, and can do no more than let someone else —- the organiser — do the 
exhibiting. Whence the exhibition as art tableau, and as the limit of art exhibitions. In this way, the 
limits created by art itself, to act as a bolt-hole, turn against it by imitating it, and art’s refuge, once 
formed by its limits, turns out to be the justification, the reality and the grave.”
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CHAPTER VI - HOW TO COMPOSE THE THICKENING OF TIME  

This chapter presents a discussion around the second significant metaphor 

examined in this research: the Chronotope. An analysis of  the term and a 

presentation of  Bakhtin’s time-space described by Craig Staff  within the 

work of  Simon Norfolk sets the context for a discussion that charts how time 

may be composed within an individual work. Instruction is provided by 

Mark Fisher’s examination of  Jacques Derrida’s Hauntology, the production 

of  an ever-cycling present, and its consequence in the work of  Patrick 

Keiller. Corresponding arguments relevant to temporality are presented 

from Ilya Kabakov specific to installation, which in turn punctuate insight 

from Dylan Trigg, Jacques Ranciere and Gilles Deleuze. This chapter 

concludes with arguments from Bruno Latour, Deleuze and Bakhtin that 

suggest temporal hybridity without material unity defines the Chronotope of  

installation. 

A VISUAL INDEX OF HISTORICAL MOMENTS 

Mikhail Mikhailovich Bakhtin’s concern was historical time and its 

representation within the novel. He described historical time as “real” and 

presented the interminable problem of  arranging its characteristics, its 

effects and meanings entirely within the page, through linearity and the 

unidirectional flow of  prose narrative.   1

 Bakhtin, The Dialogic Imagination: Four Essays, 84.1
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From the outset of  his discussion regarding what he labelled the Chronotope 

of  the novel, Bakhtin makes reference to fragments, to isolated details of  

time and space assimilated and artistically composed to form “aspects of  

reality.” The term translates directly as time-space; however, he is clear to 

distinguish it from any particular usage in The Theory of  Relativity or science-

based context – it is a metaphor, or more precisely in Bakhtin’s deployment 

it is a category denoting an analytical process.  What Bakhtin extracts from 2

the inversion of  the Einsteinian term is the indissoluble fusion of  the 

spatiotemporal fabric, in both historical account and literary subject. In an 

article addressing the temporality of  William Kentridge’s Monument, Leora 

Maltz-Leca compares the durational aspects to that of  Beckett’s Catastrophe, 

suggesting that the time of  the work is not so much marked, as it is 

“thickened.”  The designation is Bakhtin’s, a synaesthetic use of  the term 3

thickened to describe the fusion of  spatial and temporal indicators within a 

text to form a “concrete whole,” where time “as it were, thickens, takes on 

flesh, becomes artistically visible; likewise, space becomes charged and 

responsive to the movements of  time, plot and history.”  Maltz-Leca remarks 4

that Kentridge adopted this description, but the implication defined by 

Bakhtin is not merely a slowing of  experience.   5

. Bakhtin, 84. Perhaps reductive, however Bakhtin was careful to make apparent the reversal. “This 2
term space-time is employed in mathematics, and was introduced as part of Einstein's Theory of 
Relativity.”; Hawking, A Brief History of Time, 150. “…we may regard our use of imaginary time and 
Euclidean space-time as merely a mathematical device (or trick) to calculate answers about real 
space-time.”

. Maltz-Leca, “Process/Procession: William Kentridge and the Process of Change,” 152.3

. Bakhtin, The Dialogic Imagination: Four Essays, 84.4

. Maltz-Leca, “Process/Procession: William Kentridge and the Process of Change,” 152. There are 5
repeated suggestions of a temporal slowness within Kentridge’s Monument.
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In Bakhtin’s configuration, genre may be purely defined by the location in 

history, with the representations of  humans and their experiences always 

being Chronotopic.  In a discussion of  the project Afghanistan: Chronotopia by 6

Simon Norfolk, Craig Staff  remarks on this direct reference to Bakhtin’s 

term in the context of  the subject in this photographic work. Norfolk, in his 

use of  the term, suggests the ruins and destruction contained in his 

landscapes are what Bakhtin might have applied the term to –  spaces that 

display layers of  time.  Staff  illuminates this assertion by remarking on the 7

evidence within the images of  1970s Cold War munitions, the bullet and 

bomb holes in collapsing architecture, and the military detritus of  the 21st 

century abandoned from the American and British two-decade-long 

incursions. The Chronotope of  these images from Afghanistan is derived 

from the direct visual indexing of  many historical moments collapsed to one 

celluloid frame, the “sedimentation of  time” as Staff  observes, echoing 

Norfolk’s own account.   8

Norfolk uses the analogy of  Heinrich Schliemann’s excavation of  the 

city of  Troy, where each sedimentary strata revealed the nine cities that were 

deposited one on top of  the other, each rebuilt on the ruins of  its 

predecessor.  While Bakhtin indicates that a singular historical moment can 9

be indicative of  genre – hybridisation and multi-layeredness contribute to 

the time-sense within a literary work.  

. Bakhtin, The Dialogic Imagination: Four Essays, 85.6

. Staff, Retroactivity and Contemporary Art, 41–2.7

. Staff, 42; Norfolk, “Afghanistan: Chronotopia.”8

. Staff, 42; Norfolk, “Afghanistan: Chronotopia.”9
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Each indicated period has its Chronotope, and “intervalic Chronotopes 

appear […] for example, the Chronotope of  the theatre.”  Expanding upon 10

this dimension, Staff  remarks on a photograph by Man Ray, titled Dust 

Breeding which reveals the surface of  Duchamp’s Large Glass through a two-

hour exposure. In this, he suggests, Man Ray has “sought to abstract an 

indeterminate image of  reality” resulting in what Bakhtin would have 

referred to as the thickening of  time.  The indeterminacy results from a 11

potential double-reading or misapprehension on the part of  the viewer – at 

once the image is of  real dust but contains an allusion to the aerial 

photography of  that time, taken on reconnaissance missions during the First 

World War.  The example of  Bakhtin’s Chronotope and the insight 12

provided by Leora Maltz-Leca and Craig Staff  regarding how the term 

relates to specific artworks demonstrates for the reader how a time-sense 

might be cultivated within the image and, by extension, the spaces of  

installation. The following sections will expand on this premise. 

DEFINING THE TEMPORALITY OF INSTALLATION SPACE 

In a discussion concerned with the temporal space of  “landscape theatre,” 

Juliane Rebentisch further elaborates on the definition of  Bakhtin’s 

Chronotope suggesting that time within the novel is never reducible to its 

linear sequence of  representations, instead it is always spatial in the sense 

that these elements can “stand literally next to one another” and be placed 

“in arbitrary interrelation.”   13

. Bakhtin, The Dialogic Imagination: Four Essays, 166.10

. Staff, Retroactivity and Contemporary Art, 46.11

. Staff, 47.12

. Rebentisch, Aesthetics of Installation Art, 151–2.13
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Rebentisch makes the distinction that theatre is quite unlike its literary 

counterpart. Within the theatre, the concern is not simply representations of  

time, but the organisation of  time itself  and this organisation does not 

necessarily converge on the time of  the spectator’s experience – the time of  

the dramatic event is irreducible to its dramatic function. If  we assume Anne 

Ring Petersen’s definition of  the installation-object, that it is a form 

constituted by primarily three characteristics which are not bound by the 

attributes of  a discrete object with autonomous formal qualities, but formed 

through its relations “between the artwork and that which is outside the 

artwork,” then Rebentisch’s analogy of  theatrical time becomes increasingly 

useful.  Petersen’s definition takes Derrida’s use and distinction of  the 14

classical and Kantian terms, ergon and parergon as foundational. It is distinctly 

the relationship or network of  relationships that supplement and act 

between the work (ergon) and what is outside the work (parergon) which 

“contributes significantly to shaping the interiority of  the work.”  Petersen 15

defines these three parameters in the following way: 1. Installations activate 

space and context. 2. Installations stretch the work in time, whereby its 

character becomes that of  situation and process. 3. Installations have a 

phenomenological focus on the viewer’s bodily and subjective experience 

and the temporal aspects of  the reception.  This stratification is distinctly 16

temporal and highly suggestive of  what might be understood as the 

Chronotope of  the macro-installation-object as well as each individual, 

hybridised Chronotopic layer.  

. Petersen, Installation Art between Image & Stage, 37–53.14

. Petersen 47–50.15

. Petersen, 41.16
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In turn, we might ask what methods and strategies will emerge and 

synthesise from the level of  the image-oriented practice through to display 

and arrangement that consider these conditional elements of  the 

installation.  

 In attempting to describe the Chronotope of  an installation-object that 

emerges from an image-making practice, definitions are useful in 

demarcating the parameters of  a method. Ilya Kabokov put forward a few 

non-prescriptive suggestions in his 1995 lecture On Total Installation.  At the 17

initiation of  the discussion, Kabakov suggests that context is of  primary 

importance – the most extensive context – and in its formative years the 

installation impulse had arisen from a state of  “wariness and inertia,” not 

just in Russia, but globally. He does, however, buffer this generality with the 

parallelism that has epitomised all history, and proceeds to define the current 

tendencies that have conditioned the installation moment – these remain 

insightful.  Kabakov draws our attention to the shifting distinctions of  what 18

might be considered the centre and the periphery. What remains relevant is 

the continued homogenisation of  museums and galleries no matter the 

geographical location, longitude and latitude do not provide immunity. 

Kabakov adduces this phenomenon to the “quick accessibility of  

information,” a trickle that has become a torrent erasing the provincial, 

eliding dialect and the particular.   19

. Kabakov, On Art, 246–52.17

. Kabakov, 246. “But hasn’t something like this been said constantly, in every era? (There has 18
never been a worse decline, Has there ever been a worse time than this?)”

. Kabakov, 247; Auge, Non-Places: Introduction to an Anthropology of Supermodernity, 77–8. 19
The allusion to Auge’s non-place is apparent: “If a place can be defined as relational, historical and 
concerned with identity, then a space which cannot be defined as relational, or historical, or 
concerned with identity will be a non-place.”
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To voice opposition to this claim may appear to dismiss the prolific amount 

of  evidence, however, writing in 2013 Dylan Trigg suggested the 

heterogeneity that Kabakov had seen as all but expunged, remains 

contestable.  Trigg recounts the proliferation of  the supermodern 20

homogenising concept, from Augé’s “non-place,” to Deleuze’s “any-space-

whatever,” to Robert Sack’s “thinned-out-places.”  The contestable 21

outcomes between place and non-place emerge, in Trigg’s view, from the 

observations of  Edward Casey. He suggests that the persistence of  place that 

is counter to that of  “thinned-out-place,” exists and persists on the logic of  

loss.  That is through continual erasure, place is momentarily recuperated 22

in opposition to virtual and “thinned-out-places.” So the cineplex or cinema 

remains in a reactive position to virtual viewing platforms, only to invoke 

and maintain the desire for what may have existed there prior to that place.  23

Secondly, that the stark distinction made between place and non-place 

simply removes the potential acquisition of  the “middle ground of  place’s 

temporality” leading us to “either its plenitude or its destitution.”  24

 Trigg extracts the terms “thinned-out places” and “thick-places” from 

Casey’s lament for “all the wild places,” but what this binary invokes in the 

context of  this discussion are regimes of  the image that condition and 

contribute to a thickening of  time interior to the installation-object.  25

. Trigg, The Memory of Place: A Phenomenology of the Uncanny, 121.20

. Trigg, 121.21

. Trigg, 135–6.22

. Trigg, 122.23

. Trigg, 122.24

. Trigg, 122.25
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The most commonplace regime described by Jacques Rancière is the image 

that invokes a distinct “relationship between the sayable and the visible,” a 

relationship which oscillates between metaphor and what is concealed by 

both.  We might think of  this as the image or image-object that directly 26

invokes a precise non-present referent, historical, literary or otherwise – the 

inverse is also true. Consideration of  this foundational reading; what is 

understood as “the image” by Rancière is instructive and consequential to this 

discussion:   

The inter-convertibility between two potentialities of  the 

image: the image as raw, material presence and the image 

as discourse encoding a history.  27

This assessment is arrived at through the question of  what distinguishes the 

original image from simulacrum based on the modes of  material 

reproduction; his conclusion is, of  course, that this is a false premise for 

reasons that become increasingly clear in the context of  virtual images.  28

However, as Rancière points out, we need only observe the double poetics of  

the photograph as a cypher for historical fact and what he labels “pure blocs 

of  visibility.”  The pure history/visibility binary contained in this 29

observation complements and contrasts with the thick and thin of  place/

non-place – the plane from which temporality is formed. 

. Rancière, The Future of the Image, 11.26

. Rancière, 11.27

. Rancière, 9.28

. Rancière, 11.29
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PAINTING, INSTALLATION AND CIRCUMVENTING ARTIFICIALLY 

ACCELERATED TIME 

Kabakov suggests the installation-object emerges from the crisis caused by 

the waning status of  painting as a singular genre. His argument is 

uncomplicated; the potential for development within painting has been 

wholly exhausted to such an extent that it resides as a “thing amongst 

things.”  The diminished status of  painting is unquestionable, but what is 30

of  use, is Kabakov’s designation as a “thing amongst things” or more 

precisely, as either a purely visible bloc or historical cypher. We must ask 

what does the painting suggest in this expanded context as a counterpart to 

the analogue photograph, the digital image and the site of  display? “If  on 

seeing some of  the new paintings, sculpture, dances or films, you are bored, 

probably you were intended to be. Boring the public is one way of  testing its 

commitment,” wrote critic Barbara Rose in 1965.  Tom McDonough in a 31

passage on indifference and silence, recalls this comment from Rose and 

considers the foundations of  boredom as an aesthetic strategy. The contrast 

was initially made as an invective against the urban, of  place, by Ivan 

Chtcheglov in his obscure Formulary for a New Urbanism, McDonough reminds 

us. “We are bored in the city there is no longer any Temple of  the Sun. [...] 

We are bored in the city, we really have to strain to still discover mysteries on 

the sidewalk billboards, the latest state of  humour and poetry,” Chtcheglov 

laments.   32

. Kabakov, On Art, 247.30

. McDonough, Boredom, 16.31

. McDonough, 15.32
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The corollary then, ascribed by McDonough, is that boredom in this context 

is a symptom of  repression and this leads to the lucid assertion made by 

Frederic Jameson: boredom is a consequence of  the obstruction of  libidinal 

and social drives, a “response to the blockage of  energies.”  McDonough is 33

careful to also highlight boredom as a critical force in societies that demand 

participation, and this reveals Kabakov’s strategy and context for the image, 

for painting and drawing amongst Moscow’s communal apartments. In the 

albums Kabakov made in the early 1970s McDonough recalls, we are 

exposed to the joyless experiment of  Soviet Communism.  This existence 34

which was defined by what Boris Groys has referred to as metanoia, 

McDonough remarks as “a state-mandated condition of  permanent change 

and constant transition.” Boredom then is also the release valve from 

artificially accelerated time, McDonough suggests, and with the collapse of  

the Soviet project our relation to “time, change and boredom have shifted,” 

to what appears to be a perpetual present. In this quandary of  an erased 

future, temporality has become quite possibly excessive, what McDonough 

refers to as “quasi-Heideggerian” where we are inescapably and persistently 

feeling “our own presence in the world.”  35

 In his essay The Slow Cancellation of  the Future, Mark Fisher distills Jacques 

Derrida’s hauntology, illuminating the growing sense that contemporary 

culture is haunted by the ghosts of  lost futures, primarily due to the 

narrowing effects of  global capitalism and the neoliberal project.  

. McDonough, 19.33

. McDonough, 20.34

. McDonough, 20.35
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Orienting the discussion around the television series Sapphire and Steel, Fisher 

describes certain scenes from the show – how temporal bleed-through 

regularly occurs.  Images and figures from the 1920s and 1940s appear 36

alongside the corporate logos of  a frequented roadside service station, giving 

the impression time is breaking down, getting jumbled up and generally 

making no sense. In their final assignment, Fisher remarks, Sapphire and 

Steel find themselves in a roadside service station, but time has stopped, they 

are in a temporal vacuum. “There is still traffic, but it’s not going anywhere: 

the sounds of  cars are locked into a looped drone.”  Fisher goes on to 37

suggest the 21st century is afflicted with a similar incongruity of  

anachronism butting against techno-banality, comparable to what Sapphire 

and Steel experience in their final adventure. Stasis has been partially 

obscured, “interred behind a superficial frenzy of  newness, of  perpetual 

movement.”  Time, in this perpetual present, is jumbled and montaged 38

with earlier eras and is so prevalent, it is assumed as boring. Fisher goes on 

to comment on how the post-Fordist economies of  the late 1970s onward 

have “gradually and systematically deprived artists of  the resources 

necessary to produce the new.”  However, in this text, Fisher defines 39

“hauntological art and culture’s” insistence and “refusal to give up on the 

desire for the future” as the ground for optimism.   40

. Fisher, Ghosts of My Life, 2–29.36

. Fisher, 5.37

. Fisher, 6.38

. Fisher, 15.39

. Fisher, 21.40

156



Regarding the political vitality of  the hauntological concept, Fisher 

comments that as cultural innovation stalls, the function of  hauntology is to 

describe a future or futures “beyond postmodernity’s terminal time.”  41

Continuing on the subject of  boredom and the Fordist era, Fisher in a short 

essay titled No One is Bored, Everything is Boring, describes the condition as “the 

dominant reactive affect” of  our time.  Fisher leaves little ambiguity 42

regarding how he sees the opportunity of  the politics of  boredom – 

articulated by The Situationists and punk movements of  earlier decades – as 

lost in the hands of  organised left-leaning discussion, trade-unions and 

political parties. Rather, in Fisher’s opinion, it was the neoliberal project that 

fully absorbed and instrumentalised a functioning critique of  boredom, 

quickly associating the “Fordist factory” with stability, security, and by 

consequence tedium. However, what was simultaneously offered was the 

“excitement and unpredictability” of  the market, of  consumerism, 

accelerated time and with it perpetual anxiety. Anxiety, as Fisher frames it is 

“the emotional state that correlates with the economic, social, existential 

precariousness which neoliberal governance has normalised.”  Fisher 43

presents the double-bind of  this moment: that we are unable to be bored 

because of  the omnipresent information and visual flow which is itself  – 

whether through recycled musical genres, rebooted films or “so much of  

contemporary art” – simply an unpromising banal dirge.   44

. Fisher, “The Metaphysics of Crackle: Afrofuturism and Hauntology,” 53.41

. Fisher, K-Punk: The Collected and Unpublished Writings of Mark Fisher (2004-2016), 549–50.42

. Fisher, 549.43

. Fisher, 550.44
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What Fisher contests, however, is that absorption – perhaps of  the kind 

advanced by Michael Fried – contains a variety of  exit.  The proceeding 45

examples from Ilya Kabakov and the suggestion of  boredom-as-strategy to 

circumvent accelerated time highlighted by Tom McDonough, are discussed  

to propagate for the reader a sense of  how installation and its relationship to 

painting may intervene in how time is perceived. For this researcher, Mark 

Fisher’s remarks relative to McDonough’s boredom condition – that there is 

utility in a fully absorbed and functioning critique of  boredom – suggest 

strategies within art-space that complement its historical conventions but 

evoke new adaptations of  this language. 

STONE-CARVING, SPECIFICITY AND THE FILM OF PATRICK KEILLER 

A fusion of  this absorption and urban non-place proliferates in a 

commentary Fisher provides on Patrick Keiller’s film Robinson in Space that 

proves insightful when considering the spatiotemporal thickening of  time 

that the image can provide.  Fisher remarks that in the first two films of  the 46

trilogy, Keiller’s camera was trained on the non-places where capitalism was 

first built, the “the distribution centres and container ports.”  However, it is 47

the bucolic English idyll that Keiller looks over rather than at, in Robinson in 

Space. In London and Robinson in Ruins, Keiller identifies a post-industrial 

landscape that far from being inert, is thriving and as Fisher remarks, 

operates as the basis of  oppressive and profoundly inegalitarian power.  

. The comparison with Fried is this researcher’s, not Fisher’s.45

. Fisher, Ghosts of My Life, 225–32.46

. Fisher, 226.47
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What is germane to this discussion is Fisher’s analysis that Robinson in Space 

functioned as a deconstructive critique of  the final days of  John Major’s 

Conservative British Government. It is specifically its focus on the banalities 

of  “Ballardian infrastructure, of  British post-Fordist capitalism that made it 

a deeply prophetic film.”  The seemingly incongruent binary of  48

acceleration and ennui appear to clunk aimlessly in a continually cycling 

present. Fisher draws attention to how Keiller’s trilogy charts the progress of  

capitalism in Britain and draws a loose parallel with the material production 

of  the films. The significance of  Keiller’s choice to retain celluloid film for 

the 2010 Robinson in Ruins is worth considering in relation to the question 

posed by the ubiquitous and surging digital context of  the past thirty years.  49

Fisher highlights Keiller’s remark that hybridity has become an inevitable 

convention in the processing and editing of  celluloid film, such that the 

actual footage is rarely “seen at its best until the end of  the production 

process.”  Keiller has said, that due to the rarity and cost of  celluloid, and 50

its mineral characteristics, “that one begins to reimagine cinematography as 

a variety of  stone-carving.”  The increasingly antiquated nature of  Keiller’s 51

medium is set against the urgent dilemma that it depicts; Fisher remarks that 

in Robinson in Ruins Keiller finds “extinction looming everywhere.”   52

. Fisher, 227.48

. Fisher, 230.49

. Fisher, 230.50

. Fisher, 230.51

. Fisher, 231.52
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The time-space of  late capitalism that permeates every frame of  Keiller’s 

work and provides a stagnant ambience to the underpopulated expanse of  

the English countryside evokes the central concern of  speculative realist 

philosophy and OOO, in particular the writing of  Timothy Morton. Fisher 

remarks that the cinematography of  Keiller’s final film in the trilogy 

corresponds with the slowly unfolding ecological catastrophe continually 

made central by Morton, in which his “speculative realism contemplates the 

extinction, not only of  the human world but of  life and indeed matter 

itself.”  The antediluvian carrier of  Keiller’s images positions a retroactive 53

view of  the present through its materiality, a world after the collapse, when 

the lichen has encrusted the gears and mechanisms of  the Anthropocene – a 

seemingly impossible document from the archive of  a future observer.  

Morton’s observations on endings and beginnings are worth considering 

in this context. In agreement with Graham Harman, Morton positions 

death as occurring in the aesthetic dimension and is allied with beauty, as 

opposed to birth, which is an embodiment of  the sublime. A beginning as 

Morton frames it, occurs amid a network of  the continual, the “always-

already,” to be cast into the flux of  relations between existing objects. To 

begin is to open a fresh rift between “appearance and essence” and to 

continue is to extend in time that set of  relations to other “riven entities.”  54

By contrast, to end is to “to coincide with one’s sensual appearance” Morton 

suggests, and in doing so illuminates the withdrawnness of  the object – once 

the object has gone we cannot point to it, only its remnants.   55

. Fisher, 231.53

. Morton, Realist Magic : Objects, Ontology, Causality, 190.54

. Morton, 190. “…to end is to coincide with one’s sensual appearance. Disappearing into a black 55
hole, I leave behind a rapidly fading image of myself on the event horizon.”
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Morton expands on the temporality of  endings by suggesting that two 

distinct modes of  time emanate from two kinds of  relations. It is Heidegger’s 

Moment that Morton invokes to describe this intersection between the present 

and absent object.  A glass that is shattered by a sound wave emanating 56

from the mouth of  an opera singer, simply forgets its “glassiness.” This 

becoming, as Morton depicts it, occurs outside linear time – we cannot point 

to a singularity between glass and not-glass – and in this becoming 

something has died “yet this death is nowhere to be found in objectively 

present things.”  It is useful in this context to highlight the within-timeness – 57

innerzeitigheit – described by Heidegger in presenting his concept of  the 

Moment and temporality as it arises from mood, specifically his examination 

of  fear and anxiety.  Heidegger asks what should any mood have in 58

common with time, and to examine its temporal constitution, we must 

consider the “ontological structure of  attunement,” and “attunement is 

primarily grounded in having-been.”  His assessment suggests that it is 59

through retroactively attributing a “colour” to fleeting experience, that 

experience itself  is formulated in the present.   

. Morton, 219–20.56

. Morton, 219.57

. Heidegger, Being and Time, 325–30. Within the chapter “Temporality and Everydayness,” “The 58
Temporality of Attunement.”

. Heidegger, 325.59
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THE TRANSHISTORICAL OBJECT AND THE VIOLENCE OF THE 

GESAMTKUNSTWERK 

As Kabakov proceeds through his categorisation and analysis of  the 

emergence of  installation art, what is starkly apparent is that he is describing 

a transhistorical object.  An object that has assumed particular 60

characteristics, but is simultaneously ever disassembling and reassembling 

itself  through the conditions of  the market and social context. On this 

property, he distinguishes commercial and non-commercial art, which is 

perhaps from the vantage point of  2020, retrospectively flimsy but useful in 

considering the initiating and formative strategies of  the installation-object. 

What is notable is that Kabakov sees the restitution of  financial value to the 

modernist artwork in general, being delivered only by the context in which it 

is viewed; the gallery.  He inscribes a sarcastic colouring to the thought, 61

suggesting the works that emerged from the project of  modernism were 

radically opposed to values of  background, tradition and assumed 

conventions of  creativity – only to have these fully recuperated on the 

gallery or museum floor – although he assumes that at this level, installation 

attempts to reframe and disrupt those same conditions and values. Coupled 

with this suggested false dichotomy of  commercial and non-commercial is 

the waning significance of  aesthetic style or evident trends in visual 

discourse.  

. Kabakov, On Art, 252. “Continue the long-standing tradition of going beyond cultural activity, 60
escaping into a state of premeditated barbarity, mysticism, or elevated aggressiveness, hoping, even 
having confidence, that the results of all of this might inevitably be included in canonical art 
history…”

. Kabakov, 248.61
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There is no longer any succession of  form Kabakov observes, instead art 

history’s river is not flowing forward or backwards – it has “been 

transformed into an immobile lagoon that risks being covered with 

duckweed.”  Echoing Fisher’s observation of  the permanent cycling 62

present, Kabakov agrees that this appears to contain an “almost apocalyptic 

slant,” however he optimistically assumes there is a tension between the 

surface of  aesthetic discourse and the intense processes that are occurring 

“deep inside artistic life that remain indiscernible.”  Kabakov’s remarks on 63

the national and transnational orientation of  culture and its industries, and 

his commentary on this subject recapitulates the urgent significance of  the 

increasingly homogenised yet contestable space of  context: the site of  

display. The consideration is extended by Kabakov to the intensifying 

atomisation of  artistic communities in favour of  the individual, with the 

derisive emphasis being placed on well-funded institutions dictating the 

conditions for collaboration, incubation and dissemination of  experimental 

works.  In the final analysis, Kabakov tacitly refers to Allan Kaprow’s rally 64

for a total blurring between art and life and he recalls a foundational impulse 

for the installation-object – unequivocally positioning the project as an 

attempt to create nothing short of  new Gesamtkunstwerk.  While this 65

remains admirable, it is worth recalling Theodor Adorno’s assessment of  the 

Wagnerian unification of  all arts. Juliane Rebentisch considers Adorno’s text 

In Search of  Wagner, reminding us of  the false unity inherent in this proposed 

object.  

. Kabakov, 249.62

. Kabakov, 249.63

. Kabakov, 250–1.64

. Kabakov,  "We are talking about a specific attempt to create a new Gesamtkunstwerk.” 65
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Adorno is unreserved in his assessment of  the aspiration to totality: it is 

violence.  The proposal of  the “poet-composer” was facilitated only 66

through his uniquely privileged position and in having music, scene and 

words converge he achieves only a flattening and distortion of  them all, in 

Adorno’s view. “The closer and the more indiscreetly the different arts are 

brought into proximity, and the more the music drama approaches their 

fundamental indifference to each other, the more they prove mutually 

disruptive.”  67

 Bakhtin addresses the question of  totality regarding the novel and 

narrative form in a manner that strongly points to the novel itself  as a  

singular medium, as an organising principle under which divergent, inter 

and extra-generic topologies converge and unify.  It is not just language, but 68

the image of  language that captures and synthesises contradictory realities and 

epochs according to Bakhtin, and he describes the novelistic form with the 

“consciousness of  language embodied in it,” as a hybrid. He makes the point 

that the novel is an intentional and “conscious hybrid, one artistically 

organised […] The artistic image of  a language.”  What is distinctly self-69

evident in the practice and displayed works of  Arturas Raila is both 

hybridisation and time; it is also useful to recall that Raila has acknowledged 

that synchronicity is the predicate in what are durational, multi-layered 

temporal works.   70

. Rebentisch, Aesthetics of Installation Art, 102. In this context it is useful to set this commentary 66
against Rebentisch’s comments relating to Kabakov on page 167: “whereas we would have to locate 
Kabakov on the side of illegitimate unification because he attempts to imitate another art, that of 
dramatic theater, by means of visual art.” 

. Rebentisch, 102.67

. Bakhtin, The Dialogic Imagination: Four Essays, 59–60.68

. Bakhtin, 366.69

. Chapter V.70

164



On the first page of  Raila’s Libretto for Mærsk Mc-Kinney Møller, a 

suggestion of  the moment that initiated the work for Raila. The character 

within the narrative called Cutout is spurred to creative action, to convey a 

message from another dimension based on events and coincidences that 

position on him an unavoidable responsibility.  Lolita Jablonskienė, a 71

contemporary and friend of  Raila, in remarking on his practice describes 

him as something other than embodying the role of  artist-as-historian and 

she makes this distinction primarily because “his interest in synchronicity 

places him apart” from this narrow function.  Multiple timelines are present 72

in several of  Raila’s works. Representations of  near and distant pasts occupy 

practice and the site of  display, and in his project Power of  the Earth Raila 

measured, visualised and mapped different locations across Europe along 

with Lithuanian geomancers, the material result being an occult atlas.  An 73

ambitious system, a becoming-sign of  contemporary art and the 

contemporary moment — an apparatus as useless as the Borges’s map that 

enveloped the world. Critics and academic historians have described the 

project as dangerously chaotic, pseudoscientific and politically irresponsible. 

However, Raila does not hope that we might uncover scientific fact or 

historical truth, rather that we might simply navigate. There is a decisive 

expression in Raila’s project to sustain the romantic motif  of  artistic 

epiphany, the last vestige of  a less enlightened era that is rarely evoked or 

discussed in the hyper-networked 21st century. Through a multiplicity of  

visual regimes and timelines, we are being coaxed to reorient, to steer a 

different course.  74

. Jeppesen, “The Diagnosis is Naïvety: Artūras Raila’s Journey into the Woods,” 40.71

. Jablonskienė, “Navigating Through Chaos with Artūras Raila,” 45.72

. Jablonskienė, 50.73

. Jablonskienė, 51.74
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RESISTING SINGULARITIES: TOWARD A NON-UNIFIED HYBRIDISATION  

The twin subjects of  hybridisation and epoch are central to Bruno Latour’s 

hypothesis of  the modern, and when considering an art practice that fuses 

multiple temporal planes and representations, the distinction he provides is 

useful to this discussion. In Latour’s designation, the modern contains two 

separate “practices” that are continually detached but remain as 

components. The first practice creates hybrids of  nature and culture through 

the act of  translation. The second creates two “ontological zones,” the 

human and non-human through a process of  purification.  For Latour, the 75

second cannot operate but for the first, with the first practice acting as a 

connective link between all phenomena through conversion and the second 

establishing a partition between the natural world and society. For Latour, as 

long as these practices remain in place but distinctly separate, we are 

critically subscribed to the modern; it is when these processes eclipse, where 

the work of  hybridisation and purification progress simultaneously that “the 

future begins to change.”  The exact designation of  hybrid that Latour is 76

deploying is worth considering – in essence, it is any combination of  what is 

perceived as either natural or cultural. It is this distinction, a difference that 

is explicitly not made by premodern cultures, that is the remarkable trait of  

modern societies, and this hybrid may be composed of  all phenomena, from 

weather systems, the upper atmosphere, an abstract thought, public 

discourse, a research project, a honeybee. The temporalisation of  objects, 

hyper-objects and psychological phenomena through the process of  

translation and category is the indicative trait of  the cycling present.  

. Latour, We Have Never Been Modern, 10.75

. Latour, 11.76
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Latour asks us: “how did the modern manage to specify and cancel out 

the work of  mediation both at once? By conceiving every hybrid as a 

mixture of  two pure forms.”  What is modern is constituted by setting a 77

division between subject (the social) and object (the natural) then extracting 

from their mixtures what might appear to designate either. However, this 

designation is never completely consolidated – which Latour implies – and 

may be considered in the context of  Unity and Multiplicity described by 

Deleuze and Guattari.  Further, if  we are to compound the following 78

explanatory section of  the Rhizome with Bakhtin’s novelistic Chronotope, a 

parallel with the installation-object’s hybrid and multiple temporalities may 

better be understood. All text laid out on a single page; for Deleuze and 

Guattari the ideal book would be laid out on a plane of  this kind, the 

“historical determinations, concepts, individuals, groups, social formations,” 

all of  the varying speeds, accelerations and transformations, the interior and 

exterior evident at once: this is their delineation of  the flat rhizomatic 

multiplicity.  The Rhizome never allows itself  to become unified, never 79

singular, and this implies the discussion of  what Latour sees as a break from 

the division induced by the Modern. Deleuze and Guattari suggest the 

notion of  unity only appears when “there is a power takeover in the 

multiplicity.”  Unity, as they say, only operates in a supplemental empty 80

dimension.  

. Latour, 78.77

. Deleuze and Guattari, A Thousand Plateaus: Capitalism and Schizophrenia, 7.78

. Deleuze and Guattari, 12.79

. Deleuze and Guattari, 9.80
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Latour implies an essential non-unified hybridisation, and in Deleuze 

and Guattari’s description of  the wasp-orchid, we find an example of  the 

hybrid temporal strata condensed.  The orchid forms an image of  the wasp 81

which is in turn synthesised by the insect, or reterritorialised, but the wasp 

through doing so separates from its previous state or deterritorialises this 

state to become “a piece in the orchid’s reproductive apparatus […] wasp 

and orchid, as heterogeneous elements, form a rhizome.”  The singular 82

designation of  Rhizome does not exhaust the hybrid wasp-orchid; similarly, 

the designation installation, installation-object, or expanded-field fail to map 

the time-space interior or exterior implied by these designations. The 

photograph ushers forth the accelerated instant and relative movement of  

that which is depicted within it, similarly the painting acts as an index to the 

temporality of  process, all the liquid and scumbled layers, the historical 

context of  subject and parallel signification. At each level, as the photograph 

observes the painting, then, in turn, is observed by the spatiality of  the site 

and on to documentation and digital screen – hybridity without unity, 

without singularity, is indicative of  the installation-object’s time-space, its 

Chronotope. 

. Deleuze and Guattari, 12, 278. The section within Becoming-Animal, Memories of a Bergsonian 81
which refers to animal hybridisation is a useful complement: “There is a block of becoming that snaps 
up the wasp and the orchid, but from which no wasp-orchid can ever descend. There is a block of 
becoming that takes hold of the cat and baboon, the alliance between which is effected by a C 
virus.”

. Deleuze and Guattari, 11.82
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CHAPTER VII - ARCHIVE, ARCANE, ANACHRONISM  

This chapter builds on the proceeding arguments and presents the final, and 

perhaps the most critical debate within the practice-based strategy 

formulated during this research. The implication of  the digital document is 

examined by Boris Groys and helps shape a discussion vital to practice-based 

methods applied to installation and the image at this moment. David 

Rodowick’s examination of  digital indexicality relative to interior vision, and 

how duration in the montage of  Eisenstein yields to a continuous pixelated 

present, serves to draw out both insight and error regarding the perception 

of  digital methods. The specificity of  Victor Burgin’s digital video 

installation Dovedale frames a discussion of  the Deleuzian crystal-image 

which serves to expand Groys’s discussion of  the document and present the 

current primary dilemma, that contemporary art has become the medium 

for investigating the eventfulness of  events. The argument presented by Peter 

Osborne that the perceived collapse of  indexicality resulting from the digital 

image, may have more to do with the disintegration of  reality through social 

structures – than from the digital medium itself  – serves to raise 

consequential arguments for the production of  time, the artefact, its 

document. 
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NEW DOCUMENTS, NEW DISCIPLINES AND THE PERFORMANCE OF 

DATA 

  

In the year before the publication of  Krauss’s Expanded Field, Paul Ricoeur 

published a short essay that concatenated the discussion of  archive 

scepticism prevalent at the time. In relation to the tumescent digital 

repositories being amassed on servers and mainframes globally, much of  his 

discussion remains consequential.  Distinguishing malleable document from 1

calcified monument, Ricoeur remarks that archives were designated initially 

as monuments. This was the first consideration made in  Jacques Le Goff ’s 

insightful article titled Encyclopaedia Einaudi, Ricoeur reminds us.  However, 2

what was of  importance to Ricoeur was “this new form of  criticism” that 

aligned the conditions of  historical production and the concealed, more 

ambiguous, unconscious intentions at work in the formation of  both 

transitory document, and by extension, archive.  In footnote six of  Ricoeur’s 3

essay, both he and Le Goff  are attempting to discern what effect database 

and data structures will have on the production of  history and its lateral 

effect on collective memory.   4

. Ricoeur, “Archives, Documents, Traces,” in The Archive, ed. Merewether, 66–9; There are two 1
comments, one from Charles Merewether the other from Dylan Trigg – both relating to Ricoeur’s 
work – that are instructive in considering the background for this portion of the discussion. 
Merewether: “From this perspective, traces are not simply residual remains, signs and clues, but the 
material evidence, the stuff of history, the archive. Merewether, The Archive, 121–2; Trigg: “If I were 
to remember the experience of being lost in a forest, then the stability of that memory would depend 
upon an already-formed idea of what being lost in a forest is like. This circularity between 
resemblance and recognition sets in place the temporal unity of the past. The memory of the forest 
beckons me through its already being incorporated into my remembering worldview. No wonder, 
then, that Ricoeur is led to characterise recognition as nothing less than a small miracle which coats 
with presence the otherness of that which is over and gone. In this, memory is re-presentation, in the 
twofold sense of re-turning back, anew.” Trigg, The Memory of Place: A Phenomenology of the 
Uncanny, 238.

. Ricoeur, 68.2

. Ricoeur, 68.3

. Ricoeur, 69. Note 6.4

170



In this note, Le Goff  is referring to these objects as “the new documents” 

and from them will arise a “new discipline” that must respond to the 

inevitable machinations, to which they will become subject.  More recently 5

in 2016, Boris Groys in a discussion that – much like Bruno Latour’s 

distinction between the Modern and Premodern – observes the problematic 

between mechanical and digital reproduction and dissects the “new 

document.” Although a generalisation, in correspondence with Ricoeur’s 

anxiety, Groys’s encapsulation of  the spirit of  the age is useful.  In the 6

Middle Ages, the priority was eternity; in the Renaissance, the concern was 

the past. Modernity was future-oriented. This moment of  digital 

proliferation is “interested primarily in itself.”  Groys’s discussion begins 7

with a summary of  Walter Benjamin’s designation of  the original as a 

metonym for the present or co-presentness. Groys reiterates that within the 

seminal essay Benjamin is insisting on the perfection of  the copy, an 

abstraction, an ideal – the issue that Groys is bringing to our attention is of  

the erasure of  the distinction between original and duplicate, independent 

of  material means or epoch. For Benjamin, this was allied with the co-

presentness the original shares with the flow of  time, the aura – whereas the 

copy is virtual, siteless, ahistorical. In Groys’s words, which adopt the 

terminology of  Deleuze, “to reproduce something is to remove it from its 

site, to deterritorialise it.”  Benjamin’s concept of  nature as the original 8

auratic state was formulated or proposed as a resistance against the 

onslaught of  mechanised, mass culture.  

. Ricoeur, 69. Note 6.5

. Groys, In the Flow, 137.6

. Groys, 138–42.7

. Groys, 139.8
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The concept of  a natural, original state was broadly described by other 

authors of  the period, Groys reminds us, not least through Greenberg’s 

admonition of  the kitsch. Through Adorno’s damaged nature and 

Heidegger’s techne and physis, Groys concludes that modernity’s only 

means of  relating to nature was “in a negative form,” that is, where the aura 

has demonstrably been lost, or by appealing to its loss of  natural harmony, 

or “of  nature’s original unconcealment.”  9

 The contrasting metaphor that Groys uses for digital reproduction as 

opposed to mechanised, is useful if  not incomplete in describing the current 

state of  the discussion regarding the production of  history.  While the 10

digital image will never falter or deteriorate – it will always remain precise so 

long as the electronic substrate on which it resides is intact and it has not 

been tampered with – it is nevertheless always a performance in Groys’s 

estimation. The machine code remains invisible, as do the packets and bytes 

used to shuttle and copy the digital image and as Groys points out, it is never 

merely exhibited – the visualisation of  the digital image is always a 

performance of  the invisible data that constitute it, and he likens this to a 

musical score. The score emits no sound, the black dots are silent and in this 

way “one can argue that digitalisation turns the visual arts into performing 

arts,” and by extension, exclusively temporal.  The analysis Groys uses for 11

the performance suggests the viewer becomes an interpreter rather than 

passive consumer.  

. Groys, 141.9

. Groys, 142–6.10

. Groys, 143.11
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The image may differ depending on the mechanism through which it is 

viewed and in this way is always a new, or a differing visualisation of  the 

underlying data – the original as Groys frames it, is forever invisible.  12

Assuming this analysis, every performance of  the digital is itself  an original, 

this reframes our broader conception of  time Groys says, a discernible break 

between the future-oriented mechanical modern, and the forever co-present, 

auratic contemporaneity of  the digital. However, far from the aura described 

by Benjamin, Groys is describing a condition that is quite distant from an 

alignment with a “nature.” Instead, the summoning of  data through clicks, 

taps or autopoiesis is fundamentally supernatural, uncanny and akin to the 

invoking of  spirits, gods or demons of  a past age.  13

THE TROUBLE WITH TICKS AND THE SPATIAL MONTAGE OF THE 

DIGITAL IMAGE  

David Rodowick explores the instantaneous and ever-present moment of  

the digital through remarking on Babette Mangolte’s concern for this 

apparent atemporality, where she compares the experience of  the digital 

image – specifically its projection – as a relentless glare that is fundamentally 

dissonant with the heartbeat-like repetition of  the mechanical, celluloid 

projector.  The sentimental anthropomorphising of  brushed metal and 14

nitrocellulose aside, Rodowick attempts to distil the question posed by 

Mangolte: that it is “difficult for the digital image to communicate 

duration.”   15

. Groys, 143.12

. Groys, 144.13

. Rodowick, The Virtual Life of Film, 53.14

. Rodowick, 53.15
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Whereas the celluloid reel is composed of  discrete, independent frames, the 

flow of  digital information – numerals transformed into a rectangular array 

of  square pixel colours – is absent of  “shot” or the constant beating, the 

tempo, the blink of  film. Rodowick’s discussion develops around the 

remarkable 2002 film, Russian Ark where eighty-six unblinking minutes of  

digital visual information was recorded onto hard drives by the 

cinematographer Tilman Büttner and the director Alexandr Sokurov.  16

While the Winter Palace may have been the subject and context, it is the 

redefinition of  what had previously been considered film and video that is at 

stake for Rodowick. It is not merely vertical, horizontal and temporal 

limitations that have been transgressed; it is that Russian Ark demonstrates 

how the digital image is no longer simply a montage in Sergei Eisenstein’s 

terms. Rather, it reveals how discrete data layers may be manipulated in 

“something like a palimpsestic combination” revealing what Lev Manovich 

refers to as a “spatial montage.”  On this distinction, which is concerned 17

with temporality, it is useful to recall Sigmund Freud’s short essay on the 

palimpsestic trace of  The Mystic Pad and the alignment of  the corporal with 

the mechanistic, or more specifically, the rapid periodic impulses that 

constituted “cathectic innervations.”   18

. Rodowick, 163–74. The achievement of Russian Ark is best exemplified comparatively with 16
Hitchcock’s ambition for his 1948 film, Rope. D. A. Millar concisely describes the formal concerns of 
the director and limitations of his medium: “Hitchcock had the idea, he said, of doing it “in a single 
shot,” but as this was technically unfeasible in 1948, when the camera magazine held only ten 
minutes’ worth of film, he did the next best thing, which was to film it in the longest takes possible: the 
eighty-minute Rope has only eleven shots.”; Miller, “Hitchcock’s Understyle: A Too-Close View of 
Rope,” 14.

. Rodowick, 167.17

. Freud, “A Note Upon the The Mystic Pad,” in The Archive, ed. Merewether, 20–4.18
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What Freud theorised was the perceptual apparatus functioned in a 

discontinuous manner, and it is this very stretching out and withdrawal of  

the “unconscious feelers” that lies “at the bottom of  the origin of  the 

concept of  time.”  What Freud observed in The Mystic Pad was an imperfect 19

analogue to that of  the operation of  memory, commenting that all 

“auxiliary apparatus” which enhance the sensory functions are modelled in 

some way on the organs of  sense themselves, “spectacles, photographic 

cameras, ear-trumpets.” The intuitive shortcomings of  Freud’s metaphor 

were addressed by Jacques Derrida in 1972 and have a bearing on the 

cardiac pulsing Mangolte projects to the cinematic reel, and the assumption 

that temporality, memory and perception are congruent with a tick.  What 20

Derrida notes is that Freud addresses the space of  writing, but what is missing 

is the time of  writing, and he suggests that we “must come to terms with the 

temporality of  the wax slab.”  Time is not exterior to the slab and to 21

further this point, Derrida recalls Kant’s three modes of  time allied with 

experience: permanence, succession and simultaneity. Concisely, what 

Derrida asks us to be concerned with is not only the stylus and slab alone, 

but the stage. It is the scene of  writing, the contiguous layers of  

“differentiated duration and depth of  a stage, the scene, its spacing […] the 

subject of  writing is a system of  relations between strata: of  the mystic pad, 

of  the psyche, of  society, of  the world.”   22

. Freud, 24.19

. Derrida, “Freud and the Scene of Writing,” 111.20

. Derrida, 111.21

. Derrida, 113.22
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The examples presented by David Rodowick regarding the spatial montage 

of  the digital, the relative analogy of  The Mystic Pad described by Freud, 

and the expansion of  this discussion by Jacques Derrida invites the reader to 

speculate on how the digital forms a time-sense concerning the objects and 

spaces it represents, and how this serves to raise consequential arguments for 

the production of  time, the artefact, its document – the overall subject of  

this chapter. 

 The disassembling of  indexicality that Rodowick presents fuses the 

digital to interior intentionality as opposed to the exterior causal logic of  the 

photographic medium. He suggests this schism between the photographic 

(mechanical) and the simulation of  reality (digital) pushes our criteria for 

realism into the space of  the “imagination, fantasy, and the counterfactual 

powers of  possible worlds.”  In regard to this comment, it may be useful to 23

present one further reflection of  Derrida’s concerning The Mystic Pad; he 

observed that Freud did not examine the possibility of  the machine:  

which, in the world, has at least begun to resemble 

memory, and resembles it increasingly and better and 

better. Much better than the innocent Mystic Pad: the 

latter is no doubt infinitely more complex than slate or 

paper, less archaic than a palimpsest; but compared to the 

machines for storing archives, it is a child’s toy.  24

. Rodowick, The Virtual Life of Film, 170.23

. Derrida, “Freud and the Scene of Writing,” 115.24
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The possibility of  the machine in contrast with the discrete automatisms 

of  celluloid film is the ground from which Rodowick raises the question of  

digital temporality, the implication this has for the production memory and 

in turn history.  Continuity, parallel action, ellipsis are characteristics of  25

how time is expressed within film editing, and Rodowick describes how its 

history and conventions are one of  fascination with la durée as a 

representation of  lived time. Duration for the digital is not presented as 

discrete sections of  space or cuts; rather the digital presents infinitely 

malleable dimensional depth. Pulses, cuts or breaks are not necessary, or 

inherently evident – time and duration are produced through “interactive 

relations” and screens, not directly from editing, Rodowick incisively 

argues.  The temporal nature of  the digital is not singular or double, but 26

chimeric and multiple as alluded to by Groys: the numerical substrate of  

interactive relations and the surface performance of  that data through the 

screen. There is a however a minor point of  error within Rodowick’s 

analysis that nonetheless has implication regarding how time is produced 

through digital media, and this becomes evident through a discussion of  

simulated space similar to that associated with game worlds. What Rodowick 

correctly observes is that la durée yields to a continuous present within the 

digital. However, he also suggests that the same continuous present is 

teleological, and although the essay was written in 2007, the dimensional 

simulation within digital space is not inherently teleological, ends-directed 

and pragmatic.   27

. Rodowick, The Virtual Life of Film, 170.25

. Rodowick, 135.26

. Rodowick, 171–2 “The real-time interactivity of first-person games is also linear and teleological; 27
it is ends-directed, pragmatic, and marked by the continuity of elapsed time… Indeed it produces a 
form of monadism in which there is no present other than mine, the one I occupy now; there is no 
presence other than myself.”
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While narrative-based simulation within digital space may indeed be linearly 

scripted, coded or goal-oriented, there is nothing whatever of  the space 

itself, the polygons, voxels, vertices or vectors that contain a prescribed alpha 

or omega. Similar to the specificity of  video projection in a gallery described 

by Victor Burgin, a parallel between the first and last frame of  celluloid 

footage and digital space cannot be drawn.  28

 At the beginning of  this section, Rodowick describes a dinner he is 

having with his friend and artist Victor Burgin and recalls the joke that 

Burgin makes on hearing Rodowick’s enthusiasm for the 2003 film Numéro 

Zéro. On the subject of  the apparent expense of  shooting on celluloid, 

Burgin asks, “Why didn’t he just shoot it on video?”  While intended as 29

humour, the point is useful when coupled with other insights that Burgin has 

presented regarding the specificity of  digital video and how time is 

experienced and produced by both the medium of  the digital and the space 

it inhabits.  What the joke implies is that continuity, parallel action, ellipsis, 30

cut, montage and the visible characteristics of  celluloid are available to 

digital video and space without detectable difference, but what changes is the 

substrate and performance of  that analogous edit. As described in Chapter 

IV, Burgin’s elucidation of  digital video’s specificity operates through the 

very absence of  linearity, and this remains true within the simulated virtual 

space of  his 3D recreations, on the projection surface and – importantly for 

this research – the site of  display that the projection resides within, which 

does not necessarily terminate on the built threshold.  

. Chapter IV.28

. Rodowick, The Virtual Life of Film, 164.29

. Chapter IV.30
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The temporality of  digital video is for Rodowick a problem that does not 

resolve at the level of  screen or substrate and is deeply affected by the 

aesthetics of  postproduction.  Much like the suspicion Le Goff  described 31

concerning the transient document and static monument, Rodowick reverses 

this in part expressing nostalgia for the analogical world that has all but 

evaporated.  

He suggests that its passing should not be mourned indefinitely, rather 

that its differences “both in value and in its modalities of  expression” are 

understood in regard to how they alter our ontology through our relations to 

them. In this regard, one further detail should be acknowledged concerning 

Rodowick’s use of  Mangolte’s comment on digital representation and the 

pulse. While Groys tells us the digital image is a performance of  an invisible 

spirit, this too is an incomplete representation, for the abstract language that 

remains veiled is itself  a performance of  a more fundamental, lower level of  

machine code, which in turn remains a binary configuration that controls 

the electrical flow.  The tick may be imperceptible, but so too is it 32

imperceptible in the analogue reality of  gluons, trees, teapots, acrylic paint 

and Arcadian nostalgia. What is germane to understanding this ontological 

reconfiguration is a point raised by Peter Osborne in his discussion of  the 

digital photograph. Similar to installation’s resistance of  “a single 

overarching critical problematic,” the same is true of  the digital, and, if  we 

make this assumption, what are the consequences if  neither may be subject 

to full critical appraisal, the variables too numerous to comprehend?   33

. Rodowick, The Virtual Life of Film, 174.31

. White, How Computers Work, 53. “The transistor can only create binary information: a 1 if 32
current passes through or a 0 if a current does not pass through.”

. Osborne, Anywhere Or Not at All, 126.33
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It may be argued via Kaprow or Kabakov as previously discussed, that 

inscrutability was foundational to installation’s strategy: coupling 

installation’s unfathomable spatiality and heterodox materiality with the 

hybridised, multilayered temporal space of  the digital image may signal a 

further expansion of  the strategy, rather than diminishing its potential. 

R E F U S I N G C O M P R E H E N S I O N : S PA C E S B E Y O N D L I N E A R 

CHRONOLOGY 

 Writing on the subject of  Victor Burgin’s 2010 work Dovedale, Hanne Loreck 

remarks on the immutable and ever-present vexatiousness of  the “out 

there.”  Recalling Burgin’s comment made in 1969, that between the retina 34

and visual cortex there remains a space where information is modified to 

align with what has already been acquired: “evidently what reaches the 

external world evokes the visual cortex, but it is hardly a direct or simple 

replica of  it.”  What Loreck goes on to describe in this short essay is what 35

she perceives to be elements of  the strategy and underlying principles in 

Burgin’s practice, remarking that his use of  analogy and associative method 

have much to do with comprehensibility, “but paradoxically also with its 

refusal.” The rift that visual analogy opens up is aligned with the ever-

present cognitive displacement of  material reality and factual 

correspondence, and that “appearing to be like something and participating 

in a correlation [with it], is more than the thing itself.”   36

. Loreck, “…In Order to Connect: Analogy and Association,” in Victor Burgin: Five Pieces for 34
Projection, 119–23. 

. Loreck, 120.35

. Loreck, 121.36
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Burgin’s associative correspondences with Joseph Wright of  Derby’s oil 

painting, Dovedale by Moonlight has Loreck recall Freud’s foundational 

principle of  free association that emerged from David Hume’s intuition on 

association, that ideas attract one another; much like gravity, an idea will 

pull others into its orbit.  Through a research-oriented method that 37

incorporates phsycho-geographic operations, historical data, photography 

and digital architectural visualisation, Burgin’s analogies and associations in 

his 2013 work Mirror Lake similarly refuse a singular, medium oriented 

critique.  Loreck comments that the visitor to the installation will receive no 38

expression of  underlying intention or why the work consists of  the varying 

elements of  “place, a biography, or famous architecture.”  Burgin has said 39

that all his video projection works and installation begin with research, but 

that research is not hung on the walls.  What is affirmed through this 40

varying strategy, Loreck suggests, is that only in the space beyond linear 

chronology: 

. Hume, An Enquiry Concerning Human Understanding: A Critical Edition, 11. “A picture naturally 37
leads our thoughts to the thing that is depicted in it; the mention of one room naturally introduces 
remarks or questions about other rooms in the same building; and if we think of a wound, we can 
hardly help thinking about the pain that follows it.”

. Loreck, “…In Order to Connect: Analogy and Association,” in Victor Burgin: Five Pieces for 38
Projection, 122.

. Loreck, 122.39

. Canadian Art, ”Victor Burgin & Ian Wallace in Conversation at the Vancouver Art Gallery.”40
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can the aesthetic visual and textual data cause individual 

and contemporary history to reflect one another and 

subjectivity to be understood as intersubjectivity [and that] 

the parallelism of  time and place produces no hierarchies 

of  knowledge.  41

 In Burgin’s note for Mirror Lake he comments that the work consists of  

inter-titles, photographic panoramas, 3D-modelled digital scenes and a 

three-second clip from Andrei Tarkovsky’s 1975 film, Mirror.  The 42

mirroring described by Deleuze in referring to Marcel Carné’s 1939 film, 

Daybreak alludes to a similar intersubjectivity of  the object, the mirror and 

the virtual object and this constituted bidirectionally suggests a “double 

movement of  liberation and capture.”   43

THE PRESENT AND THE PAST: MIRROR IMAGES AND CRYSTALLINE 

FORMS 

It is this unit described as the most restricted or smallest circuit by Deleuze 

that the “actual image” finds “its true genetic element, when the actual 

optical image crystallises with its own virtual image.”   44

. Loreck, “…In Order to Connect: Analogy and Association,” in Victor Burgin: Five Pieces for 41
Projection, 122.

. Burgin, “A Note on Mirror Lake,” in Victor Burgin: Five Pieces for Projection, 23.42

. Deleuze, Cinema II: The Time Image, 72.43

. Deleuze, Cinema II: The Time Image, 72.44
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To the actual image, Deleuze attributes the term opsign, optical sign, or the 

purely optical image which makes time and thought perceptible, both visible 

and audible.  The crystal-image then is formed by the fusion of  actual and 45

virtual, which in turn permits us to see time – only through this crystalline 

form does the actual image, and the virtual image becomes accessible.  The 46

indistinctness that can arise between the real and the imaginary, between the 

past and the present, between the actual and the virtual Deleuze suggests, “is 

definitely not produced in the head or the mind,” instead it is the 

foundational characteristic of  existing images “which are by nature 

double.”  Describing the crystalline image, Frederic Huska in observing the 47

emergence of  déjà vu remarks that Deleuze is clear about the variety of  

image that might be accounted for as crystal. It is an image that will bear 

reflection of  some type, or a mirror specifically – the reflection therein 

becomes an expression of  the virtual. However, Huska suggests that a 

substitution for the reflection contained in the image, is the phenomena and 

experience of  déjà vu; an image of  the actual and virtual present throughout 

one’s life. This analogy could be further mapped to the experience of  

coincidence, as Huska suggests through the crystal-image, the amalgam of  

dreams, memories and fantasies are sited in the present – the virtual image 

“becomes simultaneous with the present.”   48

. Powell, Deleuze, Altered States and Film, 42, 148. Powell offers these descriptions: “These 45
musical implied dreams offer much more than the sensory-motor spectacle of a dream into which we 
are admitted. The world-movement that corresponds directly to opsigns and sonsigns also cancels 
customary sensory-motor links.” “This is manifest when the actual optical image crystallises with its 
own virtual image and the larger circuits of opsign compositions are, to continue the mirror figure, 
‘nothing other than slivers of crystal-images’.”; Huska, “The Predicament of Undecidability: Moments 
of Déjà vu in Space, Time, and Consciousness,” 67. “The purely optical image, that Deleuze names 
‘opsign’, is turned into a ‘crystal-image’ when the actual and the virtual are both contained or made 
apparent in the image.”

. Deleuze, Cinema II: The Time Image, 72–3.46

. Deleuze, 73.47

. Huska, “The Predicament of Undecidability: Moments of Déjà vu in Space, Time, and 48
Consciousness,” 67. 
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 Specifying the crystal-image portion of  the discourse Nariman Skakov 

suggests Tarkovosky’s praxis and theory of  cinema follows “the forking path 

of  Deleuze’s time-image.”  Tarkovsky used the term sculpting in reference 49

to the time of  cinema, and Skakov dissects this attribution – the Russian 

expression being vaiat, whose etymology is vit, to weave. The temporal 

threads of  Tarkovsky’s cinema are not readily apparent, Skakov argues, the 

result “is a consistent re-enactment” of  spatiotemporal and non-linear 

relationships, a textile labyrinth which is from the outset a multiplicity that 

the director continually amplifies. Through positioning the crystal image 

described by Gilles Deleuze and the relative commentary offered by Frederic 

Huska regarding déjà vu, then Nariman Skakov’s comments on the cinema 

of  Andrei Tarkovsky, is to invite the reader to consider how temporality is 

imbued through the image and further how this is problematised by the 

spatial montage of  the digital image described earlier by David Rodowick. 

What Skakov sees as being foundational to Tarkovsky’s labyrinth is not 

the continuity of  the cinematic image so often emphasised in conventional 

cinema, but that the director does not attempt to hide the discontinuous 

nature of  the cut, diverse takes and spaces: it is distinct because Tarkovsky 

“amplifies the discontinuity of  the filmic experience.”  Skakov highlights 50

the two primary discourses on cinema by Deleuze, the movement-image and 

time-image, that the former is representative of  classical cinema, with the 

latter being connected with more abstract, post-war gestures – a clash 

between “two fundamental concepts: time and space.”   51

. Skakov, The Cinema of Tarkovsky: Labyrinths of Space and Time, 13.49

. Skakov 11.50

. Skakov, 4.51
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The clash of  the actual present image and the virtual past image is for 

Tarkovsky the embodiment of  the crystal-image, Skakov argues, further that 

Deleuze’s attribution of  “chronic non-chronological time” is the method by 

which cinema organises time in a non-empirical way.  What Tarkovsky 52

explores is an anthropocentric temporality of  the spiritual and this is distinct 

from Deleuze’s mathematical-structuralist concept Skakov says; both, 

however, make continual reference to Hamlet’s awareness that whatever its 

apparent continuity, this universe is one where “the time is out of  joint.”  53

The phrase is also repeatedly referred to in Derrida’s Spectres of  Marx, Mark 

Fisher comments – referring to the writing of  Martin Hagglund – that it 

may be possible to “see all of  Derrida’s work in relation to this concept of  

broken time.”   54

The concept is foundational to his hauntology, a specific counteraction 

to the traditional ontology which is aligned with “self-identical presence.” 

What we should understand about the figure of  the spectre in this context 

Fisher remarks, “is that it cannot be fully present: it has no being in itself  but 

marks a relation to what is no longer or not yet.” It is the 1976 film Heart of  

Glass by Werner Herzog that Deleuze suggests is the most significant of  

crystal-images in the history of  cinema, but also that Tarkovsky has a 

comparative formation in each successive film.  Specifically Mirror, Deleuze 55

suggests which is much like a turning crystal, if  we relate the “two sides” of  

invisible adult character, to the “four sides” of  the two visible couples who 

are continually asking the question: “what is Russia?”  

. Skakov, 10.52

. Skakov, 121.53

. Fisher, Ghosts of My Life, 18.54

. Deleuze, Cinema II: The Time Image, 78.55
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Deleuze describes Tarkovsky’s images in Mirror as sodden, heavily washed 

and bluish, brown and translucent constantly in a liquid-crystal state that 

maintains their enclosed secret. From Solaris to Stalker and the aqueous 

rhythm throughout Mirror, Deleuze suggests this wash of  Tarkovsky’s 

“constantly brings us back to the question: what burning bush, what fire, 

what soul, what sponge will staunch this earth?”  Deleuze allies Tarkovsky’s 56

search between matter and spirit with the search for the alchemical red 

crystal in Heart of  Glass, both are probing for the highest tension of  the spirit 

and “the deepest level of  reality.”  The question of  place, space and 57

internal ontology were of  concern for Kabakov, as he positioned the 

plasmodium of  Tarkovsky’s Solaris as a liquid metaphor emblematic of  the 

collective body’s wish to know.   58

At every level of  the society for which he was a part, Kabakov suggested 

the single defining word would be tselostnost, a wholeness that implies an 

interpenetration that resists a monolithic perspective, it is always multiple, 

“always on the level of  collective consciousness.”  So, a crystalline, liquid 59

multiplicity attends as a characteristic of  time’s instantiation within film 

according to Deleuze. With this image, we might consider Burgin’s comment 

on time and perception from his 1969 Situational Aesthetics, that perception is 

forever a continuum, a “precipitation of  event fragments decaying in time, 

above all a process” – the watery allusion is notable.   60

. Deleuze, 78.56

. Deleuze, 78.57

. Kabakov, On Art, 54.58

. Kabakov, 54. “If it were possible to define in a single word the chief characteristic of this place in 59
which we live, it would be wholeness, tselostnost. A linking to, an interpenetration of, one thing by 
another turns up in every situation, on every level, from the most exalted to the most mundane.”

. Burgin, “Situational Aesthetics” in Situational Aesthetics: Selected Writings by Victor Burgin, 10.60
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In an essay titled Thinking Stillness, Yve Lomax states a few fundamental 

principles regarding the temporality Deleuze issues, and expresses anxiety at 

the implication saying, “I am not sure if  I really want to see this, as I fear it 

will be too much for me.”  This continuum was already perceived, already 61

visualised and Lomax acknowledges this ‘seeing’ is an erasure of  the concept 

of  the “event” and what we perceive to be its congealment. In addition, we 

become aware that “what does take place is the opening up of  a vast empty 

time.”  As Hagglund similarly suggested, it may be possible to encapsulate 62

Derrida’s project as an investigation of  the concept of  broken time, with 

Lomax remarking that Deleuze’s ambition in all his books was to discover 

the nature of  events.  What Deleuze reveals Lomax says, is the event or 63

interval is instead a becoming, a vast empty meanwhile, not a teleological 

journey “to a state of  being,” only continual flow.  64

THE POEM OF FLOW AND THE INFINITE FINITELY DISPLAYED  

While fluidisation of  artistic form and self  appears necessary to the 

contingent material space of  the artistic installation, Groys remarks that the 

image of  the flow remains elusive. It was the materialist philosophy of  

Ludwig Feuerbach that bore the most significant influence on Wagner’s The 

Artwork of  the Future, Groys reminds us.   65

. Lomax, “Thinking Stillness,” in Stillness and Time: Photography and the Moving Image, 58–9.61

. Lomax, 60.62

. Hagglund, Radical Atheism: Derrida and the Time of Life, 77.63

. Lomax, “Thinking Stillness,” in Stillness and Time: Photography and the Moving Image, 59.64

. Groys, In the Flow, 12.65
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The objective of  the Gesamtkunstwerk was to disassociate from the egoist 

who has chosen isolation from the people to make baubles for the 

luxuriation of  the rich.  Instead, Wagner declared, the artist of  the future 66

“must become radically different.” Becoming soluble within the collective is 

a “necessary death” Wagner wrote, and in the full “ascent into 

universalism,” the performer and artist dissolve their individuality into the 

Gesamtkunstwerk. Groys in recalling this indefatigable conditionality of  the 

Great United Artwork reminds us, it is not only the solubility of  the individual 

but that artistic contributions, mediums and identities that must “dissolve 

themselves in the materiality of  the whole.”  What the Gesamtkunstwerk 67

demonstrates Groys suggests, is the descent of  the individual into the 

material flow – “but not the flow itself,” and historically this descent 

ultimately became a form in itself, a form that was “repeated, restaged, re-

enacted.”  The movement and dissolution is one of  divine violence but not 68

enacted by God Groys says; it is practised solely by the artist.  What this 69

descent will yield is only the poem, the artefact which appears to have a 

beginning and an end, linearity – what we are left with is the documentation 

which is capable of  being repeated and copied “but no access to the flow 

itself.”  The artefact of  this descent remains as unconvincing “religious 70

illuminations and scientific proofs” which share a similar objective and 

fate.   71

. Groys, 13.66

. Groys, 14.67

. Groys, 14.68

. Groys, 16.69

. Groys, 16.70

. Groys, 17.71
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For Groys there is no evidence any of  us have entered the material or 

transcendent flow, only that we collect and maintain our attempts, with each 

document “added to the archive — the archive of  self-fluidisations.”  As 72

with the monuments and repositories described by Le Goff, so to have 

museums more recently entered into a state of  accelerated non-permanence, 

and are simply unable to remain “fixed” for any duration to maintain the 

poem of  flow Groys suggests. It was Harald Szeemann in 1984 who initiated 

what Groys calls the “curatorial turn” in contemporary art with a work titled 

Hiang zum Gesamtkunstwerk, (The Tendency to Gesamtkunstwerk).  

A clear distinction is made with this work: the traditional exhibition 

“treats its space as anonymous and neutral,” whereas the installation reveals 

the material space and context of  display such that contained objects and 

space together are instrumentalised in a common purpose.  Just one year 73

later in March of  1985, Theirry Chaput and Jean Francois Lyotard co-

curated what is regarded as one of  the most important exhibitions of  the 

20th century according to Yuk Hui. What is of  significance, Hui recounts, 

are the terms by which the display was approached; the object of  the 

exhibition was sensibility, and the curators referred to it as a manifestation.  74

A foundational concern for Lyotard in this manifestation was the problem of  

technology and resistance to evident trajectories it could take, Hui suggests. 

Les Immatériaux was an attempt to steer a different course for technology and 

our relationship to it.  

. Groys, 17.72

. Groys, 17.73

. Hui, “Exhibiting and Sensibilising: Recontextualising Les Immatériaux,” in Theater, Garden, 74
Bestiary: A Materialist History of Exhibitions, 235.
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The evident method, as Hui demonstrates, not merely to show “what 

artificial intelligence and machine learning can do and how creative artists 

can work with big data,” but to awaken a consciousness, a sensibility through 

liberating a collective imagination that has “been impoverished by a 

blindness toward progress and acceleration.”  Hui suggests that through 75

awakening this epochal sensibility, the sublime is revealed and this assertion 

also is central to Lyotard’s writing on aesthetics and the postmodern – the 

sublime is not an event, an interval or periodisation – for Lyotard this 

assessment “demands a redefinition of  art according to its epoch.”   76

Hui recalls Rancière’s discussion of  the sublime concerning Lyotard, in 

which he suggests that Hegel transformed the Kantian sublime into a 

characteristic of  art, whereas Lyotard “makes the sublime discrepancy into a 

property of  artworks themselves.”  As Peter Osborne has commented, it is 77

worth recalling that darstellung des undarstellbaren, as Novalis put it some two-

hundred years prior to Lyotard, “the infinite finitely displayed,” is the 

philosophical ground for the autonomy of  art’s claim: “a certain kind of  

production of  meaning in the object.”  Osborne continues by suggesting 78

this variety of  supra-aesthetic artistic regime of  truth, can only be realised 

under particular “historical and institutional conditions.”   79

. Hui, 243.75

. Hui, 237–8.76

. Hui, 237.77

. Osborne, Anywhere Or Not at All, 44.78

. Osborne, 44.79
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Groys is incisive on the question of  context and conditions: the museum as it 

is traditionally understood – serving as a repository for exclusive objects – is 

not only a passive abiding document but can be quite easily “accused of  

functioning as part of  the art market.”  The argument does not, however, 80

exhaust the remit of  the museum. Groys is careful to remind the reader that 

scholarly activity and public awareness through “events” fulfil a more 

comprehensive social role of  the institution. However, the disseminating 

event itself  which attempts to scrutinise the question posed by the artefact, 

document, reproduction and context – rather than directing the gaze of  the 

spectator through the “traditional hermeneutical position” of  art – now 

orients the participant outward, out to the “media space” and “towards the 

spatial boundaries of  the event.”  Groys suggests this leads to a 81

subconscious awareness of  accelerated turnover, the irreversibility of  time 

rather than its transcendence, an amplified sense of  the temporary that leads 

to a tacit understanding the only remnant, the only object of  interest will be 

a catalogue, a video, or a website. However, these documents serve the 

temporality of  events in a remarkable way, Groys illuminates this by 

suggesting that once it was the purpose of  the artefact to compel a sense of  

the sublime in the viewer; now the documentation of  past artistic events 

evoke nostalgia and desire for occasions of  which they were not part. Just as 

the painting of  the mountain may be experienced as “disappointing rather 

than authentic,” so has contemporary art become the medium for 

“investigating the eventfulness of  events,” Groys says.   82

. Groys, In the Flow, 19.80

. Groys, 20.81

. Groys, 22.82
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This nostalgia for art events transmitted through their documentation, is 

reminiscent “of  the early romantic nostalgia towards nature evoked by 

artworks.”   83

DISCURSIVE ARTICULATION OR REPEATING THE UNREPEATABLE  

The irresolvable posthumous conditionality of  installation artwork is present 

from the outset, Anne Ring Petersen argues, and cites Jennifer Licht and 

Roald Nasgaard’s, Spaces and Structures for Behaviour, as a representation of  

how the “links between artistic practice, curation and discursive articulation” 

are inextricably linked in the analysis of  installation.  The discrete works 84

contained within Licht and Nasgaard’s catalogues were fabrications, copies 

derived from further photographic documentation made from other 

exhibitions – the works only surviving as images.  Petersen asks the question 85

if  this strategy of  document and re-documentation moves the problematic 

of  installation into a phenomenological framework, or a “contextualist and 

politicised framework?”  86

 Petersen acknowledges, however, that a categorical binary or trifecta of  

analysis applied to installation theory and method is untenable.  87

Nonetheless, the attempt at defining a phenomenological, contextual and 

performative aesthetic category is useful in establishing the lacunae in which 

installation resides.  

. Groys, 20–22.83

. Petersen, Installation Art: between Image & Stage, 115.84

. Petersen, 116.85

. Petersen, 11686

. Petersen, 76.87
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The discourse on the installation has segregated itself  from sculpture and 

new-sculpture, Petersen remarks, and describing current concerns as being 

oriented to the position of  the viewer, citing the work of  Kjell Yngve 

Petersen and Karin Søndergaard in whose own terms the viewer is:  

appointed an implicit role in the work structure itself. The 

instal lat ions work as minimal is t scenographic 

environments where the audience is situated in reflexive 

activity and re-examination of  their own actions. Thus, the 

works frame the audience as performative actors and in 

their own way stage a situation that points back to the 

individual’s perceptive conditions.  88

The statement is suggestive of  an iteration along the already established 

trajectory of  installation’s potential; we might consider Kaprow’s 1968, 18 

Happenings in 6 Parts – a work that was dutifully recreated a few weeks before 

his death performed in Munich’s Haus der Kunst in November of  2006.  89

The reproducibility of  the exhibition event frames it as a “precarious 

institution” for the artist, creating an ambivalent temporality that although 

decisively temporary (much like Kaprow’s 8 Happenings in 6 Parts), may be 

disinterred at will, Elitza Dulguerova argues.  

. Petersen, 89. As demonstrated, this has been foundational to installation from its formative 88
period. 

. Morgan, “Thoughts on Re-Performance, Experience and Archivism,” 1-15.89
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Dulguerova positions the exhibition and its event as a mediating ground 

between artistic creation and social institution, and that they are mostly 

performative in their temporality “but are also structurally linked to 

capitalist society and represent its contradictions.”  What should be 90

substituted for the concept of  autonomy in contemporary art is the term and 

provisionality of  utopia, Dulguerova suggests, and assumes this position by 

arguing the focus is moved from discrete artefacts to “the moment of  their 

enunciation.”  Utopia for Dulguerova shifts the emphasis of  the exhibition 91

from materiality to a “temporal vector,” that emphasises its contingencies 

and discursive bearing and the “way in which art constantly interacts with 

society.”  Utopia is only ever manifest as a plan, as conjecture; however, 92

Dulguerova addresses the document, or reproducibility in this context by 

recalling Walter Benjamin’s consideration of  the modern experience of  

time.  The inherent disquiet that the documentation of  artwork and its 93

associated rituals evoke, that the “object” is lost through its repeatable 

transmission, was of  concern to Benjamin as Dulguerova recalls. He was in 

opposition to the “fugacity and possible repetition” implied by the 

reproduction and its further transmission through “illustrated magazines or 

newsreels.”  However, Dulguerova attempts to recuperate the transitory 94

nature of  the ephemeral transmission event and its document through the 

utopian concept; that it is both of  the moment and producing history.  

. Dulguerova, “The Exhibition as Parergon of Artworks: Russian Avant-Garde Experiments” in 90
Theater, Garden, Bestiary : A Materialist History of Exhibitions, 177.

. Dulguerova, 178.91
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The potential for reoccurrence is intrinsic to the exhibition that “endows the 

exhibition with an operatory power over a long duration that outstrips the 

one-off  event,” Dulguerova argues.  95

MYST IC CONTEMPL AT ION AND THE FOUR VARIAT IONS OF 

PAINTING’S HISTORY 

 It is 1989, and Wim Ruigrok photographs a crowd at the Stedelijk Museum 

in Amsterdam, to the left of  the photograph a single observer stands 

separate, coat folded in his arms, staring up at the first of  the four variants 

of  Malevich’s Black Square. Frank Den Oudsten remarks that the photograph 

depicts an exhibition in actio.  A museum tour group turn their back on the 96

iconic work. What is lost in the photographic reproduction and all but one 

member of  the visitor’s group, is the Black Square demands close reading, 

scrutiny. Den Oudsten suggests the painting contains “a depth that is 

infinitely more profound,” than an “optical lookalike” made in Photoshop – 

like all the layers of  painting’s history have been condensed into one.  97

Perhaps there were four variations of  painting’s history?  This provisionality 98

is not a minor point and emphasises the argument Dulguerova has 

presented. Similarly, Rancière has suggested, the small problem with 

modernity’s concept of  autonomy is “that it never stops being sabotaged by 

infernal trouble-makers.”   99

. Dulguerova, 178–80.95

. Den Oudsten, Space. Time. Narrative: The Exhibition as Post -Spectacular Stage, 38.96

. Den Oudsten, 39.97

. Staff, Monochrome, 14. “Indeed, the artist inscribed on the back of one of the subsequent 98
variants of the original Black Square the following: ‘Suprematism 1913 the initial element first 
manifested itself in Victory Over the Sun’.” 

. Rancière, The Future of the Image, 104.99
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The disembowelling of  mimetic constraint from the surface of  the canvas 

served to construct only an idealised fabrication of  both history and 

modernity. Rancière suggests Malevich did not assume that a cavalcade 

would follow perverting his spatial purity under the “pressure exercised by 

the languages of  advertising and propaganda.”  As Groys has highlighted, 100

Malevich’s project was to unambiguously declare the formal structure of  the 

“universal artistic style of  the future,” a historical transcendence that 

assumed no process, only teleology.  Noted by Groys is the discordant 101

tensions that Black Square reveals: in the Duchampian readymade the 

valorised tradition of  “mystic contemplation” is fixed deep in the 

background, it is distilled and brought to the fore in Malevich’s aspiration.  102

However, the tension that Groys perceives remains with the painting, that it 

simultaneously belongs to “a world of  profane technology […] and 

standardised mass production […] it is a readymade,” as well as a 

transcendent, spiritual icon.   103

What Groys highlights is that both examples of  Duchamp’s and 

Malevich’s artefacts contain the competing tensions of  “valuable and 

valueless” and the resultant readings are not arbitrary. In this context, the 

speculation of  the fugitive document and spectral utopia proposed by 

Dulguerova may be understood to acquire the status of  both valueless mass 

ephemera and valuable historical, unique, contemplative artefact.  

. Rancière, 104.100

. Groys, On the New, 25.101

. Groys, 104–5.102
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AUXILIARY APPARATUS, PANTOMIME AND SPECIFICITY: READING THE 

DIGITAL IN ART-SPACE  

Marita Sturken has suggested that the “primary and inevitable goal” of  

artists who deploy technologies such as video and computer-based works in 

the context of  installation, is to move the viewer in a controlled manner and 

determine the duration they spend with the work, an assertion quickly 

disassembled through the discussion of  specificity of  the exhibition space 

and video projection presented by Burgin.  However, Sturken’s discussion 104

of  The Space of  Electronic Time contextualised within installation work, serves 

to identify additional fissures that may be occupied when considering the 

problematic of  “ephemerality” and historical record. Sturken highlights the 

direct parallel aligning human memory and the functioning of  computer 

systems that run concurrently with the “popular backlash” against the 

Freudian concept of  repression.  However, a metaphor that compares 105

“auxiliary apparatus” with the organ of  memory would have accorded with 

Freud; the disparity, as Sturken points out, is in the erratic characteristics of  

neurones compared with the unfaltering recall pathways of  digital 

technology. Sturken advances a discussion originating in 2001 of  the 

temporality of  digital works through the installation of  Jim Campbell, 

specifically a work made in 1991 titled Digital Watch.  

. Chapter IV.104

. Sturken, “The Space of Electronic Time: The Memory Machines of Jim Campbell,” in Space, 105
Site, Installation: Situating Installation Art, 288.
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However, it is first worth highlighting several points made by Yvonne 

Spielmann in an article titled Video: From Technology to Medium of  2006. 

Spielmann discusses video technology of  the time through the language of  

medium and specificity, describing it as having no coherent apparatus, such 

that identification within the bounds of  discourse regarding mediumship, 

which demands the identification of  video’s “singularity and specificity,” 

would be strained.  Video, in both its hardware and image, operate on an 106

“open apparatus” as Spielmann says, and although primarily an “analogue 

medium, it shares significant features of  the digital.”  Importantly, video – 107

at that point in history – contained the potential to produce widely varying 

and expandable imagery across any dimension within this open structure, 

Spielmann remarks. To position Spielmann’s 2006 discussion relative to 

Sturken’s 2001 consideration of  temporality, is to underscore the dilemma 

of  applying the discourse of  medium and conditions of  the document, to 

the endlessly expandable and continually shifting material conditions of  the 

technology that undergirds the term video. While each iteration of  what 

constitutes video – analogue, digital, photographic, simulation, stochastic, 

linear – may contain its own specificities which are materially and 

historically unique, the essential singularity and conventions are nowhere to 

be found. Jim Campbell’s Digital Watch consisted of  a video monitor along 

with one live camera pointed at the viewer, and a separate live camera 

pointed at the face of  an analogue watch, the images from both being mixed 

by computer and presented on a screen.   108

. Spielmann, “Video: From Technology to Medium,” 69.106

. Spielmann, 58.107

. Sturken, “The Space of Electronic Time: The Memory Machines of Jim Campbell,” in Space, 108
Site, Installation: Situating Installation Art, 287–9.
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Sturken suggests that Campbell’s work is asking us to observe how the 

digital has “reconfigured how we conceptualise time, moving from the 

circular watch face with its implication of  cycles and renewal, to the digital 

world of  time relentlessly moving forward numerically.”  What Campbell 109

achieves Sturken suggests, is a technology that mimics the fallibility of  

human memory through the recycling and returning of  images “according 

to a random set of  rules.”  What Campbell shapes through his video 110

installation is “a complex amalgam of  the fluid analogue… and expansive 

digital,” and in doing so asks us not to consider the specificity of  the 

machine, but the logic of  our interactions.  What is apparent in Sturken’s 111

reading of  Campbell’s project, is that both diffusing what the digital 

substrate inherently is, and pantomiming a reaction to that construct, 

displace and nullify the implications for both. To recall Peter Osborne’s 

assessment of  the contrasting indexicality of  the analogue and digital, 

“something else is going on here.”  112

 Whether static or temporal, discussions of  the digital image of  the kind 

forwarded by Sturken and Spielmann are suggestive of  an anxiety that has 

been evident since the advent of  the technology. However, what Osborne 

identifies as the context of  this anxiety provides an approach to a theoretical 

description that implies the parallel discussion regarding document, 

temporality and the production of  history.   113

. Sturken, 289.109

. Sturken, 289.110

. Sturken, 289.111

. Osborne, Anywhere Or Not at All, 128.112

. Osborne, 128. The relationship between social form and value form in societies based on 113
relations of exchange. Making explicit reference to historical materialism. 
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RUPTURING THE ONTOLOGICAL GROUND AND THE APPLICATION OF 

MEDIA-BASED TIME 

Osborne is unambiguous; there is, ontologically, no particular problem 

posed by digital-picture taking.  The problematising of  the digital image 114

emerges concurrently from what Osborne identifies as the persisting 

uncertainty instilled by the disassembling of  the real through both economic 

and social structures that heretofore – however tenuously – appeared to 

index a shared ontological ground.  The disassembling begins with 115

journalistic commentary Osborne suggests, and specifically in 2008 when 

numerous media outlets broadcast that “financial crisis had started to feed 

through into the real economy.”  A broad social awareness of  distinct 116

economic partitions between real and fictional – an “inverted ontology of  

value familiar to readers of  Marx’s Capital for nearly 150 years” – coupled 

with the diminished social contract implicated in journalistic commentary.  117

This pairing has wholly subverted the tools of  empirical realism that are 

assumed to govern language, and by consequence the real. This division 

essentially yielded a spectral ontology that was displaced onto the 

indexicality of  digital imaging and the “problem of  referential 

significance.”   118

. Osborne, 129.114

. Osborne, 129.115

. Osborne, 128.116

. Osborne, 128.117

. Osborne, Anywhere Or Not at All, 129. From its inception, the indexicality of the analogue 118
photograph was similarly swamped with hyperbole and superstition. Louis Kaplan’s article, Where 
the Paranoid Meets the Paranormal: Speculations on Spirit Photography charts the infusion of other 
dimensions with the real. Kaplan’s discussion considers James Coates’s Supernormal Photography in 
Photographing the Invisible and explores these paranoid dynamics through Lacan’s Mirror Stage to 
Derrida’s Hauntology and the photography of Mike Kelley.
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What Osborne argues, is that the illusory fissure between the digital 

photographic image and its index, an index “which is still there at the outset 

of  the process,” has particular resonance in the history of  art.  Since early 119

German Romanticism Osborne contends, art has been widely understood as 

“a form of  self-conscious illusion” and is it not digitalisation of  the 

photographic image “that makes it the form of  image most appropriate to 

art as a self-conscious illusion?”  The apparent separation and openness to 120

manipulation that appears unique to the digital image, is a characteristic of  

traditional chemical photography that has been in place since its invention 

Osborne suggests, and “artists have been intervening in the mechanisms of  

the photographic process since its inception.”  What is of  significance 121

regarding discourse relative to the digital image and concern to this 

research: Osborne submits that both the image and the network of  which it is 

a part have a profound consequence for what we understand and conceive 

of  as social space – and as alluded to throughout this discussion – this is 

simultaneously art space.  122

 What Osborne distils as art space is similarly useful, and suggests that if  

art is a living process, then surely art space is project space; space within 

which contingencies are exhumed, where the “rapidly shifting matrix of  

places, of  non-places and flows” expose their possibilities.   123

. Osborne, 129.119

. Osborne, 129.120

. Osborne, 128.121
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In the orientation of  a practice toward these spatial contingencies that 

are implicated in the ontological structure of  the installation – and have 

pressure on how the image is theorised – it is useful to recall what Liam 

Gillick was thinking regarding Future Art in 1996.  Time as a foundational 124

element in visual practice was permeating works made around that period, 

Gillick observed, along with an omnipresent sense of  provocation to go 

beyond the frame of  simply “accentuating the moment.”  Gillick argues 125

that the project of  the twentieth century to resolve the questions of  form 

and content were from the outset essentially “useless criterion for judging the 

relative success or failure of  an artwork.”  This misjudged binary 126

continued to encompass the discourse in 1996 – and arguably persists, not 

least within the discourse connected with expanded practices – and what 

Gillick encouraged was an understanding that there was value to work “that 

deals with time as much as space.”  This was not to advocate solely for 127

artists who were using time-based media or performance, rather the application 

“of  media-based time” such as scenarios and propositions that “occupy a block 

of  time alongside the definition of  a space, mood or social effect.”  128

Sidestepping the gambit of  “dematerialised form or ironic multi-

referencing” would allow for the excavation of  the layers of  production 

within an artist’s practice:  

. Steeds, Exhibition, 138. The article Ill Tempo: Looking Back at Future Art, originally appearing 124
in Flash Art: Vol. 29, No. 188; May-June, 1996.
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layers of  di f ferent value coinciding, with an 

acknowledgement of  strategies that allow a renewed 

examination of  how people negotiate the different stages 

of  their work.  129

UNFOLDING THE BLACK SQUARE 

Groys points to the underlying impetus for this strategy more directly, 

extending and complementing both Osborne and Gillick’s impressions. The 

fate of  art, or less dramatically its successive conditions, are dependent on 

technical development, economic conditions, and public taste shaped by 

lifestyle, Groys argues.  Using several passages from the unpublished A 130

Critique of  the German Ideology, Groys unequivocally identifies installation art as 

Marxist art, including that it is the only art that can be portrayed as such.  131

What both economist-philosophers predicted, according to Groys, was the 

redirection of  focus away from the individual discrete artefact, toward 

observation of  the context of  production, distribution and public reception. 

This distinction, in Groys’s opinion, is manifested as the composition of  

installation works within which “the organisational presuppositions of  the 

artistic practice can be thematised.”  However, Groys is careful to draw a 132

distinction that has a bearing on both Krauss’s dismissal of  the formal 

properties of  installation and the temporality that Osborne describes.  

. Steeds, 140.129

. Groys, In the Flow, 75–7130

. Groys, 79.131

. Groys, 79.132
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Explicitly, Groys is attributing the term to works which are not about 

immersion alone, or a vacuous attempt to overwhelm the senses: “rather, I 

speak about the installations – artistic or curatorial – that are designed to 

reflect on the contexts of  art production and function.”  Neither is it an 133

accident Groys suggests, that this move toward installation occurred in the 

Soviet Union before its Western manifestations and further, no coincidence, 

it occurred within the theoretical ambience of  Suprematism. 

The formative experiments and texts of  Malevich that lead him to Black 

Square are imbued with the vocabulary that Marx and Engels used as the 

focus for their discussion in A Critique of  the German Ideology, precisely that of  

Max Stirner.   It was the discovery of  “oneself  as pure nothingness, a point 134

of  emptiness inside the fullness of  the world” as Groys encapsulates it. Groys 

concludes with the insight that it is no stretch to assume that given 

Malevich’s close alignment with Russian anarchism – his writing often 

published in Anarkhia – that Black Square was also a direct reference to “the 

black flag of  the anarchist movement.”  In its formal properties, political 135

aspiration and historical flattening, it is possible to draw diffuse parallels with 

Black Square, R. H. Quaytman’s painting of  Christian Philipp Müller’s 

photograph, and the potential of  Kabakov’s installation-object. A 

coordination of  temporality and orchestrated space, transcended by 

unfathomable variability and branching narratives that subtly scatter the 

discrete toward a liquescent, crystalline plurality. 

. Groys, 80.133

. Groys, 77.134

. Groys, 81.135
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CONCLUSIVELY 

This chapter provides the reader with explicit detail of  studio methods and 

practices, methods of  display and the implications and conclusions that 

might be drawn from this practice-based research. In particular, this chapter 

must be considered in conjunction with the documentation of  practice 

appended to this thesis. These findings are punctuated by general guidance 

on practice-based research and theory that proved indispensable in 

formulating methods. 

THE OBJECTIVES AND AMBITION FOR THIS RESEARCH 

There were three primary poles of  interest within this practice-based 

research and related artefacts. The first was that of  the installation-object 

and its relationship to expanded image-making practices. The second was 

the relative practice-based strategies that contribute to the composition of  

the installation-object. The third was the concern of  temporality – the time-

space of  practice and its relationship to the spatial, installation-object. The 

illustrations appearing intermittently within this discussion (Figures 1–22), 

are representative of  a practice that developed throughout this research 

project, eventually culminating in the works appended to this thesis. The 

detectable progression from discrete object, spatial and material convention, 

toward digital representation, simulation, document and video were 

prompted and methodologically substantiated by the discussion presented 

here.  
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The ambition of  this research project was to both develop the researcher’s 

practice, and present methods and considerations for the development of  

installation strategies in the broader field – particularly in the context of  

digital exposition. Further, through the examination and distillation of  

process, theory and material, how the relevant concerns of  contemporary 

installation practice might be disseminated in a pedagogical context.  

THE POTENTIAL OF THE ARTIST-FORM INSTALLATION AND SOCIO-
POLITICAL CONTEXT 

During the initial months of  this project, two acknowledgements were made 

that had a significant consequence and were continually reflected upon. The 

first was concisely voiced by Anne Ring Petersen: that the installation-object 

presents a unique opportunity and method in expressing internal, 

psychological time.   1

. Petersen, Installation Art, 200.1

206

Fig 1. Studio photograph, Untitled, 2017.



The second acknowledged the socio-political foundations on which 

installation art was formed.  The latter is fraught with ambiguity, raising the 2

question of  where exactly to place a marker that identifies the initiation of  

an art form historically. This research found substance in the discussion 

presented by Boris Groys, which at its most concise is a reading of  the 

gesamtkunstwerk concept presented by Max Stirner. Further analysed by 

Marx and Engels, Stirner’s interpretation, in turn, influenced the theoretical 

frame for the Russian avant-garde of  the 20th century which formulated the 

conditions for installation emerging through Suprematism.  The enveloping 3

of  architecture and object which attempts to dissolve the concept of  

individuality for both artist and viewer can be traced to the early iterations 

of  installation in the West. Primarily, Allan Kaprow’s Happenings, for 

example, Words of  1962 and significantly Eat of  1964, where the 

performance was held in caves in the Bronx, and the “environment” 

permitted only twenty participants at any one time.   4

What is clear is that Groys’s reading is not entirely consistent with the 

written statement of  Kaprow, who as Joan Kee has remarked, situates the 

Japanese Gutai Group as “forerunners” to his Happenings.  The inherent 5

problematic raised by an isolated historical or formal reading of  installation 

– as separate from its political aspiration – was of  primary concern to this 

research and had a consequence in the first acknowledgement.   6

. Groys, In the Flow, 80.2

. Groys, In the Flow, 75-83.3

. Kirby, “Allan Kaprow's Eat,” 44-49.4

. Kee, “Situating a Singular Kind of 'Action': Early Gutai Painting,” 123. Also Yoshimoto, “From 5
Space to Environment”, 40-42.

. Bishop, Installation Art, 32 and 118.6
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The artefact and its display have significance for memory, the production of  

time and time-sense – how individual, and by extension, collective memory 

is shaped.  The implications of  the historical and socio-political concerns 7

presented by the installation-object within an individual art practice were 

interrogated through the layers of  image-making, its historical conventions 

and contemporary digital hybridisation.  8

THE IMAGE: FROM DISCRETE OBJECT TO TOTALITY 

It is necessary to state why the term image-making is being applied to what 

are individual practices with historical conventions, heterodox, nuanced 

methods, and varying expositional techniques, concisely painting and 

photography.  

. Morgan, “Thoughts on Re-Performance, Experience & Archivism,” 7.7

. Staff, After Modernist Painting, 17-18.  Recalling Amelia Jones on the aligning of Kaprow with 8
performative, open-ended, and processual conception of art-making.
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An assumption, formed early in this research, was that analysis or theory 

applied at the tier of  an individual work, artefact or discrete object is less 

useful at the stratum of  the installation-object.  This intuition has been 9

supported and demonstrated within the proceeding chapters, particularly 

Chapters II and III. While a discussion of  specificity may remain intact 

within an installation practice that singularly incorporates the historical 

conventions of  painting, for example, the work of  Katharina Grosse, 

perhaps Angela de la Cruz,  the terms of  differential specificity or expanded-

practice appear to dissolve at the level of  the macro-structure when divergent 

media are layered and fused. While each morphological iteration peculiar to 

canvas, stretcher, celluloid and architecture appears to have been explored 

from the early 20th century to this moment, the meshing of  digital 

reproduction, photograph, painting, cinematography, architecture and built 

context, presented a discussion of  interest that broadly aligned with the 

formative concerns of  the installation impulse.  This research had adopted 10

the reading of  installation provided by Boris Groys as valid, the sentiment of  

which was echoed by Magnus Quaife, that artists have through these spatial 

and dematerialised strategies been attempting to “challenge the commodity 

status of  their own practices.”   11

. Soutter, “Expanded Photography: Persistence of the Photographic,” 42. What constitutes a layer, 9
where is it possible to apply analysis? Soutter on Dominic Hawgood’s installation, formulated less 
from the diagrammatic structuralism of Krauss, than the vocabulary of expanded cinema described 
by Gene Youngblood.

. Leggett, “Generative Systems and the Cinematic Spaces of Film and Installation,” 124-6. The 10
sections titled Practice and The Generative Interface & Installation, were suggestive regarding the 
synthesis of practice strategies and display.  This assumes Groys’s reading of the historical context of 
installation.

. Quaife, “The Alter Nobis,” 69.11
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Quaife recalls the insight shared by the historian Hans Belting that 

resistance came in the form of  the big tent of  conceptual art, under which 

differing currents gathered to oppose “the capitalist abuse of  art.”  These 12

considerations further guided by the concept of  the tableau emerging from 

the writing of  Briony Fer and Brian O’Doherty, suggested a more expansive 

concept of  the image, not necessarily restricted to the picture-plane, or fixed 

in space.  In this reframing, the discrete painting, physical photograph or 13

screen-based digital artefact, are extended along a continuum that does not 

necessarily terminate at the boundary of  a material object. As such, the 

term image-making may be positioned both at the level of  individual practice 

oriented to installation, and the totalising object.  14

 

. Quaife, 69.12

. O’Doherty, Inside the White Cube, 49. Fer, “The Somnambulist's Story,” 77-92.13

. McKenzie, “Painting: A Minute's Silence?” 29. Acknowledged and discussed is the inherent 14
problem for painting of this reframing and dissolving category, relative to advancing technologies.
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ON THE FORM AND COMPOSITION OF THIS THESIS AND ITS 
MATERIAL OUTCOMES 

This practice-based research and its supporting thesis were composed in 

three parts, together they constitute a creative artefact, structuring the 

contribution to knowledge: this written exposition, a document of  practice 

and an exhibition of  works.  The written exposition has presented the 15

critical discussion and concerns that had direct and indirect reverberation 

within creative practice and its artefacts. This concluding discussion will 

describe parallels and present an explicit mapping between these spaces, and 

how a substantive understanding was achieved through the examined 

relationship between artefact and critical exegesis. Necessary to this mapping 

is a discussion of  method as it was developed and refined throughout the 

research period, which formed a highly individuated methodology that 

complemented material practice.   16

. Skains, "Creative Practice as Research,” 85.15

. Skains, 86-88.16

211

Fig 4. Untitled (Axiomatic Structures III), 2017.



ON THE MATERIAL METHODS OF THE PRACTICE-BASED RESEARCH  

The research log, notes, fragmentary insights, draft models, material 

experimentation, together constituted a creative, analytical autoethnography 

which provided insight to practice-based research. This has been visibly, 

tangibly distilled in the appended artist-book titled Anteater. What is clearly 

evident in this document is how the process of  research was utilised and 

leveraged as the primary locus of  the artwork. We might think of  this as 

research as performance, or performance as research, where the doing – in 

this case the research and recreation of  a historical painting over seven 

months –  is the art work. We then may think of  the residue – in this case the 

digital-video installation – as what Boris Groys referred to as the Poem of  

Flow.  This strategy situates the work distinctly within the individual artistic 17

practice, as opposed to art practice being instrumentalised or ends-directed 

for the narrow purpose of  product display and curation. The Anteater work is 

composed of  the painting, the documentary photography, the notes, the 

collected research fragments the digital models and finally the video 

installation and the specificities of  the surrounding architecture. As described 

throughout the thesis, this strategy is to wilfully oppose critical reduction to a 

singular media and prioritise and emphasise the temporality central to an 

autonomous, individual art practice. Presented throughout are several 

sources that advanced the formation of  this creative method; however, the 

most prominent are those structures described by Rebecca Lyle Skains, 

Patrick Costello and Gillian Rose.  

 Groys, In the Flow, 17.17
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Adaptations of  Skains’s Practice-Based Research Method, Costello’s discussion of  

Action Research and Rose’s discourse on Visual Methodologies helped structure a 

reflexive autoethnography that assisted in analysing individual practice in 

the context of  broader cultural concerns to develop a unified approach 

relative to a necessarily a hybrid, multi-dimensional territory within 

contemporary art practice.  18

WHEN IS INSTALLATION? 

Installation in the context of  contemporary art practice implies a post-

medium, multiplicity of  material concerns and decentering of  a singular 

authorial and viewer perspective through spatial organisation.  These 19

characteristics instantly raise the question of  what constitutes a discrete 

object and where its boundaries lie.  

. Rebentisch, Aesthetics of Installation Art, 155. Rebentisch’s discussion of installation constituted 18
by three terms seem to focus the philosophical problems of relevance: theatricality, intermediality, site 
specificity.

. Petersen, Installation Art, 88-9. Rebenstisch, Aesthetics of Installation Art, 171. On the 19
Cinematographic Installation; Bishop, Installation Art, 54. “As argued in the previous chapter, 
installation art's claim to destabilise the viewer is a recurrent theme from the 1970s onwards.”
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The form this question took in the early months of  this research was “when is 

installation,” as opposed to where – a shift in emphasis toward temporality 

and dematerialisation, as opposed to space organised through discrete 

material concerns.  The research that followed did not exclude material 20

interests but sought to address these through emphasising temporal process 

as opposed to strictly formal, material methods.  While the historical and 21

theoretical context emerging in the formative months of  research was 

shaped by Krauss’s adaptation of  the Klein group and discussion of  

differential specificity, the studio-based explorations were as much shaped by 

what Skains describes as long-term memory – essentially, what is formed by 

the system of  explicit and tacit references the researcher brings.  Through 22

continual reappraisal, this background information was enhanced through 

primary literature research, the discussion refined, and the knowledge gap 

made more apparent.  

MAPPING THEORY TO PRACTICE 

One of  the more challenging features discovered in the formative period was 

the mapping of  historical and theoretical contexts to studio-based practice.  23

While the division between these spaces did narrow, the analogy of  musical 

performance and long-term memory are useful.  

. Heathfield, Out of now : The lifeworks of Tehching Hsieh. Kaprow, Essays on the Blurring of Art 20
and Life. Simultaneously informed by the environments of Kaprow, but also the durational 
performance of Tehching Hsieh, particularly the documentation in this example.

. Staff, “The Construction, Role and Interpretation of Reflexivity within Contemporary Non-21
Representational Painting,” 91. Referring to the trace described by Krauss, “Ostensibly, what Krauss's 
account of Twombly through Pollock denotes is, in effect, an understanding that the actual marks 
made, by being conceived as a reticulation of traces, involve reading the work as “a residue of an 
event.”

. Skains, “Creative Practice as Research,” 89.22

. Quaife, “The Alter Nobis,” 64. This mapping remains ambiguous. Quaife alludes to this problem 23
through a Deleuzian terms. “…an imperfect description of the method due to its failure to reflect the 
rhizomic movement between the elements of the research.” 
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Successful performance of  the score cannot take place until it is embodied, 

harmonising with intuition and critical reflexion as material exploration 

progresses. While more substantive written explorations grounded within 

theoretical and historical context took place away from the studio, a practice 

of  writing in situ was developed during the first months of  research. What is 

important to note is Skains’s recommendation, that during this process the 

researcher should remain open to new directions, "to serendipity, and to 

maintain the in situ research log and observation notes throughout.”  When 24

embarking on the formation of  new work, propelled by the conceptual and 

theoretical context, this particular, corresponding temporal aspect of  both 

research and practice appeared conspicuous. The inherent subjectivity 

bound in chance, correspondence and the consequence these have in the 

production of  time and memory, seemed to ally or suggest a parallel with 

the spatio-temporal ground of  a practice oriented to installation. 

THE DROSTE EFFECT, OR POSITIONING THE ACTION OF RESEARCH 
WITHIN THE BROADER RESEARCH INTERESTS 

The similarity between the parameters of  the research process and material 

practice eventually led to a more integrated synthesis of  practice and a 

subsuming of  literature-oriented research methods into an overall strategy.  25

The macro-discussion central to this thesis is focussed on temporality in 

relation to image-making practices and installation, allying research and 

material method into a singular, reflexive, time-structured object.  

. Skains, “Creative Practice as Research,” 90.24

. Borgdorff, “The Production of Knowledge in Artistic Research,” 166. “What does ‘appropriate’ 25
mean here? What kinds of documentation would do justice to research that is guided by an intuitive 
creative process and by tacit understandings?”
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Concisely, the research and recreation of  the painting La Osa Hormiguera de 

Su Majestad from high-resolution, archive digital photography, became a 

‘pseudo-research’ object and performance positioned within the broader 

thesis. Nesting this separately within the macro-discussion – produced a 

method that would satisfy two requirements.  The first of  these 26

requirements necessitated moving practice away from a teleological 

production of  discrete material objects, toward an emphasis of  processes 

that are germane and specific to the conventions of  painting and 

photography. This repositioning of  emphasis would generatively yield, 

through stochastic method, objects, texts and images individual to the 

initiating parameters and time-space. A reflection not only of  the point of  

attention within the temporally defined research-object, but the conditions 

of  material production, the socio-political context, and a space of  unique 

psychological association, fantasy and projection.  This, in turn, would 27

present an exclusively time-structured object, that would find expression through a 

method of  spatial presentation unique to installation and the architecture of  

the designated exhibition space. The second requirement satisfied by this 

shift in emphasis was to fuse the terms highlighted by Skains concerning 

practice and research methodologies – these being practice-and-research and 

practice-as-research – producing a research-object available to scrutiny by 

the researcher.   28

. Orchestrating a practice-based method that would simultaneously function as an object of 26
investigation and critical of suggested methods opened new territory. The question alluded to by 
Skains, "Creative Practice as Research,” 96. “It may even be impossible for the creator… as quite 
often our attention is on the creative act, rather than the metatextual level of observing ourselves at 
work.”

. Tomii, “Six Contradictions of Mono-ha,” in Voices of Mono-ha Artists, 215. The strategy 27
described by Mono-Ha of inscrutability, a necessarily impenetrable layer appeared to ally with that 
dimension of imperceptibility described by Groys, In the Flow, 87. His discussion regarding 
installation and artistic sovereignty.

. Skains, “Creative Practice as Research,” 85-6.28
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Whereas, the first category (practice-and-research) – as Skains defines it, the 

artist “will draw from their creative practice in their textual analyses and 

criticisms,” the second (practice-as-research) yields a creative artefact that “is 

considered the embodiment of  the new knowledge.” The term applied by 

Skains which unites the and/as division is, of  course, practice-based research, 

and in this designation, it is understood that the creative artefact constitutes 

the contribution to knowledge, with its originality demonstrated through the 

contained forms of  creative practice.  While Skains suggests that the 29

creative artefact may appear as a distinct object from the accompanying 

critical discussion, there is an acknowledgement that a full understanding of  

the totality can only be achieved through a cohesive presentation of  artefact 

and exegesis.  

. Ruiz, Poetics of Cinema, 45. The influence of the cinema and Raul Ruiz’s writing in this regard 29
cannot be understated in relation to this formula. Academic framing and strategy describe only a 
fraction of this space. From the section titled Structure & Construction: “We provisionally named this 
type of process a film with a 'double structure'. A film in which its second structure is born from the 
construction of the film based on its first structure.”
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To this end, this researcher would argue that each of  the three components 

constituting this thesis describes a creative artefact in totality. Within this 

context, a methodological breakdown of  the considerations within the 

various strata of  practice and display that emerged throughout the research 

period will be pursued. 

A LOGICAL OPERATION ON A SET OF CULTURAL TERMS 

The theoretical pivot from modern to postmodern, Celia White argued is 

evident in the movement of  the work of  art from the wall to the floor, from 

“the space of  the predominantly visual to that of  the body,” and 

undoubtedly onward to the architecture and the varying contexts beyond the 

enclosed, built-environment.  It is not unreasonable to remain critical of  an 30

anti-aesthetic, conceptual or dematerialised aspiration, that nonetheless 

resolves at the level of  some quantifiable material exegesis, through 

document, artefact or some temporal composite of  the two. Sculpture in the 

Expanded Field attempted to apply critical discourse to the varying contexts 

beyond the technical support described by Krauss and integrate emerging 

materials, media and n-space to the conventions of  sculpture and 

parenthetically, painting.  However, what this expansion implied for both 31

painting and photography was implicit in Krauss’s claim that medium itself  

is not the definition of  practice; instead, practice is defined “in relation to 

the logical operations on a set of  cultural terms” that may be revealed 

through any material, the photograph, mirrors, books or walls.   32

. White, “Painting after Performance,” 113.30

 Krauss, The Originality of the Avant-Garde and Other Modernist Myths, 289.31

 Krauss, “Sculpture in the Expanded Field,” 42. 32
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What developed through this acknowledgement within this researcher’s 

studio practice, was the understanding that the conventions of  painting and 

photography may be defined through a singular act, but also through any 

dependent and peripheral actions that lead to, surround and result from the 

primary received action.  While an allusion to the photographic, and 33

painting-like associations have developed this research in the context of  

expanded practices, the question of  temporality stemming from spatial 

installation suggested a direct referencing of  historical works and objects that 

would, by inference, critically comment on present conditions of  art 

production and display.  A methodology developed to reflexively question 34

the studio context that has matured from the Renaissance, and persists to 

this day.  The myriad of  ways time may be evidenced, or metaphorically 35

suggested within the canvas through repetition, coagulation, layering, 

scraping and through parallel methods within the photographic frame, 

appeared subordinate to what each of  these techniques points to; process and 

time.  Victor Burgin states that in his seminal work Photopath, he was inviting 36

us to view the real through the virtual, looking at the present through the 

past.  The work contains no explicit historical reference, other than the 37

floor itself  imaged through a photographic medium.  

 Saunders, “Thread, Pixel, Grain,” in Painting Beyond Itself, ed. Graw, 183. On the medium 33
painting and the digital, generally explored through this chapter by Saunders, particularly the final 
paragraph.

. Jablonskienė, “Navigating Through Chaos with Artūras Raila,” 42-51. Raila’s use of sub-cultures 34
that prompted these considerations. What appears obsolete in relation to the technology, the 
network?

. Cole, Inventions of the Studio, Renaissance to Romanticism, 1-35.35

. Staff, After Modernist Painting, 131. On the drip: “Grosse appears to utilise the drip as one 36
element within the artist’s visual syntax… It’s a kind of indicator of temporality…”

. Burgin, Situational Aesthetics, 7-10.37
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Photopath had a significant bearing on how this researcher’s practice-based 

strategies evolved, but as with Burgin’s later and more recent works for video 

projection, the time-sense imbued by explicit historical reference – in this 

case from the catalogue of  painting – was of  primary interest.  Utilised as a 38

chimeric signifier, the historical object may act as a multiplicity, pointing to 

ideological concerns, as well as libidinal, transient and unconscious 

motivations.  What was apparent at the formative stage of  research, that 39

arrived in part through Krauss’s exploration of  Marcel Broodthaers’s Voyage 

on the North Sea, is that both painting-as-object and painting-as-process may 

be scrutinised through the photographic or filmic lens shaping new 

ontologies – both directly and indirectly – which in turn had parallel with 

research methodologies.  

 

. Burgin, Five Pieces for Projection, 21 & 103. Documentation of Mirror Lake & Dovedale.38

. Fried, Why Photography Matters as Art as Never Before, 124-7. Fried’s discussion of Thomas 39
Struth’s photographs. There is a parallel to be drawn with with Krauss’s observation of Broodthaers’s 
Voyage on the North Sea.
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RESEARCH AND RECREATION AS CREATIVE OBJECT 

The description of  research-as-practice being carried out by Mary McIntyre 

and Robert Anderson which considered the installation of  Mike Kelley and 

presented at the Ulster Museum in September 2018, suggested a similar 

reflexive cascade of  the lens, to primary medium, to historical reference. A 

network of  looking was proposed that conveyed wider allusion to the 

relationship between artefact and document, and suggested an associative, 

paratactic visual strategy.  Gillian Rose presents a critical approach to the 40

discussion and research of  the image formulated around “cultural 

significance, social practices and power relations” relative to an individual 

image.  Rose states that “this means thinking about the power relations that 41

produce, are articulated through, and can be challenged by ways of  seeing 

and imaging.”  Rose explores visual research methods that use the image as 42

a method of  dissemination and gives focus to the photo-essay, film and 

interactive documentary. Rose opens this discussion remarking that 

geographers and anthropologists have long been accustomed to this visual 

discourse commenting on the use of  diagrams and film; from the outset, 

Rose describes the blurring that may occur between what constitutes image-

as-data and image-as-dissemination.  It is the space between data and 43

dissemination that was suggestive for this research, or more precisely the 

question of  what operates as document or display. 

. McIntyre, “ResFest,” 2018.40

. Rose, Visual Methodologies, 5.41

. Rose, 6.42

. Rose, 333.43
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MADE OF LIGHT: REMOVING MATERIAL AND INSTANTIATING 
CONJECTURE 

Consideration of  the space between data and dissemination is most directly 

evidenced in the digital-video installed at QSS during September 2020. In 

this example, titled It Crystallises into a Monad, the site of  the installation is 

made virtual and mirrored within the space, however, the video and the 

installation are simultaneously positioned as conjecture and memory of  a 

work that has taken place at another time, or has yet to happen. The 

documentation and original video file are appended to this thesis, and the 

reader should note that the physical gallery was measured and mapped with 

laser pointers then modelled entirely within a 3D digital modelling program.   

It is worth emphasising that utilising digital models to speculate on how an 

installation might be materially shaped, was used throughout this research 

project, and in the proceeding years.  
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However the definitive shift to remove all evidence of  discrete objects from 

the site of  display was decided up in the unfolding COVID-19 pandemic. In 

this moment, the documentary potential of  the digital object and video 

became highly apparent. Perhaps it may be useful for the reader to 

understand that this move from material installation and discreet object to 

digital video and virtual simulation was arrived at through an almost 

mournful reflection on work that might never be realised. What the early 

restrictions and existential threat posed by the pandemic suggested to this 

researcher, was that assuming familiar modes of  exposition appeared almost 

gratuitous. While COVID-19 suggested this, subsequently the wider socio-

political concerns relevant to artistic practice and display, have consolidated 

this methodology. 

COMPOSITE FORMS AND HYBRID OBJECTS: ARRIVING AT A 
RESEARCH PROCESS AND METHOD OF DISPLAY 

In exploring the photo-essay form, Gillian Rose suggests it is a genuinely 

composite form where the photograph must be of  equal importance to the 

text. A method of  exposition that carries substantial information about 

“how culture and social life actually looks,” where the “taken-for-granted 

moments” that communicate ethnographic meaning “are on display.”  44

Recalling Douglas Harper’s renowned Changing Works and his assessment of  

the photo-essay, the argument that both specific representations of  place 

coupled with particular arguments are inherent to the form is made 

apparent.  

. Rose, 341.44
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Further, Rose draws on the analysis of  Marcus Banks to describe how the 

photo-essay can uniquely offer the subjective experience of  a particular 

social situation, importantly distilling what it feels like to be in a particular 

space, and suggesting that both feeling and argument are open to the form – 

does the author wish to analyse, evoke, or both? Regarding representations 

of  the city in this form, it is Caroline Knowles, and Douglas Harper’s Hong 

Kong that Rose suggests evokes the sensory experience and feel of  what it is 

like to inhabit that particular urban environment - the discussion focussed on 

the accounts and details of  British migrants to the former colony.  Rose 45

remarks in her analysis that the crucial aspect of  the photo-essay is the 

dynamic between image and text: are they in agreement, or – much like 

John Berger and Jean Mohr’s The Seventh Man – do they diverge, with the text 

doing more than merely captioning the photograph, imparting through 

allusion, tacitly asking the reader to work to make sense of  the account?  46

While it was the film and text of  Patrick Keiller during the second year of  

research, that was pivotal in suggesting a methodology at the level of  

practice, The Seventh Man and Hong Kong, provided substantial evidence for 

the potential of  the photo-essay form, and how a discourse that exceeds that 

form might be articulated. There is an argument to be raised against 

distinctions made between practice and display within this thesis, that tacitly 

assume a division is foundational.  

. Rose, 340.45

. Rose, 342.46
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From its early murmurings, the simultaneous dynamic of  the act, image and 

installation – the concurrent execution of  an action, painting and its site – is, 

of  course, manifest in the work of  the Gutai Art Association or Kaprow’s 

Happenings.  However, the evidence of  how successful this simultaneity was 47

in formulating a resistance to the marketplace, was on display in Venice in 

2009, where recreations were presented of  Gutai works originally staged in 

Ashiya Park in 1955 and 1956.  The same works that were also remade in 48

Amsterdam’s Stedelijk Museum in 1965.  Regarding the Happenings of  49

Kaprow, Robert Morgan has sketched the dilemma of  fundamental interest 

to this investigation; that of  re-performance and more specifically the 

“variations” on 18 Happenings in 6 Parts beginning in 1988 and the 

subsequent role of: 

artists’ notes, e-files, sketches, and statements being 

catalogued along with all manner of  photographs, posters, 

flyers, cards, relics, properties, vestiges, flight menus, press 

kits, clippings, reviews, essays, and publications under the 

now legitimated institutional category of  performance 

art.  50

. Morgan, “Thoughts on Re-Performance, Experience & Archivism,” 7; Staff, After Modernist 47
Painting, 18-19. 

. Kunimoto, “Gutai's Ascent,” 114; Yoshimoto, “Space and Environment,” 41; Diederichsen,  48
“When Worlds Elide,” 240-5. 

. Norio, “Gutai and After,” 197-8.49

. Morgan, “Thoughts on Re-Performance, Experience & Archivism,” 12.50
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This research accepts that site-of-display and site-of-production need not be 

divided, either physically or conceptually. However, the aspiration contained 

in the formative spatial unification attempted by Gutai appears insubstantial 

when confronted with the question of  archive, document and 

reinterpretation, with these exacerbated by the digital image and its 

transmission. The question troubling this research was less concerned with 

site as such, than context, temporal object and its evident material structures. 

As stated, what occurred at a pivotal moment and documented in Appendix 

I of  this thesis, was the onset of  a global pandemic, that, in an acute 

shearing motion, sifted priorities and galvanised method toward the object 

documented in Appendix II.  
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From the outset of  this research, the curatorial method of  digital 3D 

architectural visualisation was used to consider the space of  installation 

works – the positioning of  the image and its expanded limbs in varying 

spaces and contexts.  What was occasionally suggested but remained 51

unclear – until the apparent catastrophe unfolding in China and Italy and 

what this implied – was the ordering of  a comprehensive methodology.  52

The resolve to void materiality through a context-sensitive, temporary, 

digital video object, suggested a response to the questions being explored 

within the research, and in a broader context. While each of  the 

components, both material and theoretical were already in place, it was the 

pointed, existential question urgently posed by the novel coronavirus, that 

assumed relations between creative method and expositional framework 

were about to be further fractured. This implied relegation of  access 

suggested the social, economic and structural resources assumed through the 

recent period of  late-capitalism, ought to be abandoned outright in respect 

to the practice-based methods being developed within this thesis. 

. Each of the figures within this chapter vary between representations of the studio, the site of 51
display and wholly simulated space. These documents span the research period, and intermittently 
contain a synthesis of digital fabrication and physically realised works.

. AP News, “Human-to-Human Transmission Confirmed in China Coronavirus.”; AP News, “Italy, 52
Towns Close Down Amid Virus Case Clusters, 2 Deaths.” 
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DOCUMENTING EXHIBITIONS AND THE CINEMATIC MONTAGE: FROM 
MATERIALITY TO TEMPORALITY 

When considering the production of  an ethnographic film, Gillian Rose asks 

us to “think carefully about what you want your film to show.”  Through 53

documenting the act of  recreating the anteater painting, this researcher had 

tacitly assumed the photographs, notes and related research would constitute 

a “spatial image” or object of  some kind, perhaps absent of  any direct 

reference to the painting. The cinematic cut, montage and edit were 

suggested throughout this process. However, it was not until 2020 that it 

became wholly apparent that the ethnographic film being composed was 

directly concerned with a concept of  exposition itself, and the potential loss 

of  conventions associated with the exhibition – and if  not lost entirely, there 

was a question put forward by the context: if  the exhibition would not 

remain as it had previously, how to react?  

. Rose, Visual Methodologies, 347.53

228

Fig 10. Studio photograph, Untitled, 2018.



In an interview with Robin Mackay published in 2015, John Gerrard 

discusses the sites that have fuelled his simulated, screen-based works.  He 54

draws a contrast between his interventions and the previous generation of  

artists whose work was primarily concerned with site, specifically referencing 

Donald Judd’s Untitled Works in Mill Aluminium and Grow Finish Unit. The 

virtual object suggests a “less heroic” response, with the analogy of  a thief, 

as opposed to an actor being more apt, Gerrard states. His selected sites are 

almost hidden and unfamiliar to the general population, he says, and 

contrasts this with how power operates regarding the physical site, stating “I 

think that one of  the great, perhaps unacknowledged, subjects of  land art in 

the twentieth century was about the expression of  a particular type of  

power.”  Gillian Rose recommends that when publishing an ethnographic 55

film, the creator might consider “uploading it to Vimeo, inserting it into a 

website or blog accompanied by some text,” and perhaps “organising live 

screenings.”  It may be useful for the reader to consider the question of  site 56

relative to this comment by Rose. The obstacles that Gerrard pointed to 

concerning the virtual object, in his interview with Mackay, are concerned 

mainly with exposition. He shares the insight that curators, in general, 

assume the language of  cinema when dealing with screen-based works, and 

this implies a fixed duration.   57

. Mackay, “Remote Control Site” in When Site Lost the Plot, ed, Mackay, 64.54

. Mackay, 61-76.55

. Rose, Visual Methodologies, 347.56

. Mackay, “Remote Control Site” in When Site Lost the Plot, ed. Mackay, 66.57
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Gerrard’s works operate on yearly cycles, and these non-fixed, expanded 

durations highlight the confusion that also arises with some cultural 

commentators who might apply a teleological frame to the simulated 

object.  Gerrard remarks that his works are simply an executable set of  58

instructions, and in this sense, there are no media whatever.  While this 59

digital method is specifically different from the video projections of  Victor 

Burgin, whose work also employs virtual objects, the time-sense – that is, the 

absence of  a teleological frame at the site of  display – is not dissimilar. 

Gerrard, as with Burgin, frequently refers to the context of  painting in 

discussing the temporality of  his works.  In applying this particular lens, the 60

virtual, simulated object to the space of  the exhibition is, in part, to give 

character to the dissimulation of  the propagating structures that underwrite 

this expositional method at this time. A parallel with the spreadsheet 

displayed by Quaytman during the exhibition From One O to the Other.  As 61

with the land art of  a previous generation, the “expression of  a particular 

type of  power” in relation to assumed methods of  exposition, serve to 

facilitate the expansion of  realty, and the necessary flow of  consumers to 

occupy the metropolitan unit.  The temporal schism that erupted from the 62

virus during 2020 suggested the ethics, good virtue, and aspired to plurality 

embedded in the “culture industries” is not a simulation any subsequent 

generation need be satisfied with.  

. See Chapter VII, n.8. David Rodowick on the teleology and the digital.58

. Mackay, “Remote Control Site” in When Site Lost the Plot, ed. Mackay, 67.59

. Mackay, 63; Burgin, Situational Aesthetics, 137-8.60

. See Chapter II, n. 4.61

. Mackay, “Remote Control Site” in When Site Lost the Plot, ed. Mackay, 76; Gregory & 62
Rogerson, “Studentification and Commodification of Student Lifestyle in Braamfontein, 
Johannesburg,” 179. Gregory and Rogerson present a discussion that is encapsulated in the  
comment, “like many other aspects of urban life, the private sector can realise profit from student 
lifestyle.”
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In discussing Gerrard’s work Farm, Mackay remarks on the architectural 

similarity between the pig farm and the data server farms used by Google.  63

Gerrard agrees with the observation but only in part, what is consumed from 

the pig farm is unambiguous. However, the data farm performs a “Janus-

faced” operation consuming both the public, through its personal data and 

its attention, while simultaneously producing the services to maintain that 

relationship.  

DIGITAL VIDEO, THE VIRTUAL OBJECT AND THE THEATRE OF 
EXHIBITIONS 

Gillian Rose suggests that exhibitions and multimedia web-based projects 

share the ability to display a wide range of  research to a non-academic 

audience.   64

. Mackay, “Remote Control Site” in When Site Lost the Plot, ed. Mackay, 64.63

. Rose, Visual Methodologies, 348.64
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For example, “an exhibition can show framed photographs” or “it can be an 

immersive experience using film, sound projection, music and even 

performance.”  The reader may consider this research as synthesising  these 65

modes and implementing them within the language of  cinema.  Jens 

Hoffman is more explicit in drawing connection between the spaces of  

exposition and visual narrative. In his instructive short text Theatre of  

Exhibitions, stagecraft is deployed as more than an analogy to facilitate his 

“particular kind of  dramaturgy.”  Hoffman likens the exhibition to a stage 66

set where “the narrative elements unfold” as the audience traverses the 

architectural space, assisted by archival and “non-art” materials to break the 

narrative and form and evoke in the viewer “a kind of  estrangement.” 

Hoffman parallels his technique with Brechtian subjectivity – screens, 

tableaux, technology. Within the journal founded by Hoffman in 2010, The 

Exhibitionist, Carol Yinghua Lu comments on the recreation of  Mike Kelley’s 

The Uncanny of  1993 by Massimiliano Gioni.  What Gioni has assumed 67

within this restaging, is that no particular requirement to enter into discourse 

with the artist’s estate is necessary during his “creative reinterpretation.” 

Yinghua Lu claims that this imposition of  a creative role by Gioni, in which 

he assumes the status of  author-artist and curator, echoes a general 

temperament expressed “following the world’s disillusion with neoliberalism 

in the wake of  the current economic crisis.” The 2008 crisis appears to loom 

heavily in the consciousness of  Yinghua Lu, and as the site-of-display is 

assailed with fresh crises in 2020, it is useful to examine the conclusion 

Yinghua Lu draws from Gioni’s “creative reinterpretation”:  

. Rose, 350.65

. Hoffmann, Theater of Exhibitions, 56.66

. Yinghua Lu, “The Curator as Artist,” in The Exhibitionist No. 3, 27.67
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People have realised that absolute economic and political 

freedom is perhaps not the ultimate answer to the world’s 

problems and that elements of  intervention, control, and 

mediation administered from a higher level are necessary 

to maintain order and prosperity on this planet.  68

The unbounded economic and political freedom that individual artists have 

languished in until at least 2011 may be of  surprise to some, however, the 

note that Yinghua Lu concludes on draws out a fundamental question that 

has a bearing on the exhibition form, digital object and this research.  

 

. Yinghua Lu, 28.68
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Yinghua Lu states that globalisation has encouraged a reexamination of  

modern art history, and what defines the contemporary moment “isn’t 

necessarily artistic, cultural, social, geographical, historic, or related to 

national connections, but perhaps something more pertinent and long-

lasting, such as humanity.”  While the final term may often prompt a 69

sincere nod of  agreement, it is useful to ask – in the catastrophic wake of  an 

infectious and potentially fatal respiratory disease – what are the terms 

constituting this shared meaning; is access distributed evenly by those terms, 

and if  not, why? In this context, it is useful to restate that the interests of  this 

research are motivated by the concerns of  the individual artist-formed 

installation, its consequence for the terms of  expanded-practices, and the 

implications within studio-based, image-making processes. The resistance to 

and circumvention of  instituted conventions of  display forms the ground of  

the theoretical and conceptual frame for this research, and has sought to 

implement these without forfeiting those elements of  artistic practice of  

greatest value. 

. Yinghua Lu, 28.69
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BETWEEN THE SITES: CONTEXTUAL CONTIGUITY BETWEEN MATERIAL 
AND VIRTUAL SPACE  

In a short discussion on painting’s medium and the pixel, Matt Saunders 

invites the reader to watch a video on YouTube titled How Ink Is Made.  70

Recalling the personal anxiety raised by Krauss’s Voyage on the North Sea, 

Saunders quotes the infamous “dumb like a painter” line and humorously 

sketches out the perplexing condition instituted by the “sexy things we read” 

and the “muddling, stupid work we do with our own hands and minds.”   71

This mapping is not unlike the disconcerting ruptures that occur between 

the spaces of  making to the spaces of  display, and Saunders suggests the 

painters of  most relevance today “are those who balance the expectations of  

what being an artist entails, and the difficulties of  the real problems of  

material and visual construction.”   72

. Saunders, “Thread, Pixel, Grain,” in Painting Beyond Itself, ed. Graw, 171.70

. Saunders, 172.71

. Saunders, 173.72
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Saunders goes on to present “screen tests” with timecodes, scrutiny of  

pigment through the lens of  video revealing the painting medium and 

concludes, that for a painting, “one does not need paint.”  Similarly we 73

might ask for the installation, do we require physical space to engage with 

installation? Despite cross-fertilisation and substitution, Saunders says the 

medium haunts us, but there are “mute and experimental ways” to disinter 

the components and to engage with them anew.  In being invited to wear a 74

mask, to keep several meters from other humans, count to twenty when 

washing hands, to follow the arrows, to book in advance for a thirty-minute 

time slot; we might query the fundamental purpose and context provided by 

the site-of-display? Jens Hoffman insists on the necessity of  spatial 

engagement with artefacts but admits that the visual-art context at this 

moment provides “no coherent argument or position.”  Hoffman laments 75

that we can only hope that “true innovation” finds its way to the surface 

through the onslaught of  information and the complex conditions of  today’s 

art world.  There is much bound up in the terms “we” and “complex 76

conditions,” but Hoffman insists that the curator is uniquely positioned to 

“find answers to the key questions of  humanity.”  Where do we come from? 77

How do we know? What is our reality? The role of  the curator should be to 

bring order to the chaos alongside the philosopher, the anthropologist, the 

archaeologist and ethnographer, Hoffman states, and finally that the curator 

is “helping to improve humanity.”   78

. Saunders, 183.73

. Saunders, 183.74

. Hoffmann, Theater of Exhibitions, 82.75

. Hoffmann, 82.76

. Hoffmann, 83.77

. Hoffmann, 84.78
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Hoffman’s insightful contribution was published only five years before the 

2020 transition to Zoom, YouTube and panic-stricken mouse shuffling 

inflicted upon humanity’s charitable helpers. Betwixt the embroidery, the 

existential questions described by Hoffman – that may on some occasions be 

challenged by the exhibition form – remain valid, even if  the form itself  is 

currently embattled. While Hoffman assumes this sifting through the rubble 

is the exclusive remit of  the individual with access to sufficient real-estate, 

which in turn defines context, memory and the historical record; perhaps 

the definition of  reality, which is plural and hybrid, is somewhat liberated by 

the absence of  the need for physical space? In this particular lacuna there 

exists a torrent of  unpalatable discomforts, not least the intuition that 

“specific objects” are possibly beyond particular translations.  On this 79

question and the context set by the exhibition, we might ask of  that pivotal 

memory that defined our affection, the feeling. The memory of  an object 

within a room pointing to an assumed action, a confluence of  sensation and 

thought. A memory of  the room, or a memory of  walking to and from a 

room. A journey, a pilgrimage, the lunch-menu, the expansion of  time, of  

youth and ambition, of  generously helping humanity. 

  

. Krauss, Perpetual Inventory, 47-53.79
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REPETITION AND ITS DISCONTENTS: THE DESIRE FOR MATERIALITY 
AND THE DOCUMENTATION OF DISCRETE OBJECTS 

Iwona Blazwick writing in Hoffman’s Exhibitionist recalls Jannis Kounellis’s 

Untitled: 12 Cavali which was staged in an empty garage in Rome in 1969, 

revived and led to the fresh pastures of  the Whitechapel Gallery in 2002 in 

the first of  a series of  exhibitions titled A Short History of  Performance.  The 80

kernel of  the discussion focuses on the problems emerging from the 

restaging of  “unrepeatable” performance works, and Blazwick recounts how 

in the same exhibition, it was “a shock to many” that Carolee Schneemann’s 

Meat Joy “was accompanied by a jaunty pop soundtrack.”  The absences 81

are arising from the fact that much of  performance art is known “only 

through shaky handheld videos and grainy black-and-white photographs.”   82

. Blazwick, “A Short History of Performance: Part I,” in The Exhibitionist No. 7, 72.80

. Blazwick, 72.81

. Blazwick, 72.82
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The exhibition form is subject to a similar set of  conditions, temporary, and 

prolonged only through the half-life of  its documentation, so too the 

installation work. These yield a set of  questions less concerned with 

individual discrete objects, but a present Mortonian hyperobject, 

unrepresentable in totality, but consequential in memory and sense through 

a complex of  conditions that are not exhausted in any one discrete material 

object.  Did the Gavin Brown Enterprise Gallery match the horse types to 83

the Kounellis’s original equine lineup? Observing the digital photographs of  

the “original” and any number of  the restagings, the animals appear quite 

different, as does the architecture.  What if  there was one horse less? 84

Perhaps at Whitechapel, they gave consideration and observed the other 

restaging in 2006 at Art Cologne?   In a short article in Bloomberg news 85

during 2015 discussing the Gavin Brown iteration, the journalist indicates 

that Untitled (12 Horses) has been recreated five times in Europe, but at Gavin 

Brown’s “the work makes its North American debut.”  Adam Sheffer, then 86

a partner at Cheim & Read Gallery, expresses what he believes is the unique 

attraction of  this recreation: “It represents the return to the purity, the 

innovative moment of  the art of  a different time when commerce was not so 

closely associated with a discrete object.”   87

. Morton, Hyperobjects: Philosophy and Ecology after the End of the World, 90-3. Morton’s brief 83
passage on the city is useful, “A city contains all kinds of paths and streets that one might have no 
idea of on a day-to-day basis. Yet even more so, you could live in a city such as London for fifty years 
and never fully grasp it in its scintillating, oppressive, joyful London-ness.”

. Cooke, “Jannis Kounellis: Untitled (12 Horses),” 206-207. “Feeling skeptical about the viability of 84
restaging an event that took place on another continent almost a half-century ago in Rome, in 1969.”

. Allen, “Für die Ewigkeit” in Artforum International, 266. ”…such projects having become 85
commonplace, reenactments are serving the commodification once reviled by performance artists…
Art Cologne revived Jaunis Kounellis's untitled installation of twelve horses from 1969.”

. Bloomberg News, “See 12 Horses Turn a Downtown Gallery into a Living Art Installation.”86

. Bloomberg News.87
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The unclear antecedent “it” is the point of  contest. Is the 1969 iteration 

representative of  Sheffer’s perceived purity, or one of  the many iterations? 

Were the humans of  1969 substantially less avaricious? There appears a vital 

disconnect between the perception of  what exactly can be commodified and 

what constitutes a “discrete object.” While this particular example may at 

first appear insubstantial, the dilemma it presents is broadly indicative of  the 

challenge installation confronts; exactly where, or indeed when, might a non-

molar territory arise that does not forfeit the authentic intention of  the 

artist? More concisely, if  the artist elects to be as stringent as Constantin 

Brancusi was regarding the display of  his objects – with the implication that 

there is an unrepeatable, ineffable quality provided by the artist-directed 

context – then what methods might the artist enmeshed in studio-based 

practice approach this question?  Further, if  the practice is engaged not only 88

with the process of  painting or photography, but simultaneously gives 

emphasis to those peripheral actions that form a time-structured object – by 

what expositional methods can the object be relayed? For this question, this 

research has utilised documentation through text and photography, then 

explored how these intersect with the narrative language of  cinema and how 

the virtual, projected, installation object carries this expansion to the site-of-

display. To adopt the perspective of  the audience member or viewer who 

encounters this work, the narrow encapsulation of  expanded-cinema, or 

simply context-specific video-projection may be applied. However, although 

succinct, these terms do not exhaust the totality of  the work, and all that is 

at stake. 

 Pincus-Witten, “In the Studio: Paintings / In the Studio: Photographs.” 373-374. 88
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MUSEUM DISPLAY AND THE UNSPEAKABLE COMPROMISE 

In a section titled The Apparatus of  the Museum, Gillian Rose recalls Stephen 

Bann’s encapsulation of  the history of  museum display, in which he 

describes two distinct periods. One of  which qualifies as prehistory enduring 

up until the close of  the 1700s; the second persists to the present moment, in 

which institutions commonly developed and perfected a set of  principles by 

“giving spatial distribution to the concepts of  school and period.”  The 89

painting of  an anteater to which this research devoted a significant portion 

of  time, is indicative of  this transitional period in the morphology of  display, 

and dates to the year and months João Ribas indicates that Christian von 

Mechel performed one of  the deciding transformations.   90

. Rose, Visual Methodologies, 229.89

. Ribas, “Seeing, Showing, Ordering: Notes on a natural History of Exhibiting,” in Theatre, 90
Garden Bestiary: A Materialist History of Exhibitions, ed. Garcia, Normand, 134.
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There is a further interesting parallel that colludes with this development 

Rose explores, particularly that both prisons and museums found form “in 

broadly the same historical period,” and referring to Tony Bennet’s The Birth 

of  the Museum, suggests that both institutions deploy “similar disciplining 

surveillance.”  Bennett’s argument suggests that the public museum and 91

gallery were provided justification and defended by commentators using a 

similar vocabulary to that of  the prison systems; as means to civilise, by 

instilling the correct “manners and morals,” and most directly to act as an 

“antidote to working-class men’s drunkenness.”  The argument that 92

Bennett constructs, through the comparison of  museum and gallery 

schematics with that of  prison surveillance systems – including 

contemporary photographic examples – serves to suggest that “museums 

and galleries worked to regulate social behaviour by producing docile 

bodies” that engage in “orderly appreciation – rather than unruly 

entertainment.”  Bennett’s discussion takes inspiration from Discipline and 93

Punish, and while this premise did not have a direct bearing on the choices 

made by this researcher, Foucault’s discussion of  the panopticon paralleling 

the means of  visuality presented by digital technology – coupled with 

Bennett’s argument – served on occasion, as an ambience without explicit 

realisation in material form: more concisely, “visibility is a trap.”  The 94

implication, were it not apparent, is that there exists an enduring and still 

vital question that the artist engaged with painting, the photograph and 

installation must navigate.  

. Rose, Visual Methodologies, 229.91

. Rose, Visual Methodologies, 229-30.92

. Rose, Visual Methodologies, 232.93

. Foucault, Discipline and Punish, 200.94
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While this question has been explored in more significant depth throughout 

this thesis – not least through the remarks of  Daniel Buren – it is useful to 

restate amid a discussion of  methods. What is implied in Buren’s assessment 

and Bennet’s research, is an obligation for the artist to chart alternative paths 

and demarcate territories that circumvent the modes and conventions of  

instituted display. In their assessment these manoeuvres are necessary so that 

the work and its author may not succumb to the banalised spaces of  

contemporary display, or commit the unspeakable compromise of  museum 

installation.  This ambience shaped by Buren and Bennet, coupled with the 95

remarks of  John Gerrard regarding physical and virtual space – that virtual 

object suggests a “less heroic” response to this problem – has served this 

research in formulating strategy and tracing the edges of  alternative spaces. 

 

. Powell, “Painting as Blur: Landscapes in Paintings of the Dutch Interior,” 145.95
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ARTWORK AS HYPOTHESIS, OR WHAT IS LOST AND GAINED 
THROUGH PHYSICAL ABSENCE? 

Gillian Rose observes the methods of  display employed by institutions 

through this lens of  knowledge and power shaped by Foucault, and asks 

what are the effects of  specific technologies, in terms of  what they produce? 

Recalling the observations of  Jean-Francois Lyotard, Rose invites the 

researcher to consider the audience as an eye: 

The way he looks, not only at the works exhibited but also 

at the place where the exhibition takes place, is supposedly 

governed by the principles of  legitimate construction, 

established in the quattrocento: the geometry of  

domination over perceptual space.  96

Pursuing the question of  technologies used by the museum and gallery that 

may be of  interest to the reader and researcher, Rose reminds us that some 

artworks will encourage the audience “to enter a room or a building, to be 

surrounded by lights, colours, sounds and textures […] as part of  efforts to 

evoke past experiences.”  There is an inherent danger in the artwork-as-97

prosthesis, Matthew Poole suggests and questions the validity of  the term 

site-specific and those that approximate to it, recalling Hal Foster’s 

admonition that these pseudo-anthropological terms (site-specific, context-

specific, context-sensitive, relational, dialogical, socially-engaged), “produce 

a self-annihilating politics for art.”   98

. Rose, Visual Methodologies, 236.96

. Rose, Visual Methodologies, 236.97

. Poole, “Specificities of Sitedness: A Speculative Sketch,” in When Site Lost the Plot, ed. Mackay, 98
86 n.3.
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Rather than adopt this tautological prosthesis, Poole suggests, we should 

assert “the artwork proper is rather a hypothesis.”  This sense of  dislocation 99

produced by the artwork through its presence – that Rose describes through 

schematic and Poole deconstructs – was of  interest to this research in its 

formative period and it is presented here as discussion, without only inferred 

conclusion. In this sense, it is useful to consider the framing that Poole uses: 

We can propose, then, that an artwork proper to art is a 

propositional/suppositional hypothesis that is speculatively 

immanent to, yet laterally dislocated from, that which it is 

in (lateral) proximity to.  100

. Poole, 87.99

 Poole, 87100
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The caution voiced by Foster and the critique offered by Poole regarding 

site-oriented methodologies to art practice suggested a problem for this 

research that remains partially unresolved. While the strategy described 

within Appendix II, goes some way to proposing a hypothetical modelling, 

that “might achieve a properly political efficacy,” it is purposefully and by 

designation an ellipsis.   101

DEVELOPING A STUDIO-BASED METHOD IN RESPONSE TO THE 
QUESTION OF INSTALLATION’S SPATIALITY 

Patrick Costello describes action research as cyclic, where critical reflection 

follows action, then a coda.  Costello’s system, coupled with Skains’s 102

practice-based research model provided generally useful methods in 

determining the problems raised by time in relation to installation and the 

image.  

. Poole, 89.101

. Costello, Action Research, 7.102
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Fig 18. Untitled (Axiomatic Structures XX), 2018.



A process through which cycles of  practice-based material research and in 

situ writing, were followed by literature review, in an open system that 

permitted feedback between varying research activities. These frameworks 

were generally useful in providing a certain momentum at critical junctures 

that might have otherwise produced stagnation. During the initial period of  

the second year, it became overwhelmingly apparent this researcher’s 

approach to painting, that is, the terms on which they were previously 

inclined to engage with painting – would not be applicable or satisfied 

within the context of  this research. As this dilemma emerged, the 

deliberated alternatives suggested abandoning painting as it had previously 

been engaged with, abandon the research, or adapt an approach to painting 

that would engage with the terms and problems being described by the 

specific context, material and theoretical discourse.  
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Fig 19. Studio photograph, Untitled (Axiomatic Structures XXIV), 2019.



Emphasising how painting along with the research of  individual works can 

shape time, provided a synthesis and method that has subsequently opened 

up the possibility of  further material approaches that unify varying 

subjective lenses along with those of  photography, cinema, the digital image 

and architecture. While the variables of  this researcher’s practice have been 

reconditioned to approach the question of  temporality within installation, it 

is the problem of  site and display which will require longer cycles that 

Costello alludes to in his models for practice. The reflexive virtual-object and 

video-projection is one method of  hypothesis, one variety of  display through 

conjecture that sufficiently proposes its own sitedness, may attend to its own 

style, and infuse with its footprint while being absent of  any media whatever.  

However, as with other axiomatic structures along the vertical continuum, it 

remains at this moment, a transitional object.  103

. Poole, “Specificities of Sitedness: A Speculative Sketch,” in When Site Lost the Plot, ed. 103
Mackay, 88-9.
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Fig 20. Untitled (Axiomatic Structures XXIV), 2019.



 

WHAT DOES THE VIRTUAL, PROJECTED AXIOMATIC STRUCTURE IMPLY? 

The studio and installation methods employed by this researcher have been 

described and their material outcomes documented, similarly how those 

methods and materials were theoretically conditioned, have been explicitly 

stated within this thesis. However, to conclude this discussion it may be 

useful for the reader to consider what implication these strategies in studio 

practice and display have, without being overly prescriptive. While the 

significant installation of  this research took place within a formal gallery 

setting, this research implies that sites other than those associated with the 

conventions of  fine art display are pursued. The significant potential for this 

lies within a very practical, but latent consideration that although initially 

subordinate, was fully appreciated at the time of  installation.  
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Fig 21. Studio photograph, Untitled, 2018.



The low-cost and almost miniature scale of  high-resolution digital video 

projection at this time suggests to this researcher that physical sites that may 

have been inaccessible or prohibitive to the individual artist, may be 

explored through careful interventions. Interventions that not only account 

for the specificities or the location, but by extension, the process of  research 

and reflection the artist chooses to engage with in advance. Through 

mapping physical space to virtual installation objects, engaging with site 

through the language of  cinema and documentary film, the role and process 

of  painting may be instantiated at locations previously inhospitable to the 

physical object. Of  course, the term painting may be substituted for another 

time-sensitive process and remains dutifully flexible as has already been 

discussed. What is of  importance however, is the consequence of  

installation’s spatial language within the studio-process practiced by the 

artist: what is the implication relative to the concerns of  site, and how in 

turn will this translate to the spatialised, cinematic projection? What this 

implies is a certain autonomy for the studio-based artist in terms of  how site 

is leveraged and explored through painting and its peripheral actions. While 

the implied absence of  an original analogue object may be anathema to a 

significant cohort of  artists, there is nothing whatever within this research to 

suggests physical objects must be fully substituted for temporary, digital 

projection, they may be complementary. However, there is the certain 

weightlessness of  footprint that yields an ineffable quality to the projected 

virtual object made only of  light, an object that may appear for a brief  

period and leave little or no trace of  its being at a chosen location.  
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As Boris Groys has suggested, contemporary art has become the medium for 

investigating the eventfulness of  events.  In the configuration implied by 104

this research, that of  experience defined through an engagement with 

painting and its exploration, then instantiated through digital projection 

within specific, artist-selected contexts and the language of  cinema – for this 

researcher – implies a further expansion of  painting and the image far 

beyond the terms and conventions instituted since Christian von Mechel 

reorganised prints in the Belvedere.  In this configuration the studio-based 105

artist is no longer partitioned from social spaces of  the city, or the Arcadia 

that lies beyond, tacitly obliged to funnel and filter objects through curatorial 

networks and their institutions. Recursively, the painting, photograph, or 

object and its relative research might couple with chosen sites to illuminate 

new discourses in the expansion of  the image. 

. Groys, In the Flow, 22. 104

. Ribas, “Seeing, Showing, Ordering: Notes on a natural History of Exhibiting,” in Theatre, 105
Garden Bestiary: A Materialist History of Exhibitions, ed. Garcia, Normand, 134. 
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Fig 22. Untitled (Axiomatic Structures XXV), 2019.
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