













































































































































































Bill McAllister

Antoine Richardson

Nat Richardson

Mrs. Phipps Evelyn Williams

MEET THE NEIGHBORS

Wednesday, August 17, 1988 6:30-8 pm
Max Below + Kim Irwin 713 W. Club Boulevard
Durham, NC

Starting a conversation within a community is key to our
artwork in that we believe art should be an action that engages people
in a community. By organizing a potiuck in our neighborhood, we
wanted to meet our neighbors, to give our neighbors information
about ourselves and to open up a dialogue within the neighborhood.
By acknowledging everyday life with a consciousness and sensibility
to ordinary experiences, we try 1o integrate our art and life with the
lives of others. We celebrate the present and the way things are—a
celebration of people, place and time. We reaffirm everyday human
contact by creating situations or opportunities for people to come
together and talk, sometimes forming new bonds and relationships.

We began MEET THE NEIGHBORS by drawing a radius
around Kim's house and selecting the twenty nearest houses. We
then walked around the neighborhood and knocked on doors,
introducing ourselves and inviting everyone to a potiuck supper. We
followed up with an invitation in everyone's mailbox. The day of the
potluck was a typical hot and humid North Carolina day—the
temperature was 105°F. The dinner was originally planned for the
backyard but due to the heat it took place inside with one small air
conditioner in two small rooms.

Mrs. Phipps was the first person to arrive. She told stories of
her carousing in Chapel Hill when she was young and how she always
enjoyed a drink and could she please have a bourbon on the rocks.
Soon after twenty-five neighbors began to arrive with their covered
dishes and the two small rooms began to fill up. A third of the dining
room was taken up by a large table of food which included fried
chicken, potato salad, tomatoes, corn, potato chips, sodas, chocolate

Shelia Amos

Karl-Blaze Yeary-Johnson
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Paul Hollar

cake, combread, green beans, brownies, coconut cake, deviled eggs
and tabouli. Some people sat on the floor, elbow to elbow eating,
drinking beer and ice tea, and taking. Conversation included where
people worked, how the gardens were doing in the heat and various
hobbies, such as, growing orchids, crewel work and floral painting on
fireplace screens. Mrs. Williams talked about the wedding dress she
was making for her daughter. In a discussion about how long people
have lived in the neighborhood, Mr. Williams realized that he and Buck
Smith, who lived around the comer, had not met after being neighbors
for twenty eight years. People also shared information about the few
break-ins that had occurred and how the dogs alerted everyone of
strangers in the neighborhood. At the end of the evening, everyone
agreed that another neighborhood potluck was a great idea. Two
people offered their backyards for another get-together when it was
not so hot.

Initially MEET THE NEIGHBORS was to include friends and
acquaintances outside of the neighborhood, but we realized that
these people would have become an audience, therefore creating a
performance event. We feel a “Real Time" experience can more easily
happen when everyone is a participant and not a viewer. We set up
a loose frameworklike a potluck picnic, in a traditionally non-art
environment to encourage this kind of “Real Time" event. The basis
of our work is art as direct communication rather than as an indirect
means of communication, for example, painting or video. By using
direct communication, such as, a conversation, we are exploring and
expanding personal ideas about arts purpose in our lives and in our
society. By stressing participation, we hope to go beyond a neutral or
isolated position 1o one of partnership and mutual understanding.
Currently, we are bringing together diverse groups of people who live
or work in the same community. Since the neighborhood potiuck, we
have continued to work outside of the art environment and have
organized a celebration of all the workers on a city block with a
pancake supper. We have also sponsored a bowling event which
brought together art administrators, artists and park rangers, who
work in the Golden Gate National Park.

Max Below

Ed Williams

Jennifer Thomas




SECRET PERFORMANCES
Mikowaj Smoczynski

60

THEY REMAIN IN THE STATE OF METAMORPHOSIS. THEY ARE INDEF1
NITE. THEY HAVE RESULTED NEITHER FROM EMOTION NOR INTEL
LECT. THEY ARE PENETRATED NEITHER BY IMAGINATION NOR
INTUITION. THEY ARE NEITHER REASON NOR INTELLECT. THEIR CAUSE
CONSTITUTES NEITHER NUMBER NOR ORDER: NEITHER BIG QUANTITY
NOR SMALL QUANTITY; NEITHER SIMILARITY NOR DISSIMILARITY. IT IS
NEITHER SOMETHING UNIQUE NOR EVERYTHING AT THE SAME TIME
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IT HAS NEVER BEEN UTTERED T HAS NEVER BEEN THOUGHT
ES HAVE ALWAYS REMAINED BEYOND EXPLA
THEIR MEA 5 AND ATTRIBUTES HAVE APED. IF THEY
JMEWHERE THEY EXIST SEPARATELY. BEY( THEMSE
BEYOND THEIR IM AND BEYONI
THERE ARE T ANY OCCURRENCES THERE
THEM NOR EVEN THE RECOLLECTION OF MEMORY. IT WOULD APPEAR
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THAT THERE IS NOTHING AT ALL BUT THEN THEY JUST COME BACK

ALL OF A SUDDEN RISING—LIKE AN ECHO—THE DECIMATED FRAG
MENTS OF THEIR FORMER PRESENCE, SOME ANONYMOUS AND INDIS
TINGUISHABLE PIECES THAT GIVE AN APPEARANCE ONLY TO
SOMETHING THAT PASSED AND THAT CANNOT BE REVEALED IN THIS
WAY-—AS FRAGMENTS-—THEY CONTINUE TO EXIST INDEPENDENTLY
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OF THE OCCURRENCES WITH WHICH THEY HAVE BEEN CONNECTED

AND WHICH HAVE ESCAPED. AND AGAINST OUR NEED FOR EVIDENCE
| KEEP REPEATING THE SAME THING IN A SIMILAR WAY. NOT TO PROVE
SOMETHING. NOT TO DISCOVER SOMETHING. | KEEP REPEATING IT AS
I EXPECT THAT THE PRESENCE WHICH | CAN SENSE. OR RATHER WHICH
EXISTS IN MY EXPECTATIONS. SHOULD REVEAL ITSELF




THE MENTAL TECHNOLOGY OF REQUIEM
Aviva Rahmani

It’s incredible how much pain you can cause if you don't feel your own

My father violently abused me. We achieved reconciliation before he died,
after a lifetime of hatred and acrimony. That resolution and preparation
for his death was commemorated with REQUIEM, 366 minutes of
consecutive meditation on the balance between grief and happiness, for
366 consecutive days.

Abuse both over-sensitizes and de-sensitizes people emotionally and
sometimes physically. Death evokes old griefs and abuse itself is death of
the spirit. In childhood abuse is a death of the child’s life and becomes a
form of terrorism carried into normal life. Abuse and death are irrevocable
experiences.

Private events of lonely duration and emotional focus had been part of
my work since the mid-sixties. But unforeseen was my father’s actual
death, four days before the planned first meditation, and his burial on the
day of the third meditation.

REQUIEM is a burial ritual: for surviving an abusive past; for my father’s
slow death by cancer; for the end of an un-marriage of 23 years; for myself
and all the people I've worked with over 20 years of art projects about
outsiders : the insane, abused children, violent men and battered women...
REQUIEM recognizes that torture victims have to make public their
experience in order to survive. In the face of despair, there is the
unexpected discovery of hope, and the transition to peace. Personal abuse
often mirrors a larger cultural situation; and must be understood as both
personal and political. Changes created by abuse are deep and pervasive.
REQUIEM freeze-framed a view of the reverse: the recovery process.

Mourning death and mourning abuse. Each have parallel stages of
recuperation: as denial, anger, vxh.au.slmn, and the need for contact.
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Recovery from abuse, however, may take a lifetime, because the extent of
the problem is often unrecognized and public support is minimal.
REQUIEM sought to address these problems.

A molested three-year old girl and a beaten brawny man in a cell, live the
rest of their lives with the same baggage of self-blame and rage. When the
past is exhumed to change the future, both may experience their pain more

il

intensely than in the original incident.
During violent threat, adrenalin and
the need to survive are numbing. As-
sault can evoke an aphasic panic for
many victims. Few people willingly
talk about these things though the sta-
tistics on domestic violence and child
abuse imply many more are victims
than not. Yet persistent social taboos
often ostracize those who break their
silence. The survivor may feel caught
in a bind: there is no comfortable place
in society for these things, but if this
residue is ignored, it often gets turned
inwards or is acted out against others.
Moreover, the victim feels guilt and
humiliation beside anger and fear.

1 was designing for change.

REQUIEM bore two promises to myself: to truth and to the accurate
recording of truth. The ensuing records sometimes shamed me to tears
with their revelations. I attached the shame of my victimization to my
residual psychic scars and present imperfections. I kept my promise to be
truthful, by reminding myself that there was no other way to map the
relatively uncharted territory of change and recovery. And there was
another reason to be explicit and systematic about the details of my life:
abuse survivors often abdicate their own physicality, particularly when
remembering body as scene of the crime. | kept daily and periodic records

to keep a grip on my well-being.

The most difficult aspect of my commitment was the decision to continue
and complete my ritual every day for a year. The first day began with 365
minutes of opening to grief, and then segueing to 1 minute of happiness.
Each dayI shifted that balance one minute untll at the end of the year it
was one minute of grief balanced by 365 minutes of happiness.

Each day, at the precise moment, I made the decisive transition from grief
to happiness. This strictness pushed me to see the shadows of happiness
and grief, shadows I wanted to ignore. When I left the Doctor’s office with
a scary diagnosis and I had to do a transition to happiness, I called two
friends and then had my boyfriend meet me.

I found the expansion into happiness seductive. I dreaded seeing another
friend who was dying of AIDS and occasionally walked by streetpeople

with a frown.

This first day of REQUIEM, Yom Kippur, October 3, 1987, was also my
father’s birthday. Yom Kippur begins a cycle in the Jewish Holy season
from atonement to the joy of forgiveness.

The ACT #4

65



Each day was identified with a particular source of grief from the Argen-
tine Desaparecidos, to male incest victims, as well as my own traumas
from rape, to the crack house across the street. I documented and moni-
tored everythingI did and exsperienced. | made maps and complex sched-
ules for charting everything I did and experiences including meticulous
grids of personal routines, photographic series of the changes in my
appearance, shifts in my state of mind, diaries and videotape. The purpose
of these techniques was to isolate patterns and progressions of change. I
sought a kind of scientific strategy: three years of previous charts provided
aback-up control. The use of different forms avoids biases caused by genre
or media.

I chose just to isolate myself. Since Requiem took place during much of
each day. I had to choose what activities I could responsibly do with the
meditation. For example, I could not teach since I would have to respond
in terms of absolute happiness or absolute grief, something that would
not help my students. Personal stamina had to be kept high. I did that with
two hours of daily work-outs, careful eating, sleeping, and psychological
caution.

I found myself poorly educated. Friends were worried for me because |
have a history of deep depression. The further I went with relentless grief,
the more | internalized. The first half of REQUIEM was
Excerpt from Listof 5o severe that responding to other’s grief felt like
Daily Requiems  drowning. The most realistic sense of balance, the
St MMM midpoint, when the reality of grief grounded me in life
and the openness to happiness gave me hope and
energy in interactions with others.

i

The second half began with 183 minutes of grief to 183
minutes of happiness. Grief loaded me down like
gravity, but there was enough happiness to open me to
others and encourage me to reach out for help and
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Insuronce & Work i Lo X

Good Session During this time I became more receptive to male and
;:""‘"‘ female friends. Other’s sorrows felt more tolerable. It
Fum with Gery was easier to reach out to the homeless people in my
Sickness neighborhood with money or personal contact. The
loge Voice ¥ homeless pregnant girl who silently opened the bank

Strength Before Auxiety  Joor to resolutely oblivious customers. They let me
know that being treated as part of the community was
Serious Mosey Gomarms 35 important as money to keep them going. Breaking
m patterns of internalization and secrecy are at the heart
Mahabarat of the transitions, but happiness often came from
Ken (AIDS) vs. Ropheel  SIMTPIE SOUITCES: 2 child’s smile, my animals, subway
Shoring Worries musicians, laughing at taking myself so seriously.

sure The third quarter brought conflicts into focus but the
Sidkmess, Dopression ot rogs put my psoas muscles into spasm, paralyzing my
Show (lost glove) back. | began to work with an osteopath, body
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. Gus O therapists and specialists in Shiatzu and Yoga to learn
100 A, Groes & Gary's Am-  t0 move differently, as I was learning to move

emotionally. The paralysis was unlocked by accessing
102 Self-hate & Jorri terrible memories of abuse. The process of self
103 Gory's Compacaions & exposure and stretching was framed in periodic formal
104Kenvs. Atist's Spoe DOy portraits, each excruciating because of my
"’m modesty and self-doubt. At the end of the year, the
106 Toking with Teh Ching  trajectory of my spine, where grief was somatized in
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the uneven arc of my shoulders and lower back, balanced itself and
smoothed the line from the base of my skull to my hipjoint.

Part of REQUIEM's intention was to use one’s mental technology to help
others with their grief. Requiems included friends, acquaintances and
often, people who I never met or who had no idea I was doing a Requiem
for them. When Judite Dos Santos did a Requiem in my studio, we closed
with a collaborative drawing as a record. Barbara T. Smith, in Los Angeles,
did a month of Requiems for old relationships and we stayed in touch
with periodic phone calls and by mail. In Eleanor Antin’s class, a student
expressed fears of her own grief before beginning, and in the end,
described a sense of relief and comfort from giving in to pain instead of
holding it at bay. But Aurora Hector found it difficult to transit to
happiness after leaving the grief phase: shortly after leaving my studio
she called me from the subway, still in grief. From her I learned that it was
crucial to maintain a responsible connection to those | work with. After
that, the one variable I tried to control when Requiems were done with
others, was making strong personal contact at the exact minute of
transition. In Arlene Raven’s case, she spoke of having too much grief to
do it herself, though she did a Requiem later and thanked me, as did
others, for doing a “kaddish” for the deaths and tragedies they’d felt. In
each case, I had to find the balance between being open to my own feelings
and other’s. I came to speak of grief and happiness as a riverbed,
sometimes full and sometimes empty.

Sometimes treasured relationships are temporarily or permanently lost.
By undertaking REQUIEM as a public ritual, through mailings, media
mentions and word of mouth, I provided myself with an extended family
of other survivors and people concerned with social change.

A victim of abuse is a casualty because of their healthy human vulner-
ability. Survival depends on denying that. Healthy recovery demands
owning one’s past. This self-consciousness conflicts with narcissistic
models of success and personal empowerment, the soap opera perfec-
tion glorified in our culture. The confusion between a healing self-con-
sciousness and narcissism trivializes the strength and courage the
slow, incremental healing process requires.
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WOOLGATHERER-FILMMAKER

Tyler Stallings

A Defintion of a Woolgatherer-Filmmaker

A Woolgatherer-Filmmaker engages in trivial employment and indulges
in aimless reverie. Originally, the Woolgatherer-Filmmaker wandered the
countryside filming and picking wool off bushes from sheep that had
brushed against them. The name is now applied figuratively and has been
in use as long ago as the late nineteenth century, as mentioned in Jacob
Larkins’s The Arte of Somnambulists: “Two woolgatherer-filmmakers to one
philosopher.”

Who is a Woolgatherer-Filmmaker

A Woolgatherer-Filmmaker is the most important person...in person, by
mail, or in film. A Woolgatherer-Filmmaker is not dependent on us...we
are dependent on them. A Woolgatherer-Filmmaker is not an interruption
of our work...s/he is the purpose of our work. We are not doing a favor
by serving him/her...the Woolgatherer-Filmmaker is doing us a favor by
giving us the opportunity to do so.

A Woolgatherer-Filmmaker is not someone to argue or match wits
with. Nobody ever won an argument with a Woolgatherer-Filmmaker.

A Woolgatherer-Filmmaker’s Philosophy

To say to oneself:
“I'm the luckiest in the world.
“I’'m the smartest in the world.
“I'm the happiest in the world.
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LIFE/ART PROJECTS
An Interdisciplinary Idea

Ellen Zweig

I began teaching Life/ Art Projects in 1985 because of an intuition about
the nature of the interdisciplinary program | was trying to develop at
San Francisco State University. In the Fall of 1984, | had been asked to
run the Graduate Program for a department which was then called the
Center for Experimental/Interdisciplinary Art (now called the
Interarts Center). I taught the introductory course for one semester as
aseminar in which students presented their work-in-progress, but this
course seemed to me to be going very badly. Basically, the students in
the program had little or no shared experience; they came from a wide
diversity of backgrounds, worked in various media and intermedia,
had different ideas about what experimental might mean, and
different ideas about what their ultimate goals were as artists. Thus, in
order to give students some sort of shared experience, and to push
them beyond their media concerns, I risked imbuing them with my
point of view by beginning their Graduate course work with the idea
that any life could be framed as art.

This is, of course, a very powerful idea, and particularly so as a
teaching tool. First, it allows students to explore autobiographical
concerns, but to do so with a strict conceptual underpining which
many of them would not have brought to their work. Life/ Art is not
a romantic notion; and Life/Art Projects was not meant to be a purely
therapeutic experience (more on that later). Second, it introduces
students to a whole body of work, both historical and contemporary.
In the course, we read books such as Gianfranco Baruchello’s How to
Imagine and Marcia Tucker’s Choices. Linda Montano visited the class
at least once a year; Linda’s visits were always inspiring, and since she
is in the middle of a seven year piece, we became part of that piece,
following her growth through the chakras. Finally, the class created a
close community; all of the students in a given semester had revealed
part of themselves to each other, sometimes in very moving sessions
(not always emotional, sometimes humorous, sometimes with ironic
detachment, but somehow still very personal) and every Graduate
student had gone through the course. It was like an initiation. Although
students were not expected to continue with this kind of work, and many
didn’t, they could embark on their own explorations with a shared
experience that gave them new and expansive ways to think about art.

When I began teaching Life/Art Projects, | described the one
semester-long assignment in the following manner: Choose an aspect
of everyday living that can be explored and expanded into art. It might
be a job, a family, an apartment, a neighborhood. Students will present
a series of works or transformations of life into art; presentations will
be works-in-progress. I soon found two major problems with this
description. First, students thought that the works-in-progress were
supposed to add up to a final, finished, polished presentation at the
end. I continually had to remind them that this whole exploration was
about process, not product, and that there was no necessary final goal.
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The second problem was more troubling; students sometimes tried to
use the class as therapy. I found that I had to put more stress on the
idea of a strong conceptual basis for the project, and although this
tended to reward students who were more inclined to thinking rather
than feeling, nevertheless, it was still a necessary reminder that class
was not really the proper place for therapy. There was a fine line
between therapy that could not happen in class and therapy that did
happen. I felt that as a teacher | was always juggling this complicated
series of definitions and powerful emotions.

Some examples might clarify this dilemma. Each student was required
by the second week to describe to the class his or her project. One
semester a student suggested that she would stop taking drugs and
alcohol as her piece; she was heavily addicted to these substances. This
clearly seemed to me to be an inappropriate project; I felt unable to
deal with the possible repercussions and thought that class was too
public a place for this particular set of problems. In a private
conference, the student and I decided that it would be better for her to
solve her drug problem with a therapist and she dropped the class.

On the other hand, several projects which were conceptually strong
were also both very emotional and therapeutic. For example, in the Fall
of 1985, Diane Stemper decided to deal with the fact that she was
frightened of her new neighborhood by sweeping the steps of her
apartment house every day, documenting the process in a journal and
with photographs. She also picked up pieces of litter from the steps
and made a series of color xeroxes of the objects with text from the
journal. Through the course of the semester, Diane found that she
began to have conversations with the men who sat on the steps, that
they teased her for sweeping, but also tried to cooperate by leaving
less litter. Other people in the neighborhood noticed her sweeping and
began to talk with her; one man said that he used to sweep but the
street was like the bottom of a bowl and litter just fell into it from all
over so he eventually got discouraged and gave up. One day Diane
came to class very distraught because she had tried to plant flowers
around the tree in front of her house and the litter that collected below
the tree had killed the tiny plants. I suggested that she plant plastic
flowers in a kind of fence and then put her real plants inside, because
people couldn’t really get the idea when the plants were so small.
Although she resisted this idea, hating the image of plastic flowers, she
decided to try it out and, indeed, there was no longer any litter around
the tree. People commented on the pretty flowers and thanked her for
making the neighborhood look better; and eventually the real flowers
had a chance to grow. Diane’s piece, which she summed up in xerox
book at the end of the semester, change her experience of her
neighborhood, made living there easier for her, and helped her to
interact with her neighbors. The piece was thoughtful and carefully
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executed; and the book worked well as a record of the processes of the
piece.

In the Fall of 1986, Marguerite Thayer decided to document everything
that she put on and took off her body in order to pay more attention
to her appearance. Marguerite, an older student who admitted that she
didn’t like the way she looked and felt that her body was aging and
therefore unattractive, began by taking polaroids of her clothes each
morning before she put them on. In addition, each time that she cut
her fingernails, or found hair in the drain of the bathtub, she would
collect these objects in a plastic bag, take them to work, and xerox them.
As the semester progressed, Marguerite had collected quite a lot of
powerful and somewhat creepy objects which she would lay before us
in her presentations, describing her feelings about her body as she did
s0. In her last presentation, Marguerite also showed a videotape in
which she documented her naked body; holding the camera close to
her leg, she panned up her body commenting: “look, I have varicose
veins, my thighs are too fat, I always hated my hips.” The younger
students in the class, especially the women, found this tape so moving
that they were in tears by the end and rushed up to hug Marguerite
and tell her how brave and beautiful she really was. This is the kind of
therapy that could happen in a life art class, because the work was so
deep and so courageous.

All sorts of projects occurred in the three years that | taught Life/Art
Projects. Some students created personae and lived as them for the
semester. Other students documented the sounds of their job, or the
number of times they made phone calls or their obsessions with water.
One student created a publishing company, did all of the business
aspects and advertising for it, but never intended to have any real
books. His descriptions of those books, in a catalogue sent out to
prospective buyers, were hilariously funny. Some projects were
ultimately unsuccessful, but still provided an opportunity for the
student to explore a variety of conceptual approaches to both art and
life.

Just as doing Life/Art Projects is a personal endeavor, so is teaching
Life/ Art Projects. When I left San Francisco in 1987, I was especially
pleased to be able to turn the class over to Christine Tamblyn, who |
knew would teach it from her own experiences as a Life artist.
Although I would guess that our approach is somewhat different, |
think that we share the basic idea that this class is crucial as both an
introduction and initiation for our students. In 1990, I will teach
Life/Art again, this time at Franklin and Marshall College to
undergraduates in the context of a Performance Studies Program. In
this new context, I will try to explore with my students how life and
art and life as art can be seen as performance; for performance, like life
art, is a powerful beginning in a life as an artist.
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ANGELS HAVE BEEN SENT TO ME

Jerri Allyn

On May 2, 1987, my 87 year old grandmother, Maria Alvarez, had a major stroke
and almost died - but she didn’t. Her care fell to my brother and |, and our lives
have not been the same since. Visiting her in a critical care home (only!) twice a
week and handling the innumerable details of her life, has been the most difficult,
and mast deeply moving work I've ever done.

Angels Have Been Sent to Me - which is what she exclaims every single time we
visit - is my way of coping with her. The following are stories from Angels, an
environmental installation about Maria, aging, and disability, in which | ask the
“normal” public to temporarily disable themselves. Then people travel from the
gallery to Maria's home to see a talent show by the patients and talk. This activity
takes half a day; people are encouraged to return and volunteer.

MAMA 3 YEARS LATER (1987)

| visit my grandmother. Muy abuelita, in Bellevue Hospital. The place you get sent
when you don’t have insurance, or you're old, or insane.

She is laying in shit. Her own shit. Her hands covered. Feces on her face, her
cheeks. She keeps rubbing her jaw and moaning in confusion, (toothless), “Oh,
my God, how has this happened? How has this happened to me?” Feces on her
nightgown, on her robe. Feces ALL OVER THE SHEETS.

My eighty-seven year old grandmother covered. Primal, maybe is the feeling.
Repulsed and compassionate all at once. An instinctual knowing that she needs
a sense of dignity in this.

| leave, find a nurse, tell her Lita must be changed IMMEDIATELY, and as usual,
she tells me she'll come when she has a minute. There are not enough minutes
for them. And there are not enough nurses for me.
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| cannot wait. | decide to change her myself. Denise, a young black woman in the
bed next to Lita's, also had a stroke - at age 30 - a side effect from acute epilepsy.
She's been in Bellevue four months with grand seizures daily, but she's not
paralyzed, and comes over to help.

| brace myself against the stench and the vision of my grandmother covered.

First, the bassinet with soapy water. Second, towels to wash and wipe. Third, clean
diapers, plastic and regular bed sheets, and a clean nightgown. Denise expertly
rolls her to one side, as | strip one half the bed, then Lita of one half her clothes.
I clean the folds between her thighs and buttocks, the lips of her vagina, her upper
legs, her back, her everything, She is shocked at the feel of cold water.

She is moaning, exclaiming repeatedly, “Oh my God! Oh mi Dios!” Pleading for hot
towels. Of course there are none. Forgive me, please, forgive me these cold water
towels. Praying frantically. Moving as fast as | can. Her body shaking, covered in
goosebumps. Lita is pleading, demanding, cajoling that we heat the towels in the
oven.

Gently we roll her onto the now clean side of the bed, push the last half of the dirty
sheets aside, the rest of her dirty gown and robe. | start the 'wipe down' here.

Sponge the bed sores with the gentle aplomb of an imagined fairy princess.
Medicate the sores.

Denise starts cackling and says, “Now, come on, Mama, where we gonna get an
oven? We're on the Neurology Ward. They ain't gonna give us ovens, "cause they
know we'd stick our heads in to get over this pain!”

| smile wanly in the midst of my terror. | thank whoever profusely for Denny's help,
her compassion, her humor. Her constant banter with my grandmother. She starts
kidding Lita about flirting with the male aid, Jose.

“Luscious you said, Mama. Like heaven, you said, Mama!”
“Yes, he was good. So gentle feeding me lunch!”

She brings a smile to Lita's lips. | kiss the ground beneath Denny’s feet.
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ANOTHER YEAR LATER (1988)

(Spoken as if toothless. If you've got a set, speak as if your lips are wrapped around your
teeth.)

“Sometimes | am so angry at God about being in this place! But what can you do
about the guy? He does anything he wants and you can’t take a breath without
him.”

1, like her in this place. | mean, | don't like that she has to be here, in this critical
care home, but it beats Bellevue, it beats a state asylum, and | like how she is.
She needs me. She treats me good here. Only a little scrap now and then, in this
place.

CUPS AND SAUCERS

(Toothless.) “This is what you've brought to talk about?” she asks, clearly annoyed.

1 ignore her and continue, “Can you see the flying saucer in this picture? Are your
eyes still good enough to see it?”

She is straining, then laughs, and asks, “Where's the cup?”
| show her more Unidentified Flying Objects.

“Am | supposed to remember these?" she (toothlessly) asks, still laughing. "I can
only remember the saucer!”

“You don’t have to remember a thing. Dr. Frema told us we should try and engage
our intellectual powers. | thought you might enjoy this book, Folk Concepts of Outer
Space. It's fascinating to me."

“I don't understand any of it"

“It's as simple as this: Some people think there are lives on other planets that
visit us on earth.”

“That's very advanced intellectual talk. | can't understand a thing you're saying.”

“There's not a lot to understand. Some people have organized to worship outer
space, and they think they had past lives on other planets.”

(Toothless) “What?”
“Past lives.”

“What's that?"
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| stare at her, trying to figure how to explain to my Catholic grandmother, who is
clearly completely lost talking about UFO’s, what a “past life” is.

I return to pointing out UFO and spaceship pictures.

“Look, there's Mother Theresa at a UFO landing pad in Canada. You know her,
don’t you? The Catholic Saint who's devoted her whole life to working with lepers
in India?.

(Toothless.) “She devoted her entire life to working with animals?! she asks with
equal amounts of disdain and incredulousness.

“No, not leopards, the black cats!” Now I'm laughing. Talking with Lita can be like
visiting another planet. “Lepers, the people dying with leprosy, the one’s who are
quarantined in special colonies, that no one will go near but Mother Theresa!”

(Toothless.) “No, | don't know this Mother Theresa, and what's she doing with a
spaceship? | can't understand a thing!”

“Lita, it's not real hard to understand!”

But | have to remember this woman came into the world riding a donkey, not even
a horse, on a farm in a foreign county, using an outhouse and wearing bloomers.
Her lifetime is the whole twentieth century. In her years, she has seen the tractor,
water running through faucets, the car, the airplane, radio, television, the washing
machine! She's washed everything by hand for as long as | can remember. She
has seen jets and rockets, and astronauts walking on the moon. Maybe this is
where the buck stops. Maybe spaceships and aliens truly are beyond her
comprehension. Besides that, she is what people in the United States call an
“alien” coming to this country from another.

| tell Lita, “Maybe reading these people’s stories will help it make sense.”

(Toothless.) “You may think reading is a good exercise in gaining understanding
but what's the point of reading if | can’t remember what I've read?”

Her usual bulls eye shot to my heart, but | am trying the practical approach lately.

“You have a hard time remembering anything these days, Lita, so maybe you should
entertain the notion that reading is pleasurable just for the freaking moment!”

(Toothless.) “What a great idea, darling!”

Thank heavens she goes for it! We leaf through the pages, reading about different
kinds of UFQO's, her favorites being all the ones that are saucer and cup shaped.
| like that she's made these UFQ's into saucer and cup shapes. For both of us,
our favorite twentieth century pastime—coffee in a breakfast joint.

|
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THIS IS NOT PART OF THE
BELIEF SYSTEM

(Experimental Video in the Corporate Context)

KS Fleming

The activities of the FBS Divi-
sion of Visual Ants runs parallel
to those of the company itself,
and function under the influ-
ence of bond-trading catastro-
phes, portfolio restructuring,
corporate belt-tightening and
shifts in management. Over
the course of the division's
five-year history, its manifesti
have been almos! verbatim
equivalents of the mission

e ot of el inabundat oo [
the bank itself.

For eighteen months beginning in August, 1987,
Canadian video artist Norman Cohn was en-
gaged by a financial institution, First Bank Sys-
tems (FBS), Minneapolis, to execute a
participatory, interactive video project that
would involve taping employees. Norman
would follow them about during their day, attend
their meetings, witnessing their work, interview-
ing them, engaging them, videocamera on shoul-
der.

Cohn has developed and refined ways of record-
ing moments in the lives of individuals—chil-
dren, senior citizens, laborers, athletes,
etc.—within certain social and institutional set-
tings. The primary characteristic of his work is
the way in which it has from the start resisted
characterization and fallen between recognized
categories of video and performance production.
The tapes have been defined post facto as objects
of study, in hospitals, medical colleges, nursing
schools, and as works of art in galleries, muse-
ums, and universities.

In the introduction to the project catalogue which
the bank published in June, Cohn wrote: “What
is the connection, if any, between this kind of
video making and the art world? Would these
tapes be of interest to another audience or are
they only meaningful to the people in them?”

Cohn has always had a greater commitment to
having a relationship with his subjects and the
careful and observant recording of
them, than to working in the pre-
scribed modes of documenting nar-
rative. The bank project is the first
time he has so thoroughly acknowl-
edged the relationships inherent in
video per se, and he does this seem-

*. Former FBS employee refermng 1o the company's visual art program
Interview tape, June 1. 1088,

¢ Ths. and all other boxed cltasons: Guy Debord, Socety of the
Spectacle Detroot Black & Rd. 1983 passem
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Nevertheless,
because its field of expertise is
non-financial, the division has
to some extent been left to
function autonomously within
the corporate structure re-
garded by other departments
as “the token radical element
in the bank.” Taking it upon
themselves to help the institu-
tion “recognize and place
value on conflict, diversity and
dissonance”, the division has
been unafraid to anger or
upset employees and clients
by forced exposure to work
which is provocative, expen-
sive, and admittedly “chic”. By
1986, the art acquisition bud-
get at FSB was $500,000. By
1987, FBS had spent about $3
million on art. Then, in 1988,
the acquisition budget was
completely eliminated and the
emphasis of the art program
shifted toward various forms of
collaboration and education."
With the various power and
monetary shifts within the hier-
archy and the slowly increas-
ing, carefully cultivated
receptiveness to the art pro-
gram on the part of employ-
ees, the early, almost
adversarial stance taken by
the division in its acquisition
i and dissemina-
tion of art has
givenway toare-
sponsive, collab-
orative program
of activities
which address
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the processes of power, aes-
thetics, and communication
within the context of corporate
ar

First Bank System, Inc., is 2
regional, multi-state bank
holding company headquar-
tered in the twin cities of
Minneapolis and St. Paul,
Minnesota. With as-
sets of roughly 24-
billion, FBS s
ranked 14th among
banking institu-
tions in the U.S.,,
and first among the top
twenty American banks in
terms of philanthropic con-
tributions as a percentage of
assets (about 3.5%). The
company's outstanding
South African loans total
$39 million, although FBS
stopped lending money to
the government of South Af-
rica in 1980 and stopped all
loans to private borrowers
in 1985. Since 1978 FBS has
contributed more than $48
million dollars to human ser-
vices, cultural and other
non-profit community orga-
nizations within it six-state
jurisdiction. The full-time
stafi of the Division of Visual
Arts comprise four out of
roughly 10,600 FBS employ-
ees.

“Relationship Banking:
Using Total Solutions To
Help Our Customers Suc-
ceed...This is the heart of re-
lationship banking. We want

The ACT #4

ingly at the expense of a finished product.

Process is the primary word Cohn uses to de-
scribe the bank project. What this meant in real
terms was that taping was conducted in loose
phases; documenting introductory conversations
with employees about the art program and what
role video might play within it, a series of single
portraits following subjects through one com-
plete
working
da Vi meet-
ings of the
F B S
Women's Group, art selection committees, and
finally individual interviews between employees
and Visual Arts staff. Duration and frequency of
taping was determined by the events/people
being recorded, and over the course of the project
over seventy tapes were made, r.mging n longth
from half-to 3 1/2 hours. A means of observation
and evaluation, the tapes were given to the peo-
ple in them or erased, according to their wishes,
and were not ultimately used as raw material for
a final, authored production. Hence, there is no
final, edited portrait-of-the-organization by Nor-
man Cohn.

Making static, interior, real-time video docu-
ments interesting without creating a talking-head
Ring-cycle depends to some extent on the quality
of discussion recorded. With Cohn’s silent or spo-
ken intervention (his disembod-
ied voice is always a slight sur-
prise since we take the place of
the cameraman when viewing
the tape), discussion often takes
on a candid, personal tone even
when embedded in organiza-

tional diplomacy and corporate
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dress. The outsider fortunate
enough to view these tapes is
the privileged witness of artic-
ulate expressions by, for ex-
ample, a young financial
analyst who alludes to quan-
tum mechanics, the human
immune system, tribal modes
of decision-making, spiritual-
ity and classical music as anal-
ogies for his perceptions
about various functions
within the bank. Quasi-sociological observations
become possible: one notices the propensity of
male employees to use analogy in expressing their
ideas, while women formulate direct, astute ob-
servations of the particularities of personalities
and situations. Subject matter ranges from the
working conditions of women within the corpo-
ration, the corporate structure itself and the role
played by art in the bank, to people’s subjective
feelings about being taped and seeing themselves
on tape, sometimes repeatedly. Cohn’s penetrat-
ing, observational strategy is augmented here by
the employees’ sustained, intelligent verbal anal-

ysis: The

1snota

to draw every customer into S
a deeper and more secure  Am sy

relationship with us”.
Visual Art Statement

Over the last three years the
focus of our work has shifted
from object management to
relationship management the
creation through a varety of
interactive processes, of
meaningful, more democratic
relationships between people
and art.

My thinking and a

spectacle
kg lot of other

collection of mphls “inkim

This is not a process-oriented organization. We're
a task organization. You could argue from a

research point of view that high performing teams relation

ami

spend time paying attention to not only what they
are doing but how they are doing it. I think video
became a vehicle that gave people license to

i

communicate in that way.

L L

I think that probably one of my most moving experiences
was the first time | watched a videotape by Norman,
because just like now, participating in a discussion you
have one perception of what's going on and when you
watch it later you get to kind of remove yourself from the
heat of the moment and look at the dynamics that were
going on and how people are reacting to what's being
said. 1 think it was really helpful, in fact, I've
recommended it. As we move our culture to more of a
consultative, cooperative and problem-solving,
conflict-encouraging environment, | think video can be
a great tool to help business groups discover what they
are doing that gets in the way. Process is so intangible
that when you talk about it, a lot of people can’t relate to
it but when you watch the video, it’s right there. How
people were behaving and how decisions were being
made, how consensus was built, how peer pressure was
affecting an individual in the group is very visible. Then
it's something you can act on. I think video is a very
wonderful tool for helping people get better at problem
solving, at being collaborative, and I'd like to see it more
widely used.
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—— a patriarchal
mediat by mode. We do
mages. more controlling
and more think-

ing for people than we allow
them to do for themselves.

One result of such a culture

is that people are then not

truly engaged in what they
do. They don't have any au-
thenticity nor do they have
any real connections or en-
thusiasm for the job, be-

What hides under spectacular
oppositions is a unity of
misery. Behind the masks of
total choice, different forms of
the same alienation confront
ecach other, all of them built
on real contradictions which
are f'l'rlln'.\m'if. The sped tacle
exists in a concentrated or a

diffuse form depending on the

necessities of the particular
stage of misery which it
denies and supports. In both
cases, the spectacle is nothing
more than an image of happy
unification surrounded by
desolation and fear at the
ff.-mrfmf cenler of misery.
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cause they don’t have the
authority to do the job that
they've been instructed to
do. My work has been an
attempt to try and transform
our organization's culture
into one in which people
could have authenticity in
their work because they
have the authority to make
decisions and deliver what
they've been asked to de-
liver. It is really about the
empowerment of the em-
ployee. If you want to have
empowered employees,
people who have real au-

Ll

I enjoy very much the
heightened sense of awareness
that the video process provokes.
Like right now, while being
videotaped, I'm very much
aware of things in the
environment that I normally
don’t pay attention to. It's
because 1 feel like I'm
performing. One of the things
that I will see when I watch this
tape is that 1 can achieve this
state on my own, without being in front of a camera.
I could engineer the same feeling.

The spectacle is always visible. It de-contextual-
izes and re-presents. It is used by forces greater
than those which produce it. In his portrait-pro-
cess, Cohn rejected outright the potential to make
spectacle of the way in which these people func-
tion in this environment. Foregoing the impetus
toward “proof” in work, autonomy in art and
documentary authority, he instead left the docu-
ments in private possession, in the fragmentary
form which most honestly serves the purpose.
These videos will not transfer contexts to find an
audience; interpretation has been left to those
under scrutiny. The process is complete by

Spectac le
is the

thority, then they have to be
free to have conflicts and re-
solve those conflicts. It felt
strongly that this organiza-

definition, by virtue of openness.

opposite
of
dialogue.

The real challenge now is to determine
whether it is even possible to introduce
such privileged video to contexts other

tion was conflict averse, and - e, G ra :

20 you could P - than those in which it was created, without
resolutions. | feel thattheart  Spectacularizing” it in the process.

program has been trying to

help people learn that con-
flict is productive and cre-
ative and that out of it comes
your best ideas. Also, it sug-
gests how we might debate,
and think about those con-
flicts and come to resolu-
tions. The other part of the
art program which is of in-
terest to me is the empower-
ment part. The way I've see
the art department evolve
over time has been to put
more authority and empow-
erment in the hands of em-
ployees about how it will
display artworks, how art
will be used in the work i
place, and what kinds of di- -

alogues we will have around Video
process. roend
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The Journal Of Skin
William Pope.L

Excerpt from a letter to the editor:

I've been developing my own practice...I call it “Speaking through the
Prepuce.” Literally, its attempt to teach my penis to communicate. I do
experiments, lectures, interviews, flagellations and model-building.

My most recent model: A 6 ft. obelisk of creosote and plywood.
Designed along the lines of Wilhelm Reich’s Orgone containers. The
regimen: for an hour each day for 2 months I place my penis in the base
of the structure. The penis is wrapped in a suit of aluminum foil and
plastic rubber hosing filled with a liquid: water and nitrate crystals.
Each insertion, its entire duration is recorded on video tape.

Excerpts from THE JOURNAL OF SKIN
(Books 14, 1989 and Books 2&3, 1987)

The Journal of Skin is an on-going sketch book on the theme of: Penisity.
Or, the nature of the penis.

I've been keeping the journal since 1985. There As a little boy

are 37 books in all. I was stung on my

cke bee.
I began the journal because I began to notice my pecker by & bee

penis more. This sounds simplistic, I know, but
just because one has a penis doesn’t mean one $ s
is aware of what is between one’s legs (or one’s 3 thz g;: e
head for that maﬁer). Either way, the penis is Seila £a1l off.
my terrain and vice versa.

My mother put

b Later, I got
ice cream for
being sco brave.

I TOUCHED MY DICK TODAY T —
—William.L 1 let my brother

look at it.
. The theme of the penis is unavoidably
The talking ——
penis as a He couldn’t
; th
conduit to the o

% hole.
internal speech ‘

of the male body.

If menstruation is the regulatory cycle of the female what
is a comparable system in males?

Violence.

Seeing my face in the wrinkles of my penis.
Imagine a soul whose
essence is neither
energy nor light nor
knowledge. But direction
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GIFT EVERY DAY

Christine Tamblyn

82

July 7, 1989

Dear Editor,

I decided to do a private work for you. The work entails
sending you a gift every day, along with an explanation
about the circumstances surrounding the selection of the gift.

July 10

The object in question is a mushroom brush made out of
brown plastic. The store carried similarly designed green
celery brushes and orange carrot brushes. The sales pitch
claims that prospective buvers should stop washing
vegetables, becawse of the risk of losing valuable
nutrients. Instead, dirt should be removed by scrubbing
with the apporpriate brush. It may not be facetious to refer
to mushroom-gathering as a genre of life art
performance. For John Cage, the mushroom hunt
epiotmizes the receptivity of finding, as opposed to the
agaressivity of searching.

July 12

It is difficult to maintain the energy to enact avbitrarily
constituted scripts when worldly concerns press in. I suppose
it violates principles of psychic economy. Since I keep feeling
embarassed and self-conscious about this piece, I've decided
to end it by sending you a small rubber monkey mask.
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SANITATION MANIFESTO!
Mierle Laderman Ukeles

Artist in Residence, NYC Department of Sanitation, May 8, 1984

Why Sanitation Can Be Used As A Model For Public Art

Sanitation is the working out of the human design to accept, confront,
manage, control, even use DECAY in urban life.

Sanitation, face it, is the perfect model of the inherent restrictiveness
imposed by living inside our corporeal bodies, via material “necessity,”
in urban civilization (and its discontents), in finite planetary “reality”.

We are, all of us whether we desire it or not, in relation to Sanitation,
implicated, dependent—if we want the City, and ourselves, to last more
than a few days. | am—along with every other citizen who lives, works,
visits or passes through this space—a co-producer of Sanitation’s
work-product, as well as a customer of Sanitation’s work. In addition,
because this is a thoroughly public system, [—we—are all
co-owners—we have a right toa say in all this. We are, each and all, bound
to Sanitation, to restrictiveness.

Now, if that is true, how does that inextricable bond impinge on my
commitment to Artin democracy as the primary system drhu:]atm;, the
forms of (individual) freedom? What happens to the inherently “free”
artist in a most mundane inherently restrictive public work system?
Obversely, what happens to the notion of freedom and limitless value
of a “public service” sanitation worker in this “free” society? How do
these extremes relate? The contextual edges, boundaries and limits of
each conflicting field-structure—free-art and social-necessity—shape,
frame and ultimately define each other, in tension.
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Sanitation is the principal symbol of Time’s passage and the mutable
value of materiality in organized urban life.

Sanitation, as an environmental energy system, is trapped in a miasma
of essentially pre-democratic perceptions. The public generally doesn't
‘see’ beyond the tip of its nose—or see where we put our waste, or see
what we do or should do with it, or see what choices we have about
managing our waste. Waste is our immediate unwanted past. Do we
“conserve” its energy through transformation, or do we drown in it?
We are facing an environmental crisis, because we are running out of
space to put it “away”. To begin to accept as “ours” the difficult social
task of dealing with “our” waste at the highest, not the most mediocre,
level of intelligence and creativity in reality, in all its effulgent scale here,
people need to understand how they connect one to the other across
our society, in all its scale. We need holistic inter-connected perceptual
models of how we connect and how we add up.

As a first step, we certainly need to peel away and separate ourselves from
the andient, transcultural alienating notion and aura of the caste-stigma of
waste-worker, of “garbageman”, which hasalways translated, trickily, into
“their” waste, not “ours”; they’re “dirty”, we're “clean”.

Sanitation is the City’s first cultural system, not its
displaced-housekeeper caste-system. To do Sanitation is to husband the
City as home. I think it can serve as a model for democratic imagination,
as follows:

Sanitation serves everyone; it starts form that premise: it accepts that
everyone must be served in a democracy, and the City must be maintained
in working works everywhere, no matter what socioeconomic “culture’.
Sanitation works all the time, through all seasons, no matter what the
weather conditions. Sanitation is totally inter-dependant with its public:
locked in—the server and the served. Sanitation, in democracy, implies the
possibility of a public-social-contract operating laterally, not
upstairs-downstairs, but equally between the servers and the served.
This is accomplished at totality of scale; yet it deals on an incremental
basis (house to house, bag to bag), and it cuts across all differences. Out
of these most humble circumstances, we can begin to erect a democratic
symbol of commonality.

I believe we do share a common symbol system: we are all free citizens
of this City. We all [should ] have equal rights. We all share responsibility
for keeping the City alive. Weare inherently INTER-DEPENDENT: that
is the essence of living IN a City. That is simply a basic commonality; it
does not deny each citizen’s individuality, nor diminish the inestimable
value of each living being. Rather it sets each of us in a CONTEXT of
inter-dependance. We're in this together. Just as by law, we can't ship
our garbage OUT, but have to deal with it IN our common "home’
manage it so doesn’t destroy us, we too, all together, have to work our
individual freedom out without destroying each other.

Now, here is the intersection between Sanitation as the symbol of
inter-dependent reality with free art:

WORKING FREEDOM—THAT’S AN ARTIST’S JOB.



CONTACT ART
Barbara T. Smith

Contact Art:

It shatters the dream of the artist as recluse.
It shatters the dream of control.
[t shatters the dream of a happy retirement.

It is the reality of now.

Borders are broken.

Flux is celebrated.

Partic |p‘|tnrv art shatters our inherent narcissism.
The world is not in my perfect control.

I get the excitement of having to cope. The surprise of the unexpected.
The sense of the heightened reality of the unrehearsed moment in the
specialized context called art. The grating nerves of the conditioned
expectation or contextual framework set against the situation of nov-
elty, a cognitive dissonance that is an utterly unique experience.

Considering the issue of participation as a qualifying characteristic -of
contact art, one has to point out that the onset of such work in contempo-
rary art history arose from a major change in world view. Something
happened in 1960 give or take a few years. The power of that period was
a great awakening sense of Liberty. The individual suddenly had the right
to break forms and habits and to act in behalf of others, to be a represen-
tative vehicle, to indicate through action the potential of the human
being. (If I can do such things, so can you.) The process of life, the human
journey through time, became a quest. In a seeming contradiction, 1960
also brought the sense of an interconnected whole earth community and
of the dissolving of boundaries between self and other, the body knowl-
edge of our unity with all things material and immaterial, plant, animal,
mineral, technological and ancestral.
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As performance developed, the question emerged whether it was meant
to further the ideas of separation or unity. Much of the art spoke of
alienation, although its catharsis could bring on a relieved wholeness. In
the cases where its form moved back to the stage and the frame, this body
of artworks increasingly set itself up as distinct, thereby emphasizing the
separation of subject and object, good and bad, high and low, and other
~ judgemental discriminations that play into the hierarchical patriarchal
system.

Other contact art addresses the world and audience differently in terms
of form, content and function. Here a feminine matrix—from whence
comes all form—is the basis of a connected universe whose members
pulse between their communal being and their ego identification. For the
members, the surrender to the encounter of self with other is necessary
for transformation.

This performance work has change as its qualifying condition. The ac-
tions, thus, are purposefully flux-oriented and ephemeral. It pursues
openness, energetic clarity, and the deconstruction of old concepts and
structures.

Working on this non-material level has a different theory of causation. My
art seeks to operate on a pre-causal level and can radically change the
realm of conditions, habits, and beliefs. In other words, I believe that my
work carries direct and indirect power to effect change, operating on levels
other than pragmatic, in ways that cannot be “quantified” or “proved”.
At times an artwork has indirect causal relationships in the world at large;
at times it is totally and directly apprehended in a single moment, by-
passing all filters, if the participant is ready.

Who participates? First of all, I do myself. | am the major participant and
the major beneficiary of my work, the only one I can really speak for.  do
these things. I do them with a certain intent. There is something very
profound that happens when the body is put in alignment with belief or
confronted with the unexpected. Self trust is learned and self-awareness
is experienced. And information is gained that cannot be verbally ex-
pressed.

Who is the art for? I do it to satisfy my own needs, explorations and
curiosities and my own inner directed development. I believe it can also
affect or benefit others, giving participants the experience of sensing
themselves in a preformance context, or seeing me do or try to do things
I believe. Primarily a non-verbal manipulation of signs, colors, sounds,
forms, and symbols in unusual structures, it invites the courage of partic-
ipation with me in the piece. The literal physical contact made by being
in and doing this art is like the body-level grounding and incorporating
that happens to the crawling infant, who learns and thus masters a world
not so much by language but through the physical senses.

The integration of body and mind is my goal through the breath of spirit.
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I
GROUND ZERO

| recently completed a piece in the community
[ live in, Venice, California. For sixteen days I
walked along eight mile-long routes radiating
from the Social and Public Art Resource Center
(SPARC). I went to every door, business or res-
idential. For me and my assistant it was a series
of constant surprises of getting to know this
community in depth in ways [ never otherwise
would.

I was offering a gift, a free art event, and I |
invited them to participate in a procession |
along each color-coded ray toward SPARC on
an evening in May. There the assembled partic-
ipants would “circle the world” led by their
radial guides and come into a ceremonial space
at whose center GROUND ZERO I sat.

I had been preparing a long time for this piece, taking in all that I had
learned of community strife and fears (including gang violence, drugs,
gentrification, and ecological calamities). I had fasted and lived in the
gallery space meditating on these issues. | asked myself the question;
where is that abject fear of helplessness and its concommitant killer
reaction in myself? For I realized I am not separate from nor above the
construct that sets up GROUND ZERO. Each day I'd put on the walls the
gleanings of scraps and photos and written texts from each ray that |
walked and saw there the accumulated expressions of my town. And so |
compounded my own sense of insecurity and helplessness with those of
my community, whilel sought to find an answer to the kill /or be killed /or
kill myself syndrome.

In the performance circle of the
May night (the ancient time of
Beltane May poles and Cinco de
Mayo), in solidarity with the na-
ture-worshipping tribal cultures
of the world, the earth people who
had for centuries been oppressed
for valuing the living earth and
the female snake energies, the
witches and gay men who were
tortured and burned (from
whence the name “faggot” de-
rives) in the midst of a culture de-
siring to suppress all female
powers and behavior, | began first
to hear and take on the woes of the
community, surrounded by the
fires of transformation. Then I
began to dance out of the void of death, to return the feminine undulating
sensuality and powers to heal, to help end the domination of one group
over another. | wore sequins and a flowing gown. However, more than an
erotic dancer, | became the indominable spirit of life, and | was joined by
my community in this rite.
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II
THE PAGEANT OF THE HOLY
SQUASH

This last winter on the solstice, | created a performance at Fashion Moda
in the South Bronx and at the Cathedral of St. John the Divine, New York
City. I chose these sites because they are not commercial art galleries but
are significant institutions in the broader context of where they are. For a
month I was on site at Fashion Moda, confronting and creating in a
neighborhood where cab drivers refused to go. By being there, 1 began to
feel I understood where and how it is “safe” and “not safe” on the streets
and got rid of my ex-
pectations. There, |
created a pageant and
tableau. The piece on
December 21, at the
Cathedral, was a gen-
tle parody of church
and school manger
scenes, but the issue
was ecological.

A Farmer and a Cook
carrying gigantic Hub-
bard squash wander
among the audience
seeking a place to lay
their “child.” They find
this place in Fashion Moda’s storefrond window. First speaks a Shepherd
who had heard about the giant Holy Squash and brings with him some
local Bronx kids “to see this thing which had come to pass.” The three
“magi” follow, three women. In tribal dress Twylah Nitsch, a Seneca elder
and medicine woman speaks of the ancient prophesies and teachings and
the wisdom of the squash. Olean For, who has created a wonderful public
garden in the East Village and works to help adopt abandoned buildings
for housing, speaks of the dangers of our times and the choice we all face
of life or death. And Arlene Raven, the feminist critic and historian, speak
of the importance of art that goes beyond the boundaries of the ordinary
art audience to create measurable social change. Following a litany of
squash lore from ancient times to the present, recipes and gardening tips
by Cook and Shepherd, the Farmer splits open a squash pinata scattering
seed packets with planting in-
structions for all to have.

The next day this huge Holy
Squash was carried to the Cathe-
dral through the streets of the
South Bronx and Harlem ina cel-
ebratory procession. Four men
bore the Squash on a canopied
litter surrounded by colorful
banners, special music, a large
“bride of the world” puppet, and
shamanic actions for protection
and healing. A permanent tab-
leau remained in the Fashion
Moda window. In both situations, random people on the streets were told
of the meaning of this symbolic artwork and offered squash seeds to plant.
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At the cathedral on a very cold winter solstice night, many people gath-
ered to perform a “pagan” art rite of renewal on this, the darkest night of
the year. Honoring the squash and Mother Nature as our source, both of
life and nourishment, all the participants put their own small squashes on
the fire along with the huge Holy Squash. It was a ceremony reminiscent
of tribal rites everywhere, but we were doing it for our own health and
healing, for own need to invoke the spirits of life for a viable future. (I was
joined in this performance structure throughout by my friends, other
performance artists and new colleagues, who as participants, not actors,
generated with me the energies of the piece.)

Artists have always keenly felt the pains and ills of the culture. They often
act as hypersensitive “antennae”, the first to pick up the vital issues facing
society. In an era when popular art is expressing a nihilistic emptiness and
symbols devoid of meaning, itis incumbent on other artists to sense where
new sources of vital energy abide...In this way, artists act as spokespeople
for the earth, through their lives and their artworks.

My work has continued from a feminist perspective to address issues of
food and sexuality, spirituality, meaning and symbology. At this point |
presume to guide others in shamanic healing rites. Where I go now is
anybody’s guess; in the art/life dialog there is always the possibility of
becoming invisible in the fabric of culture, but it will follow the way of
my quest.

The intent of such participatory work now is to seek a new course and
sense of survival. To slow things down and shift ourselves to life. To be
willing to give up artificial needs and attain a simplicity of means. To have
a solidarity with people everywhere. To have a sense of local community
which guides us to appropriate acts at appropriate times in appropriate
scale. To the realization that ethical or right action performed anywhere
can affect anywhere. One only needs to step in and act where the situation
presents itself and alchemy or magic is performed.
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Stuart Sherman’s Invisible Theater
Stuart Sherman

I used to think that, as a performer, I was invisible, or that most of me
could, in performance, escape unnoticed. Manipulating small objects on
a table top with some or all of the fingers of both hands, I imagined (no,
believed) that, from the wrist up, I was irrelevant to the performance and
that the audience would register their implicit agreement with this
assumption by regarding me from the wrist down only.

But, based on comment after comment from one audience member after
another, [ came to realize and, sadly, to admit (to myself, all of myself) that
my entire corpus had indeed been espied during performance—had, as it
were, been caught in the act, the act of performing,.

Nevertheless, I don’t know of a better place for me to hide than in
performance. For by exhibiting only pre-determined acts in public, I
absolutely exclude from view all acts of an unpredetermined nature—all
unartistic, “natural” acts. Onstage, I am not natural, therefore not real,
therefore not myself. And what better place for the self to hide than in the
midst of its own illusion of non-existence? This is what I tell myself in
order to give myself the courage to perform in public. It is a technical
strategy to get myself to do what I most wish not to do—expose myself in
the act of pretending not to exist., playing the part of a man with no part

to play.
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ALTERNATING CURRENTS
Ceremonial Magick And Performance Ritual

ANTERO ALLI

My friend, author Robert Anton Wilson, took me aside one day and
confided: “Forget Art. It’s too late now for Art...it's too late for anything
but Magick.” Knowing Bob, he didn’t mean stage magic, i.e. sawing
people in half. (One of Bob’s influences, Aleister Crowley, added the letter
“k” to the word “magic” to symbolize private ritual work as distinguished
from staged illusion.) What I’'m learning about Bob’s remark is this: We
are a nation of WATCHERS...TV, MOVIE, & LIFE WATCHERS...
audio-visual addicts transfixed and immobilized by pictures, ideas and
insights. I'm a watcher too but ritual shows me how much I need to be
undone, sawed in half, seen through, and, at the very least, be seen as
much as I have seen.

It is in the spirit of undoing that the following ritual exercises are
presented. The intention is to set up conditions conducive to being seen
through. They are offered as a sequence of three ritual tasks to:

1) Charge the Space (No-Form)

2) Balance the Energies (Polarizations)

3) Dissolve the Charge (No-Form)

PREPARATION: To start the process, find any indoor open space (no furniture) and do what
it takes to eliminate external interruptions. Then, execute whatever motions are necessary
to produce a felt sense of total dominion over that space. Then, find a spot and sit still for
atleast five minutes. Now, render your spine more flexible; stretch your muscles and... finally,
do something to break into a sweat. (The point here is to wake your body up, by feeling it
deeply, before starting the ritual. This tends to minimize dispersion while stabilizing your
own energy: it grounds the ritual.)

Exercise One: THE CLOUD OF UNKNOWING

Stand in any position suggesting readiness. Adjust your stance to
accomodate Emptying...emphasizing the exhale, closing the eyes
and dropping the spine. Internally, locate your contact point with
the potential state of being (what Zen calls No-Form, Nothingness,
Uncarved Block, etc.)...and drop your “act” while you're at it. Find
your own way into being nothing, where you don’t have to be
anybody or anything,.

When you’ve exhausted your personal resources for hollowing out,
project or visualize or sense (whichever works now) a cloud...six feet
above your head, slightly larger than the size of your body. Postulate
that this cloud’s substance is made up of the very essence of Void;
let it hover suspended above you a few moments.

When you cannot get any “emptier” on your own efforts, beckon the
cloud down. (Don’t push the cloud, invite it.) Let the cloud drift
down at its own speed, enveloping your entire body as it falls to the
ground below. Stay with the exhale, eyes closed, while dropping
your spine into the earth below. Once the cloud has completely
encompassed your body, let it enter you through your skin in as
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many areas as it pervades. When it’s time, BE THE CLOUD. MERGE
WITH NO-FORM.

EXERCISE TWO: POLARIZATIONS

From No-Form, sense or visualize or project (whichever works now)
acircle—about ten feet in diameter—in front of you. Mentally, divide
it in half. Designate each side to a charged polarity.

NOTE: Select any one set of opposites carrying a strong personal
excitement andfor resistance. For example: Good/Evil, Love/Fear,
Order/Chaos, Decay/Growth, Freedom/Entrapment, etc. These are current
here[now expressions of living internal states; not to be confused with
concepts or socially-accepted definitions ABOUT them.

Upon discovering your “hot” polarity, send it into the circle with all
its inherent heat, light and information. Permit its autonomy, so it
acts as if it has a life of its own. Resettle back inside a deeper
NO-FORM.

From a moment of “peak No-Form,” step into one side of the circle
and allow its force inside you. Absorb its current into your body and
do not move until the accumulation of this current animates your
body into motion, i.e., an arm raises “by itself.”

Try something new. Instead of controlling or directing this force,
merge and surrender in to it. Serve its intention by yielding space
for its direct expression through you. Follow its most direct kinetic
pathways through the space around you. The direction is constant
follow-through...moment to moment commitment to serving the
source of the current.

When you personally feel saturated enough with one side of the
polarity, step over the dividing line and subject yourself to the
opposite state. Allow the same degree of absorption, surrender and
expression. For the rest of this exercise, alternate currents by
stepping back and forth between opposite states for the overall
purpose of stabilizing a point of balance or, integration.

NOTE: After you're done, return to the NO-FORM zone outside the circle
to dissolve any leftover identification with these forces. This tends to begin
the crucial process of restoring “ordinary consciousness” back again so you
can actually end the ritual and get back to whatever you were doing in the
first place.

These elementary exercises are actually preparatory stages for longer
more involved processes. However, the basic principles of No-Form,
Contact Point and Polarizations seem to exist inside all effective ritual
mediums no matter what the spiritual orientation. Genuine exposure to
No-Form alone is enough to enliven and thus separate any ritual from the
rote mechanism of routine. (Checking in with one’s imminent status as
another piece of void keeps things in perspective, I might add.)

Alternating Charged Zones

Ceremonial magick turns into performance ritual whenever ceremonial
skills are converted into successful theatrical conventions (towards
communicating theatrical truth through spiritual evocation.)

One ritual device I've converted to performance is laying out a floorplan
of alternating charged zones, right onto the stage itself. (This contributes
to the infrastructure though the audience never needs to see or even know
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about it.) Centerstage might be designated to “surrender to brainstem”;
downstage left to “negative force” and downstage right to “positive
force.” The entire upstage area could work as a No-Form Zone, where
performers charge and discharge during the course of the ritual. Outside
elements like music, poetic narrative and environmental design can
possibly flesh out the underlying skeletal framework.

THE RITUAL FUNCTION OF CONTAINMENT

Stage presence is often developed to significant degrees by a heightened
sense of self-regulation. The ritual skill of containment may be of special
interest to performers carried by a terrific, or overwhelming, force of
presence. When applied, this technique guides the individual’s outgoing
emanation back to its originating source (instead of its dispersing out to
the void beyond) for the purpose of its regeneration.

The process of containment allows the radiation of one’s energy out to the
periphery of one’s field, or aura. Then, instead of extending past one’s
personal energy boundaries, one learns to “bounce” it back to one’s center
again. As this process repeats itself in the moment-to-moment of stage
reality, the performer’s energy “recycles” itself while accumulating a
greater reserve of charge. This seems possible only insofar as one’s aware-
ness includes the outer boundary of one’s center and periphery, the force
of our presence oscillates and eventually resides.

With practice, the force of one’s presence is fed back to oneself as it is sent
out. The effect is of being under the influence of and subject to one’s own
emanation. By becoming more familiar with the placement of one’s energy
center and its energetic periphery, the performer grows more intimate
with the tendencies of his/her totality or, wave form. It is in one’s
complete identification with the unique signature of this wave form that
an irresistible integrity blossoms where there are no false moves and every
moment is, a miraculous tribute to what’s most true.
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