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and then totally extend) and movements of the skeleton (the pelvis rotates vertically,
shifting its weight to the free side, the knee flexes, the pelvis turns to the side, the
Jower limb rotates one way, the waist in the opposite direction). And this describes
only the movement of a Western subject wearing city shoes and walking on level
ground.

Bipedal walking mobilizes both a learned competency and involuntary input. A

baby who totters across the living room for the first time sets into motion an innate

motor program. His performance is played out by the abdominal and dorsal muscles
gs, hips, anms, shoulders), which

and the osteoarticular system {feet, ankles, knees, 1e

receive instructions by way of the peripheral nerves. Each participant responds by
informing the nervous system of its state and position. In response to this sensory
input, the brain modifies its command, immediately generating more feedback and
further adjustments. For a long time, scientists believed that these movements were
directed by a single control circuit in the brain. However, recent research has shown

that walking involves several distinct networks.®

The workings of proprioception are visible in anyone who is learnin
1. Toddlers wobble and sway as they correct their movements, gradually
the skill is finally acquired, it becomes auto-
d, we start to fall, then by swinging one arm

matic. Every time we take a step forwar
and the opposite leg forward, we regain our balance and catch ourselves from falling.
Walking literally embodies the process by which “the live being recurrently loses and

reéstablishes equilibrium with his surroundings” John Dewey).®
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The ABCs of Movement

The Dance of Ordinary Language
In the early 1950s, S3an Francisco-based choreographer Anna Halprin developed the

notion of task performance, the prescription and execution of improvisations
based on everyday gestures. She was interested in the way movement arises from
internal sensation. If you are aware of what is happening in
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there
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ther dancers to “walk down

of the Post-Moderns."”* She described lining up with forty ©
guard and onto the stage.”

the hall, through the door, down the steps, past the security
When and at what point does “everyday life” segue into “art”?

1 am #5 in line for Satisfyin’ Lover. . . -
My score is:

Enter when #1 pauses

Walk to 1/5 across stage

Stand 20 seconds

Continue walk to exit.

My experience of deing this simple work so far, just walking on stage and standing and then

walking, is that of being exposed. There's nothing to do but be yourself. A couple of previous
entered, and then in the middle of counting start to think:

performances, T've waited for my cue,
did I walk too fast? Nancy asked us to be calm, relaxed. . .. am1 calm? Oops, I'm thinking, not
1 stand in the black space of the

counting. . . - Breathe, sense the space, 1 remind myself. .
stage and iry not 0 look directly into the light. . . . People pass by me; I feel as if T am receding.
Thent Pm done counting and I go. It’s not the same walk T do upstairs to 80 down the hall, away

from s0 many eyeballs.*

In 1972, Paxton instigated “a contemporary game” he called Contact Improvisation
Was a means to explore the physical forces imposed on the body by gravity, by the
physics of momenturn, falling and lifting.”*® Paxton focused on breathing and becom-
ing aware of one's bones and muscles to explore what he calls “a form of perception

rather than a form of art”: “1 was trying 10 understand what makes integrity in move-

ment. I thought I spied in Cl a form arising from us rather than imposed upon us.

It's a garne that takes two people to win, SO it doesn’t create losers; it igriores gender,
ch communi-

size, and other differences. It's about attending to your reflexes in a tow

cation—faster than words, faster than conscious thinking.”"®
In Trisha Brown's pieces, dancers tried shifting and transferring weight, gravity, and
weightlessness. They walked down a ladder (Woman Walking down a Ladder, 1973),”

walked while suspended from & wall (Walking on the Walls, 1972),'% and crawled over

Manhattan rooftops (Roof Piece, 19 71).

Man Waltking down the Side o
Bark. Strapped int¢ a mountain-climber’s hamess with his arms held tightly to his

sides, he moved down the facade of a seven-story building at 80 Wooster Street in
Manhattan. Out of the audience’s view, an assistant on the toof gradually let out the
rope to hold the dancer perpendicular. Brown described the process as a “naturai
activity under the Stress of an unpatural setting. Gravity re

order. You statt at the top, walk straight down, stop at the bottom.”"?

f a Building was first performed in April 1970 by Jed

neged. Vast scale. Clear -
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artist were walking up the wall. As he explored various ways of keeping his balance,
Nauman wavered and wobbled, turned, advanced with difficulty, crawled, rolled, and
tripped, evoking the uncertain walk of the title character in Samuel Beckett’s novel,
Molloy (1951).2* Says the former vagrant Molloy: wiand having heard’ that when a man
in a forest thinks he is going in a straight line, in reality he is going in 2 circle, I did
my best to g0 in a circle, hoping in this way to go in a straight line. Yot I stopped
being half-witted and became sly, whenever I took the trouble. And my head was a
storehouse of useful knowledge. And if I did not go in a rigorously straight line, with
my system of going in a circle, at least T did not go in a circle, and that was some-
thing."® Like the Judson dancers, Nauman used his body as an instrument to explore
the limits of movements and the pull of gravity within the confines of the studio. He
said he wanted to make art “that was just there all at once . . like getting hit in the
back of the neck. You never see it coming; it just knocks you down.”* His videos
manage to show space in time while also conveying 2 sense of “all at once.” They are
often shown as a continuous loop without beginning o1 end. The repetitive gestures
and lack of any recognizable story line give even a casual viewer the impression after
a few minutes that the work has been seen in its entirety, like a fractal in which every
part reproduces the whole. In these pieces, he discovered that an effective way of
structuring time was o make a work that was ongoing: “there wasn’t a specific dura-
tion, so where this thing can just repeat and repeat and repeat, and you don’t have
to sit and watch the whole thing. . . . it became almost like an object that was there,
that you could go back and visit whenever you wanted to."*

The 1960s were a period of experimentation when artists pushed limits, and
boredom was one of those limits. During the same period, Andy Warho] was framing
pieces of space-time, beginning with the six-hour opus Sleep (1963), and Michael Snow
was exploring structure in films like Wavelength {1967), in which the camera takes
forty-five minutes to zoom into a photo of waves tacked to a wall.

Nauman transposes into time the serial structures of the minimalists. As his con-

temporary Eva Hesse said: “If something is meaningful, maybe it’s everl more mean-

ingful said ten times. . . . If something is absurd, it’s much more greatly exaggerated,
absurd, if it's repeated.””® Repetition, especially if it builds to a high energy Jevel, as
it does in Sufi devotional music {Qawwali), can induce in viewers a hypnotic or ecstatic
state of consciousness. Festasy comes from the ancient Greek éx-0TOCIS (ek-stasis) (to

be or stand outside oneself, a removal to elsewhere). In Nauman's videos, however;:

the repetition creates no such build-up and, if anything, causes Cneigy to be lost.
More than a decade later, Beckett himself made the television ballet Quad I+ '

(1982), which he called a “piece for four players, light and percussion.”” Accompa

nied by relentless, polyrhythrnical percussion, the cloaked performers in Quad I entet

the square one by one, each stooped figure following its own itinerary, distinguish-

able from its fellows only by the color of its cowl. Yellow, red, blue, and white, th

A Form of Perception or a Form of Art?

players scuttle around and through the s ;
precision, sm 1 quare, tracing triangles wi .
Fomes Qriad E'Otélllgf ;:rc;l;ljélg one another as each skirts the cgenter ;ill zzti;mffical
been reduced 10 what SOHDEWI; 1(second act in black and white. The percussic;n hEn
figures as they shuffle thro Shl N t.he footsteps of the four now identical ghostlj}ils
move like automata. A ugh their 'movements. All the way through, the {i :
. Although the piece is rather hypnotic to watci ’theereﬁiures
, no

buﬂd-up: the paCE iS Ie V Oow f \
g‘ulal‘, even S]. i i e

A Walk as an Experience

In his 1934 book Art as E ]
xperience, John Dewe
e continu] : v argues that the task of aesthetics is “
e he - nJcS ndultyl between the refined experiences that are works Zsft ert Cns 1dS h7to
veryd vents, doings and sufferings that are universally recognized toa an ’nt] .
yday v constitute

B perlence. ! EOI tlle laSt CEIltLlIy artists }]aUe deV I neth !Hl ])[]l] In art
.
ex ] e Oped. e OdS g g

a”d E Ie HltO CIOSGI contact. E{Obelt Illllou sums 1t up. art is WI]at make more

esponsive Acts: Listen!

ewey begins b i i
mergi oftl £ YéOOkmg for links between art and the everyday. How d
of ordin i ’ O wo
‘normal clevelopmenti:i ny experiences? What are “the factors and forces that fr: o
) of common human activities intoc matters of artistic valZ:’f?E?e

P . .
A t t,. Pq l\I h i h j s
5 4 concer CICUSSI0NIS ax eunaus Wltllessed the gIa ual IHSEI‘TIOII Of ever?-

EIYS unds into t V o)
: ounds into the concert hall, from Russolo thI'OU.gh Edgard arese and finally t

Jolin Cage, wh i
Ielglt. pigce' 4;2%,1;;7;55;&:1;:;1;(25 “t:ree;ree brought directly into the hall.” In Cage’s
Tt pece, 43 752), listeniers encouraged to pay attenti ordi
one sou tisC Rlerto;llécigilrj}f 4 3;’. relies for its meaning on tfle conc;,tn hzl fﬁf;rz
.I._‘O%}.éd e ek Si;uNlence tha‘t expects a pianist to perform. This methoci
encnl ot ‘Ordmaryr.sou ) euhausi “the audience seemed more impressed with
lv.e_s?;” o ey takx:: tsh placed 1ln a ‘sacred’ place than with the sounds them
 oincest balls Tossens ot o e: experiment a step further: “Why limit listenin tc;
idience outsider So in 11;16g;ng these sounds into the hall, why not simply tgake
Yok 1o la et i e z h? brought twenty participants into the streets of
85 tamped on thei s, Neuhas recounted s st performance, cred ot fo
b Eencs ‘ is first performance, catri
m ..bﬁng" ﬁz\f;ﬂ;ﬁg aliown 14th Street, they could hear “some slggc?;ilflz
| CGibanted by the s 5; pfo‘well‘f ?lant, and when they crossed a highway, the
o a0 b SOIneo fzts. tirewash.”* Later, he took them to his I:owez
o b e A of his percu‘ssion music. When invited to lead sub-
s, he made a point of saying nothing to encourage :lhe




Chapter 2

audience to really listen to their surroundings. For the most part, they followed his
example.

The idea is promising. But as someone twice removed from the events, I am left
with more questions than answers: what did Neuhaus's tour groups take away from
their experience? :

v[R]eceptivity is not passivity,” says Dewey. Nor is it mere recognition, which is
perception arrested before it has time 1O develop so that it can Serve some other
purpose. In recognition, we fall back on a previously formed scheme. When we 1ecog-
nize a voice on the phone as a friend or a telemarketer, we greet one and hang up on
the other. Recognition goes no further. Conversely, complete perception consists of “a
series of responsive acts that accumulate toward objective fulfillment.” It involves an
act of reconstructive doing, in which consciousness becomes alive. This process requires
the implicit cooperation of motor elements: “an act of perception proceeds by waves
that extend serially throughout the entite organism.” It entails “the going-out of energy
in order to receive, not a withholding of energy. To steep ourselves in a subject matter,
we have first to plunge into it.3 1 decided to take the plunge in New York.

Coming to Terms with Central Park
1 began by going into Central Park through the wrong entrance. After collecting Janet
Cardiff's audio guide, Her Long Black Hair, at the Public Art Fund on East 53rd Street,
I entered the park as soom as I caught a ghimpse of it, wandering for twenty-five
minutes before locating the Jose Marti statue that stood opposite Sixth Avenue. After
the merciless grid of city streets outside the park, here the winding paths were irregular
and asymmetrical, like those of an English-style garden. Between 1858, when Central
park was started, until its completion in 1873, cattloads of depleted soil and rocks
were dug up and replaced by fertile topsoil brought in from New Jersey. Hundreds of
families were displaced t0 make room for over 4 million trees, shrubs, and plants.
Janet Cardiff’s low voice in my ¢ar interrupted my reverie: “] have some photo-
graphs to show you. Take out the first one. Number one, it says. It was 1965. Almost
40 years ago. Line up the image to the scene in front of us. It's taken from where we're

sitting now. The tree is in blossom. Look at the Trump building back then . . . and

the women’s hats. They're all wearing them.”

Trumpets and tubas: is a brass band marching past as 1 study the seated audience."
in the photo (figure 2.1)? I had forgotten about pillbox hats with veils. The First Lady:

was wearing one of those in the Dallas motorcade on November 22, 1963.

4put the picture away. I hope it doesn't rain again because ] want you to walk with

me.” 11ook up: there is no band, just a couple of horse-drawn buggies with a cargo of

tourists. “Get up. Go to the right. Walk past the statue. Try to walk to the sound of

my footsteps 50 We can stay togethei. . . . And then down the stairs . . . all the wa
to the bottom.”
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Figure 2.1

Janet Cardiff, Her Long Black Hair, 2004. Audio to
Janet Cardiff designed the forty-six-m.inute auc? )
tour for the Public Art Fund in New York City. Vi 1'0
tors to Central Park were given a compact. dizll;
playf.zr, a map, and a set of snapshots, Whil
walking the route presciibed by the nan‘at;)r theie
experience was augmented by music, spokerfl textr
a—nd sound samples, many of which came from th ’
site being explored. Courtesy of the artist; Luhrine
Augustine, New York; Galerie Barbara Wei;s Berli g
and Public Art Fund, New York. a: Trump’ets arj;
tubas, it sounds Hke a brass band is marching past
b: A snapshot made by Cardiff shows the pond‘
frozen over, yet today is warm. ¢; Near the end of
lthe walk, the narrator points out the Dakota build
ing, where John Lennon lived and died. The founc;
snapshot shows a woman with long black hai
standing at this spot with her back to the photog1f

rapher: “She’s froze
the lake.” n by the camera, forever facing
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Map, compact disk player in a bag with a shoulder strap, headset, photographs.
These items, though neither heavy nor bulky, occupy my hands and monopolize my
attention. It is hard to take notes, make sketches, or take photos while listening and
looking. I decide not to try. Even 50, I find myself stopping frequently, backtracking
on the CD. My son had come with me, but we could not share the experience. If we
had each taken an earphone, we would have missed the illusion of three-dimensional
sound.

Is that someone sneaking up pehind me? Cardiff told me not to look back, but I
do so instinctively. No one. The sound of scissors makes me jump. She’s cutting hair?

Reading over my notes later, | cannot always distinguish what 1 saw from what

Cardiff’s voice in my €ar told me she could see: A man seated on a bench with all of
his belongings in garbage bags, waiting for the park to close. If he had been there
when 1 was, he would have had a long wait. Cardiff admitted to being a bit scared,
"but it seems safe.” A fleeting, involuntary image, almost a reflex in a woman walking

alone. In 1989, a young womail jogging in Central Park was brutally raped and left

for dead.
Later on the CD, after a chorus of “hellos,” a phone rings:

Jlanet’s voice: Hello?
Man's voice: 'Whesze are you?
j; In the park.
Man: Be careful.
J: Don't worty. There's lots of people around. What are you doing?
Man: 1 just had dinner.
J: Keep to the left.
Man: What?
J: U'm just recording. 11l phone you later, ok?
I noticed people lying on the grass, and Cardiff saw a couple kissing, or was it the
y? One of her snapshots showed the pond frozen Over. Today it was warm. By

contrar
the time ! left, the lawns were Jittered with sunbathers. She describes squatters walking

on a tightrope. Pop!

Do you hear hat? They're shooting scavengers,
eat the garbage in the ci
have to shoot them.
Who are they, 1 wondei? The groundskeepers? The image is jarring. During th

building of Ceniral Park, “[tlhe political quagmire was matched by the appearance of
the park itself, which was rubbish-strewn, deep in mul
squatters’ huts, and overrun with goats left behind by
eventually impounded, the rampant goats were a great Nuisance,

the park’s few trees.”®

the wild goats and pigs. They were supposed to -
ty streess, but they keep coming into the park to eat the grass. So they :

d, filled with recently vacated
the squatters. Uniil they Were,
eating the foliage of.
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“At this very moment . . . an organ-grinder in
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Artist's Experience and Viewer's Experience

John Dewey defines “an experience” as one in which “the material expetienced runs

its course 1o fulfiliment.”* This happens when we finish a job, solve a problem, OF
finish an activity like playing a game of chess or eating a meal. It happens when an
action “is a whole with its owni individualizing quality and self-sufficiency. It is an
experience.”® He opposes this to nionaesthetic experience in which we are not €on-
cerned with the outcome of the connection with previous events. We yield to outside
pressure or evade; we do not complete what we started.® The enemies of the aesthetic
are the humdrum, the slackness of loose ends. A walk can be an experience in this
sense if it is complete. Janet Cardiff designed Her Long Black Hair as a whole. 1f I broke
it off in the middle, would 1 then compromise its integrity? Although 1 was prevented
by construction fences from reaching the edge of the water at the end of the walk,
my greatest difficulty came from rewinding the recording. 1 did this several times.
Then on the way back to the entrance, I listened t0 the beginning again o help me
remember it. Although this is probably akin to the approach of professionals {musi-
cians do not listen to music the way the rest of us do), it seemed somehow to minimize
the experience. The experience should have to be completed at least once before we
can analyze 1t.

An experience caf also be distinguished from other experiences. It 18 composed of
both disturbance and harmony: the passage from one 10 the other is the moment of
wintensest life.” If everything were entitely harmonious, it would be impossible t0
distinguish sleeping from waking. If it were only perturbed, with one interruption
after the other, the odds would be too great: “In a world made after the pattern of
ours, moments of folfillment punctuate experience with rhythmically enjoyed inter-
vals.”*! Taking in, responding {0, 2 vital experience requires reconstruction, which may

bring pain or pleasure—Or both.

Doing/Undergoing: Two Sides to Every Story

Art involves both audience
undergoing” that makes an experience what it is: “To perceive, 2 peholder must create

his own experience. This means ordering the elemen

Dewey,* so too the beholder. Both must extract what is significant. Moreover, thi
operation takes time. There is form because there is dynamic organization. It is
growth through the stages of inception, development, and fulfillment: “What distin
guishes an experience as aesthetic is conversion of tesistance and tensions . . . into.
movement toward an inclusive and fulfilling close.” He compartes it 10 the advant
of an army where “all gains from what has already been effected are periodicaﬂ

consolidated.”*

~her

and artist engaging in “the intimate union of doing and

ts into a whole, Just as the “artist -
selected, simplified, clarified, abridged and condensed according to his interest,” writes:
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telling a story to build the intimacy that is necessary to create interest (and narrative
tension) while still allowing the result to be open-ended.*

Begun at the instigation of curator Tom Eccles, Her Long Black Hair took six years
to make. The artist searched New York to find a place that was quiet enough for the
immersive experience she imagined: Manhattan lacks meandering side streets where
the listener can be alone.* After settling on Central Park, she began filming there with
a view to defining an itinerary. The route needed physicality and contrast, variety and
texture (like a drawing, she notes, or a landscape}, so she wanted to include both small
and large spaces, quiet and noisy parts. It was important to “ground the listener’s body
];)hys.'n:ally.”50 Although the soundtrack overlays many layers of dialog, Cardiff elimi-
nated the words whenever possible so the sounds themselves could produce the effects
she wanted.

Narrative Threads

The tecording is divided into six tracks, each one beginning at a place matked on the
map—including the Jose Marti statue, the tunnel, the dog's statue and “the last bench
facing gnarled tree and lamppost.” These places play 1o structural part, says the artist,
but are there only to help orient visitors and allow them to line up what they hear
with visible landmarks.**

The title comes from a Baudelaire poem, ] a chevelure” (The head of hair), which
Cardiff quotes several times. The woman in the found photos also has “long dark hair.”
The narrative is fragmented, as in most of her other works. Cardiff weaves in several
parallel stories, juxtaposing collective history (the digging of Central Park in the mid-
nineteenth century, when “they uncovered human bones buried a hundred years
before”), fiction (the flight of arunaway slave)®?, and mythology (Orpheusand Eurydice),
with private memories (her own encounters while taping sounds in the park, fleeting
memories of cutting her hair or watching her husband sleep). Other verbal images evoke

Cardiff’s themes of predilection—a friend whose mother abandoned him when he was:
small, three pedestrians, Kierkegaard in Copenhagen, Baudelaire in Paris, and &
{fictive?) escaped slave in America. At times, Cardiff links the different strands of het.

narrative: “In 1850 while Harry Thomas made his epic nighttime journey acro
America, three months of walking, Baudelaire walked the streets of Paris. I like to ima

ine that at times their footsteps, lined up as if they walked together.” To dramatize the:

experience, a low-pitched voice can be heard singing “Sometimes | feel like a motherless
child” a cappella. Elsewhere, opera singers perform airs from Gluck’s Orfeo ed Euridice

When a couple asks her to photograph them on the bridge, she notes “A lot-of
photos have been taken from here. The camera tries over and over to capture it b
it can’t.” Along with the map of the park, the visitor can consult a set of five sna
shots—one made by Cardiff duting a previous visit, the others found at a flea ma_l'k' !
Three of these showed a young dark-haired woman posing in different areas of th
park. Cardiff instructs us to stop at each of these locations.

A Form of Perception or a Form of Art?

She speculates about the woman and the photographer, her companion. “Why were
there no photos of them together?” “We don’t know if she’s happy or sad, if they
stayed together or walked home separately.” At the end, before telling us tor look at
the last photo (where the woman turns her back to the camera}, she whispers a bit
melodramatically: “Don’t look around. I think Orpheus’s final glance must have been
very much like a snapshot, burned into his retina forever.”

A Dialectical Landscape?

In a 1973 essay titled “Frederick Law Olmsted and the Dialectical Landscape,” Robert
Smithson presents Olmsted, the creator of Central Park, as “America’s first ‘earthwork
artist’.”*A photograph of the site from 1858 showed that the land used for the park
was already degraded, like the strip-mining regions Smithson had seen in 1972 in
southeastern Ohio. He declared “the best sites for ‘earth art’ are sites that have been

._disrupted by industry, reckless urbanization, or nature’s own devastation.”**

Janet Cardiff's narrator takes a more traditional view: “Olmstead designed this park

'With the aesthetics of landscape painting in mind. There’s a foreground of trees and

ass with a winding lane. Then the rough texture of the rock contrasts with the light-

iess of the tree foliage.” These remarks illustrate the way that the artist built her walk

t fqllow the course of a stream that was covered over when the park was created.
ike _Smithson, she’s interested in the multiple narrative layers that anchor her story

: __t_he_ site’s past. Sometimes her attempts to create resonance sound strained: “The

ol ers who fought during the Civil War could have walked along this path and seen

his trée. . . . Perhaps beauty is linked to things that vanish. It's about our sadness at
ar i : git but not being able to catch it.” At other times, simple details set off recog-

ion. When she recounts coming to New York as an art student many years earlier,

._ .b‘ge__n ripped open te make way for a freeway. On their walls, several layers
: p_a}per recapitulated the physical history of each room: flower prints lay

:pa_ﬂ_; can no longer be seen as ‘a thing-in-itself’, but rather as a process

at .gsl.ﬂps existing in a physical region”> An “endless maze of relations
H_nections", it evolves continually and “nothing remains what or where
ftl\:l_f& .egins with an epigraph, in which Olmstead recounts visiting the

tt ¥ ) - .
€3 umont in Paris with the landscape architect who had designed

Olmstead i ;
Jmsted _._complnnented him on “the best piece of artificial planting of its
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age” he had ever seen, his interlocutor “smiled and said, ‘Shali I confess that it is a
result of neglect?””®” At the time Smithson was writing, New York City was on the
verge of bankruptcy and Central Park showed signs of decline:

In the spillway that pours out of the Wollman Memorial lce Rink, I noticed a metal grocery cart
and a trash basket hatf-submerged in the water. further down, the spillway becomes 2 brook
choked with mud and tin cans. The mud then spews under the Gapstow Bridge to become 2
muddy sleugh that snundates a good part of The Pond, leaving the rest of The Pond aswitl with
oil slicks, sludge, and dixie cups.*®

By the time Cardiff created her piece, the neglect had been displaced. The lawns
in Central Park are now groomed for tourists, yet the homeless man sprawled on a
bench evokes the underside of the city’s prosperity. Smithson suggested dredging the
mud and depositing it “on a site in the city that needs ‘“fill’ The transportation of
mud would be followed from point of extraction to point of deposition. A conscious-
ness of mud and the realms of sedimentation is necessary in order to understand the
landscape as it exists.”? Cardiff's sound-work evokes this sedimentation metaphori-

cally—yet on site, in the real landscape.

Augmented Walking
To build her audio tours, Janet Cardiff “uses miniature microphones placed in the ears

of a person. The result is an incredibly lifelike 3D reproduction of sound. Played back
on a headset, it is almost as if the recorded events were taking place live.” She records
the main track and adds as many as eighteen tracks of layered sound effects, music,
and voices.

Binaural sound is not new. In 1881, the thédtrophone allowed Parisian subscribers
to listen to the opera from their homes using a telephone equipped with a special
headset and small speakers for each ear. Proust was a subscriber. Forty years later, a
Connecticut radio station tried a stereo experience, broadcasting sound for each ear
on different frequencies. Listeners needed to have two radios.*

In 1930, Walter Ruttmann made a “movie for ears” that used only the sound track
on a reel of film. Wochenende (Weekend) used sound effects to create mental images
and enhance the narrative. It could be either broadcast on radio or projected as a
movie without images. Shortly before the onset of World War 1I, Orson Welles's,
Mercury Theater on the Air staged a radio performance of H. G. Wells's 1898 novel
War of the Worlds that was 30 effective that listeners felt they were “witnessing” an
invasion of unidentified flying objects in Grover's Mill, New Jersey.”

These works differ fundamentally from Cardiff’s, since their listeners stay sti
than moving through space. Her sound walks rely on the mode of perception assoct
ated with portable museunt audio guides, which date to the cassette tape recorders 'Of
the early 1960s.5% In the 1990s, museums adopted the computerized system Inform
using CDs so that users could invent their own path through the exhibition.*® -

1l rather
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streets of Paris. The area we explored encompassed small side streets, a park, an
expanse of open ground near a building project, and an industrial loading dock on
the banks of the Seine.

Without speaking, the group formed a mobile architecture in which the individual
parts worked together to create an overall shape, a fluid configuration that was arrived
at by subtle negotiation. Both the walkers, who were busy concentrating on being
“here” while we walked, and the passers-by, whose remarks were met by silence, per-
ceived the urban landscape differently. Like a line of pupils on a class Aeld trip or the
dancers in Satisfyin’ Lover, we learned to move through space collaboratively. Crossing
busy streets, walking up and down steps, sharing the shifting space within the elastic
band while keeping pace with each other, we produced a proprioceptive architecture
that insiders and outsiders alike could feel as well as see. Were we on our way to

. becoming an army, swapping our individuality for a group identity? When the walk

was over, as we stepped outside of the band, the artists handed us kites they had been

“‘carrying in a backpack. We watched the kites soar to the sky. Walking together struc-
~fured our perception here, and as we moved along, the time we spent confined within

the elastic band felt like an experience. It culminated in a collective letting go. As if

“-bitds were free.

faco and Andrea Sonnberger, Here whilst we walk (Aqui enquanto caminhamos), 2006.
ot silent participants moves through the city streets within the limits of an elastic band.




Leonardo
Roger F. Malina, Executive Editor
Sean Cubiti, Editor-in-Chief

Information Arts: Intersections of Art, Science, and Technology, Stephen Wilson, 2002
Virtual Art: From lusion to Irmmersion, Oliver Grau, 2003

Wormen, Art, and Technology, edited by Judy Malloy, 2003

Protocol: How Control Exists after Decentralization, Alexander R. Galloway, 2004

At g Distance: Precursors to Art and Activism on the Internet, edited by Annmarie Chandler and
Norie Neumark, 2005

The Visual Mind I, edited by Michele Emmer, 2005

CODE: Collaborative Ownership and the Digital Economy, edited by Rishab Aiyer Ghosh, 2005
The Global Genome: Biotechnolagy, Politics, and Culture, Eugene Thacker, 2005

Media Ecologies: Materialist Energles in Art and Technoculture, Matthew Fuller, 2005

New Media Poetics: Comtexts, Technotexts, and Theories, edited by Adalaide Morris and Thomas
Swiss, 2006

Aesthetic Computing, edited by Paul A. Fishwick, 2006

Digital Performance: A History of New Media in Theater, Dance, Performance Art, and Installation,
Steve Dixon, 2006

MediaArtHistories, edited by Oliver Grau, 2006

From Technological to Virtual Art, Frank Popper, 2007
META/DATA: A Digital Poefics, Mark Amerika, 2007
Signs of Life: Bio Art and Beyond, Eduardo Kac, 2007

The Hidden Sense: Synesthesia in Art and Science, Cretien van Campen, 2007
Closer: Performance, Technologies, Phenomenclagy, Susan Kozel, 2007

Video: The Reflexive Mediumn, Yvonne Spielmana, 2007

Software Studies: A Lexicon, Matthew Fuller, 2008

Tactical Biopolitics: Theory, Practice, and the Life Sciences, edited by Beatriz da Costa and Kavita
Philip, 2008

White Heat and Cold Logic: British Computer Art 1960-1980, edited by Paul Brown, Charlie Gere,
Nicholas Lambert, and Catherine Mason, 2008

Curating New Media Art, Beryl Graham and Sarah Cook, 2010

Green Light: Notes toward an Art of Evolution, George Gessert, 2010

Enfoldment and Infinity: An Islamic Genealogy of New Media Arl, Laura U. Marks, 2010
Synthetics: Aspects of Art and Tt echrology in Australia, 19561975, Stephen Jones, 2011
Hybrid Cultures: Japanese Media Arts in Dialogue with the West, Yvonne Spielmann, 2012
Walking and Mapping: Artists as Cartographers, Karen O’Rourke, 2013

See http://mitpress.mit.edu for a complete list of titles in this series.

Walking and Mapping

Artists as Cartographers

Karen O'Rourke

' The MIT Press

Cambridge, Massachusetts
ondon, England




© 2013 Massachusetts Institute of Technology

All rights reserved. No part of this book may be reproduced in any form by any electronic or
mechanical means (including photocopying, recording, or information storage and retrieval)
without permission in writing from the publisher.

MIT Press books may be purchased at special quantity discounts for business or sales promotional
use. For information, please email special_sales@mitpress.mit.edu or write to Special Sales Depart-
ment, The MIT Press, 55 Hayward Street, Cambridge, MA 02142

This book was set in Stone Serif and Stone Sans by Toppan Best-set Premedia Limited,
Hong Kong. Printed and bound in the United States of America.

Library of Congress Cataloging-in-Publication Pata

Q'Rourke, Karen.
Walking and mapping : artists as cartographers / Karen O’Rourke.
p. cm. — (Leonardo book series)
Includes bibliographical references and index.
ISBN 978-0-262-01850-0 (hardcover : alk. paper)
1. Artists as cartographers. 2. Arts, Modern—20th century—Philosophy. 3. Arts, Modern—20th
century—Philosophy. 4. Walking—Philesephy. 1. Title.
NX175.076 2013
700.9'04-—dc23
2012020866

109 8 7 6 5 43 21

For Bernard




