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Media Ecology and the Arts

Faye Ran
Metropolitan College of New Y ork

In the reaim of aeshetic inquiry, meda ecoogy deak not only with the ways in which
techhological charge is implicated in cultural concegions of art, but also with how an art piece
communicates and affects human percegtions, feelings, concerrs, underdandings, and values
This paperOsbjecive is to outline how, astecologies change, conceptions of time and space
change and, as a reault, art changes indeed sometimes an ertirely new art form is created
Speciffically, the paper discusses some of the influencesand consequerncesof late-19"- and 20™-
certury tecmology and how they gave rise to anew genre called, installation art, whichisin and
of itself a forum for both tecmophilic and tecmophobic reections to timespacecharacterization
and simulation.

Media Ecology and the Arts

chdlengeand change we mug continudly engage in the perusal and study of artistic

endeavors. The arts are indispensable tools for undestanding the human condition.
AsMcLuhan (1964)explains artists are those individuds, in any scientific or humanistic
discipling able to grasp the implications of their own actionsand of new knowledgein
their time. Of men were able to be convinced that art is precise advance knowledge of
how to copewith the psychic and soda consequences of the next technology, would they
all become artists?0Ohe asks. GDr would they begin a careful trandation of new art forms
into sodal navigaion charts?O(p. 71) McLuhan persondly declares himself Guriousto
know wha would hgppen if art were suddenly seen for wha it is, namely, exact
information of how to rearrange one&3 psyche in order to anticipate the next blow from
our own extended facultiesO(p. 71). It isacuriodty shared and, hopdully, encouraged by
this paper.

Media ecology traditiondly studies thewaysin which technologies and informationd
systems reshgpe cultural conaeptions values, and practices. John Thompson (1990) in
his book, Ideology and Mode'n Culture, calls for Ga depth-hermeneutical Oapproach to
art, saying tha

I F we wish to comprehend and deciphe messages of cultura and technological

even works of art which seem timeless and universal are characterized by
definite conditionsof produdion, circulation and reception, fromrelations
of paronagein sixteenth-century Florence to the showroons of amoden
gdlery or museum, fromthe courts of elghteenth-century Viennato the
concert hdls, television screensor compact discstoday. (pp. 281-282)

In other words an artwork is arepostory of meaning capable of revealing notonly its
creator@ intendead message, but also the ecological conditionsof its birth, place, time, and
cultural milieu.
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| would like to engage in a brief media ecological look of indallation art to show
how, as technologies change conaptions of time and space change and as a result, art
changes; in the case of indallation art, an entirely new art form may be created. However,
as media theorist Dennis McQuall (1994) points out, one cannot establish a definitive
technology-culture GeffectObecause Qechnologies themselves are also cultural artifacts
and there is no way of bresking into the circleO(p. 108). Technologies have a mediated
impact on cultural practices; thar GffectsOcan be described only as observable paterns
of conequence emerge | will argue tha as new uses develop, individuds as well as
ingitutionsmay create new cultural forms and meanings

In the art criticism of the 1960s and 1970s an interesting linguistic evolution
occurredN works of art indalled in various gdleries, museums, and exhibition contexts
become sporadically and increasingly referred to as indallations By the 1980s and
1990s onefoundreferences to indallation as an art form, as a genre in and of itself; in
1990, the first Museum of Ingallation Art opened in London.Indalation is, in fact, a
very recently pioneered form of art making and display. Its rapid evolution and increased
presence in public venues, gdleries, museums, art festivals, and nontraditiond sites
require critical characterization and explanation.

Wha isindallation art? Ingallation is a hybrid form of practice and inquiry drawing
upon many disciplines and histories, from architecture and peformance art, to panting,
sculpture, film, and video. The mog significant qualifying characteristic of indallation as
a podmoden artigtic disciplineis its refusal to concentrate meaning in a core, favoring
ingead the condderation of a nunmber of elements and the mutud interrelationship of
these elements to oneanothe. In the same way ecology studies the relationship between
a system and its environment, ingallation art will often focus on therelationship between
objects and ther context, or beween objects, viewers, and acts of intervention.
Exhibition and spectatorship within temporal-spaial conditionsare implicit in the work,
made manifest by thework, or chdlenged by it.

Examples of ingallation art indude Robet Smithson® and Christo® site-specific and
time-based, large-scale ingallations; Dan Flavin@® and Robat Irwin@ space containment
and visbility controlled environments, Gordon Matta-Clark@ and Dan GrahanG
investigations of architecture as soda space; Barbaa Kruga@ and Joseph Kosuth@
environmental explorations of the structure of languaye and signs, Charles Simonds®
miniature archeological ingallationsof an imaginay civilization hecalls, Q.ittle PeopleQ
Bruce Nauman® Nam June Paik@ and Wolf Vogell@ use of video as object and
performance; Vito Accond@ and Joseph Beuys® paformance indallations the Body
Art, Qiving sculptureQingallationsof Gilbert and George: Colette@ tableau vivants, and
AnaMendieta@ ritudistic earthly imprints in which her body fundions as both site and
image Indalation® expanded object-events confirm the arbitrariness of beng and
provokea reevaluaion of therelationship between art and readlity. Indallationwill take us
from site-specific environments, which can be known and completed only by the
viewer@ presence and paticipation, to the fully immersive (i.e., head-mounied display,
body suit, and glove) three-dimensond conaeptud environments of virtud redlity. The
ideological latitudes and attitudes of ingallation art have come to indude experimentsin
extensondity, displacement, emplacement, and transcendence, encompassing a broad
range of works dedling with acts of (placingO and Qmisplacing® from physcal
incarceration, containerization, and habitation, to territorial incursion, navigation, acts of
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popuktion and depopuktion, investiture, anchorage, didocation and disarrangament,
storage, packing, and wrapping. Indallation is a meansby which to locate and experience
the passing of tradition and reinventionsof self, society, and everyday life.

While ingallation art has been evolving as a new art form with different branches and
offshoots, indallation as a genre can only be truly undestood and appreciated with
diaectical and continuousreference to the debaes and protean aesthetics of modenist
and podmodeanist discourse. Indallation art is a reaction and accommodaion to the
technological and philosophical changes tha began in the 19" century and accelerated in
the 20" centuryN changes so sweeping in scope and significance tha many have
characterized them as a revolution in worldview, a paradigm shift from a GnodenOto a
QrogmodenO condruction of Qeality,0 &knowedgeO and Godety.O Pogmodenism
purports to break with modenism, to reformulate and reform the space and place of art,
therole of the artist, and the cultural field of aesthetic signification. Indallation art as a
pogmodean art form takes the form of indallation as expanded sculpture (emphasizing
context, site, and environment) and indallation as expanded theater (emphasizing
performer, peformance, and public). The three mog significant features that gave rise to
the possibility of indallation art were (a) the use of ready-mades, thar assodationdly
charged presence, and the reverberationsinhaent in questioning the distinction between
art and non-art, reality and artificiaity; (b) the use of collage as a means of exploring
divergent or complementary relationships and (c) the shift from an atomistic view of an
art work to a systemic oneg i.e., looking at a nunber of different and interacting elements
as awhole in which the meaning of awork of art isafundion of content, context, system
of produdion, andframe of reference.

Content, context, produdion, and frames of reference are, of course, embeddad and
defined in time and space. Both time and space indicate relationship and order and may
be viewed as actud and conaete, or metaphaical and abdract. To eluddae and
articulate all the definitions propeties, and values ascribed to time and space within the
context of art and expeience would result in immense and voluminous examindion
beyondthe reach and scope of this pgoer. Wha can be doneisto outlinein broad strokes
the major paadigmatic shifts in time-space conceptudization, and briefly describe how
ingallation art evolved into a forum for al the various reactions to time-space
characterization and technology.

Mog cultural theorists (Havelodk, 1971;Innis, 1951; McLuhan, 1988; Shlain, 1991)
attribute the creation of afirst science of space to the Greeks as a fundion of thar having
developdl the first streamlined alphabet. Its linearity also changed the notion of time
from a cyclic one to a linear, directed, and progressive-linear one The aphaea
trandormed the preliterate or acoustic space of the Greeks into a visud space; although
the multi-locationdism of 20"-century Cubism, with its simultaneous exhibition of
interiors and exteriors of objects, heralded areturn to a panterly form of acoudic space.

It was, however, Eudid, the Greek mathematician and fathe of geometry, who
systemically codified space. Leonad Shlain (1991), in his book, Art and Physics,
describes Eudid® space as Quniform, continuots and homogenous. . . no potholes,
bumps or curves and everywhere was presumed to be the sameO(pp. 30-31). If space had
no subgance, it therefore followed tha one could place objects, forms, and figures in
gpace without affecting the space or the objects. Space could not interact with mass or
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form because it was essentially nothing; it Qvas the empty container in which Greeks
could arrangethethingsof ther realityO(p. 20).

In the Middle Ages, however, Eudidean space and Aristotelian time (i.e., time as
duration and measure) gave way to theological representation. McLuhan (1964)notes, for
medieval man, as for primitive man, space was not honogenous it did not contain
objectsN each object or thing madeits own space. In medieval art, there was no rationdly
connected space into which an object had to fit (p. 149. Lewis Mumford (1963) also
characterizes the medieval world as one in which space and time were two relatively
indgendent systems. Space was organized symbolicalyN e.g., heaven above hdl
bdowN and actud spdia relations were subordinae to alegorical correspondences.
Time comprised past and contemporary events simultaneoudy. It was a symbolic world
of space and time in which Geverything was either a mystery or a miracleO(pp. 18-20).
Mumford describes time and space in Gothic art as successive and unrelated; Qhe
immediate and the eternd, the near and the far were confused. O He adds that in the
Renaissance, space and time were coordinaed into a single system through a unique
monoailar viewpoint in which Gevents remained fixed within a single frame established
a a set distance from the observer whose existence with reference to the system was
innoantly taken for grantedQ(p. 342)

Indeed, the Renassance was a turning point in time and space conceptudization. By
1435, Leon Battista Alberti published a treatise on the laws of perspective, which were
firmly groundel in Eudidean prindples. The pespectivist paradigm basically described a
panting as reflecting tha which a painter looking througha pegphole fixed at a specific
location in front of awindowwould seeN a picture of an unmoving, one-eyed view of the
outsideworld.

From the 13" century to the 1860s perspectivist conventions prevailed in artistic
depictions while from the 15" to the early-20" century, Western civilization relied on
classical physcs to corroborate ideas of Eudidean space and progressive time. (Before
relativity, no scientist could conceive tha the present moment was not a clear picture of
many events in space occurring in onearrested ingant of time. According to Eingein, this
clarity was an illusonQ(Shlain, 1991,p. 135). Einstein@ theory of relativity would show
tha perceptionsof theworld were actudly observer-dependent. Time was alocal internd
feature of a system of obervation; al tempora coordinaes were relative to a specific
reference system (Kern, 1983,p. 18).

Indeed, the two events tha mog significantly chdlenged previous time-space
paradigms were the introdudion of the camera (1839) and Eingein® specia theory of
relativity (1905. The photographic medium and conacomitant notions of veracity and
ingantaneity would increasingly be seen and interpreted as a chdlenge to mimetic art
forms and movements (i.e,, realism and nauralism), and to ther authoiity and standards
in matters of presentationd and representationd truth, while the uniform and continuous
space of Newton would be jettisoned in favor of Eingein® scheme in which space and
time are so interdependent that they cannot be conceived of as separateN they should be
conddered oneentity, that is, spacetime. Newton® idea of space and time as dynanic, as
events developing with the passage of time (i.e., in a onedimensond movement from
past to present to future) would be re-posted by Eingein@® special theory of relativity as
stasisN events do not develop, they are.
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CEingein pronouned the doomof continuousor @ationd Ospace, OMcLuhan (1964)
writes, Gind the way was made clear for Picasso and the Marx brothers and MADO(p.
150). Shlain (1991)takes up this very point, writing, GExplicit in Eingein® formulas and
implicit in a Cubist painting is the conaept tha all frames of reference are relative to one
anotherO(p. 192) There is no sequential time in Cubism; representationsare ndther of a
fixed moment in space nor of a timeless ideal. Cubism and, immediately thereafter,
Futurism were both attuned to the conaoept of simultanety. According to Eingein,
everything is smultaneous at light speed in spacetime. In Duchamp® famous 1912
Cubist-Futurist painting, Nude Descending a Stircase No. 2, the figure exists in past,
present, and future, with no element privileged over any other; the figure@ postion is a
fundion of its moving through a space-time coninuum where space and time are
insgeparable. Later, video technology and software, with thar space-organizing and time-
organizing structures, would promote an Qinywhere, anytimeO sendbility wherein
information is ingantaneousand simultaneoudy availableN time appears to collapse and
gpace seems to dissolve.

Sodologists and art theorists such as Daniel Bell (1976) Anthony Giddens (1991)
David Harvey (1989) Fredric Jameson (1991) Victor Burgin (1987) and Margot
Lovgoy (1989)describe modenity or pogmodernity in terms of a specific experience of
space and time or time-space trandormation. The search for the here-nessOof here and
the Ghow-nessO of now became a critical 20" and 21% century philosophical,
psychological, and aesthetic quest for meaning, identity, and ontological security.

Margot Lovgoy (1989, in Pogmoden Currents, asserts that phobgraphy Qatalyzed
the moden ethos in art,O while eectronic technologies ushered in the age of the
pogmodean (p.1). In 1839,with theinvention of photography presented to the public, the
classicist critic Delaroche declared tha panting was dead; but, as Lovgoy demongrates,
each time new conditionsarise, the question of What is Art?0resurfaces. Orhe question
is not whether art is dead,Oshe writes, ut how the need for it has been transormed by
technology, how technology has change its very nature, the way it is used and its very
formO(p. 267).

Andreas Huyssen (1986) in his book, After the Great Divide, takes the postion tha
no single factor influenced the emergence of 20"-century avant-garde art as much as
technology. GFrom Dadaon Ohewrites,

the avant-garde movements distinguish themselves from preceding
movements such as Impressionism, Naturalism, and Cubism notonly in
their attack on Ongtitutiond artGes such, butalso in ther radical break
with thereferential mimetic aesthetic and its notion of theautononmousand
organic work of art. (p. 9)

He continues:

Theinvasion of the very fabric of the art object by technology and wha
onemay loosly cal thetechno-logical imagination can best begrasped in
artistic practices such as collage, assemblage, montage and phoomontage
it findsits ultimate fulfillment in phaography andfilm, art forms which
cannotonly bereproduceed, butwhich arein fact designed for mechanical
reprodudion. (p. 9)
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Indeed, for Mumford (1963, writing in the 1930s the motion picture, more than any
other traditiond art form, symbolized and expressed the GnodenOday world-picture and
its concmitant conceptionsof time and space. He bdieved tha only the motion picture,
with its ever-present camera eye, use of close-ups, synopic views, and shifting events,
was capéble of truly representing Quith any degree of conaeteness the emergent world-
view tha differentiates our culture from every preceding oned (p. 342);, only motion
pictures had spatial forms always shown in and throughtime, and only motion pictures
had the unique capacity of symbolizing and expressing the world beyond an individud®
direct perception or grasp (p. 343. Of course, subsequently, television® roundthe-clock
colonization of time and globd coverage created time-withouttime, time-within-time,
space-within-space, and space-beyondspace possibilities for aesthetic and cultura
expression. Televison® erasure of everyday understandings of distance and duration
gaverise to new ddinitionsof site-specificity and situaion (Ferguson, 1990)

Along with the recognition of phaography® technological prowess in yielding an
accurate imitation of externd reality came theincreasing realization tha the mog perfect
reprodudion of a work of art lacks presence in time and spaceN Ots unique existence at
the place where it hgppens to beO(Benjamin, 1992, p. 513). Benjamin wrote tha aura
(i.e., the uniqueness of an origind work of art) Quithe's in the age of mechanica
reprodudion . . . the technique of reprodudion detaches the reproduced object from the
domain of tradition. By making many reprodudions it subgitutes a plurality of copies
from auniqueexistenceO(p. 514). But, as Benjamin argued, this in turn can open up new
progressive possibilities:

Mechanical reprodudion emand pates thework of art from its parasitical
dependence onritud. To an ever greater degree the work of art reproduced
becomes thework of art designed for reprodudbility. From a phobgraphic
negative, for example, onecan make any number of prints; to ask for an
CQuthenticOprint makes no sense. But theingant the criterion of
authenticity ceases to be applicable to artistic production, thetotal

fundion of art isreversed. Indead of bengbased onritud, it beginsto be
based on another practiceN politics. (p. 515)

Whereas modeanism origindly emphasized notions of authorship, origindity, the
uniqueness of the created object, and the use of traditiond standads of aestheic
evauation, photomechanical reprodudbility and the dissemination of imagery, followed
by electronic reprodudive media (e.g. phobcopiers, video copiers, faxes, and
computers), further trandormed both the role of art in sodety and its meaning. Much of
wha has become central to pogmoden theoretical and critical discourse refers back and
forth to theintrodudion of phobgraphy and its subsequent time-space bias and power.

Issues having to do with autharship, subjectivity, and uniqueness are built
into the very nature of the photographic process itself. I ssues devolving on
the smulacrum (authenticity versus artificiality), the stereotype, and the
sodal and sexud postioning of theviewing subject are centra to the
produdion and fundioning of advertising and othe mass-media forms of
photography. Podmodernist phobgraphic activity may deal with any or all
of these elements and is worth noting, too, tha every work congructed by
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thehand. . . isfrequently predicated onthe phobgraphic image
(Solomon-Godeau, 1984,p. 76)

Jean Baudrillard takes Benjamin@® ideas of the impact of image technologies on art
even further. In his book Simulations Baudrillard (1983) writes that it is no longe a
question of imitation, nor of reduplication, but of subdituting Gigns of the real for the
real itselfQ it is no longe a question of Ga false representation of reality, but of
concealing the fact tha the real is no longe realO (p. 25). The distinction between
origind and copy has been destroyed, the Qrery definition of the real becomes: tha of
which it is possible to give an equivalent reprodudionO(p. 146). Since technology today
is capable of endless reprodudion or cloning of information and images, from television
and photbography to fax machines and computers, the notion of authenticity, according to
Baudrillard, is essentially meaningless and tha is why we mug of necessity recognize
tha reality has been supaseded by hyperreality. The media no longe represent reality
but condituteit.

QPop artO (i.e. popubr art) appropriated reprodudion technologies and image
scavenging to valorize popubr culture and the mundane Huyssen (1986)calls popart, in
its broadest sense, the context in which idess of the pogmodern first arose; he goes onto
claim tha essential to pogmodernism isits rejection and criticism of modenism@ elitism
and hodility to mass culture (p. 188). Pop art, with its precedents in Dadaand aversion to
the nonrepresentationd subjectivity of Abdract Expressionism, appropriated mass
culture® iconogmaphy, techniques, and styles, and began to incorporate everyday objects
and images into its work, ranging from commercial debris to techniques of commercial
advertising and indudrialy-producd, found objects. The combinaion of fine and
commercia art became acceptable as part of atrend towards produdng multi-layered and
multi-textured meanings to appeal to varied and various audiences at different levels.
John Carlin (1988) calls pop art the Qlominant form of realism in the late twentieth
centuryO(n.p.) and laudsit as a form tha replaced the mimetic basis of realism with a
semiotic one Orhe primary artistic reference is no longe naure, but cultureN the
fabricated system of signstha has taken the place of thingsin our congiousiess. In
short, landscape has become sign-scapeO (n.p). By the end of the 20" century,
digtinctions and boundaies between high or dlite culture and populbr or mass culture
shifted, changed, and at times, merged. The modernist concept of each era needing a
definitive representative style collided with postmodenism@ promotion of hybridity,
eclecticism, and plurality of styles. The modernist concept and demand tha each medium
be pure and separate was supaseded by a pogmoden desire for eclectic content and
organization. Furthermore, within pogmodernism, practice is Qiefined notin relationto a
given mediumN sculptureN but rather in relation to the logical opeations on a set of
cultural terms, for which any mediumN phobgraphy, books lines on walls, mirrors, or
sculpture itselfN might be usedQ(Barthes, 1972,p. 67).

Whereas the Futurists and Congructivists reveled in the power and produdivity of the
machine age celebrating, imitating, and smulating the potential of technology, the
Dadasts and Surrealists caricatured, critiqued, and questionad the merits and values
usheed in by new technologies, indsting tha subjectivity gave order to the world and
tha art should focus on congiousness, a private realm in which time and space are free
to combinein surprising and logically unaccountable ways. The pog4-1917Russian avant-
garde embraced technological advancements as part of its god to eliminate all ideological
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and practical barriers between industry, labor, and artN to make art part of everyday life
and enable the useful and beautiful to coalesce. The spontandty and subjectivism of
action painting and Abgract Expressionism, as exemplified by Rothko and Pollock, gave
way to the parodic benday dot cartoon images of Roy Lichtengein, with ther frontal
flattened sense of space; to Warhol® 15-minutes-of-fame icon paintings and celebrity
silkscreen seria prints (Jackies, Mona Lisas, and Marilyn Monroes); to James
Rosenquist@ large-scale compostions of fragmentary images rendeed in billboad-
movie poder dickness; to Claes Oldenbeg® colorful Brobdingnayian soft sculptures
(e.g., 9-foot dice of cake, 10-foot ice-cream cong and 7-foot across hamburger); and to
Robet Arneson® Duchampian influenced, satiric ceramic sculptures (e.g., his toilet,
toaster, and typewriter pieces). Here, objects are no longe presented as uniqueor exalted
in a fragmented visud field or arena of compditive multiplicity. Mixed media works
evocative of stage sets filled with found objects and ready-mades, popubted by human
surrogaes, and charged with socal commentary, aso began to appear at this time, among
them George Segd @ tableaux with plaster cast figures modded from the humen body
and Edward Kienholz& human-scale assemblages.

Once theatrical tableaus became populated with human figures, an urge to animate
and perform art, tha is, an urge towards live-art forms, came to the fore. At the same
time, these new forms showed tha the performance site of a peformance installation is
often not a thester. Performance sites often add ther wn identity and history and the
weight of its meaning to the performanceO(Danto, 1996, p. 15).

By the mid-sixties, pictorial space was no longe the scene of revolution:
artists moved outside the picture into forms of produdion unprecedented,
for theundestanding of which pictorial aesthetics was of relatively little
ue. There were hgppenings there was paformance, there was
ingallation, there was tha shgpdess array of avant-garde gestures known
as Fluxus there was video, and there were mixtures of multimedia
artworksN combinaionsof readings performances, video, soundwork and
ingallation.. .. Art nolonge was viewed as a progressive develop-mental
history, butas a diffuse, polymorphous fluid and interpenetrating set of
endeavors tha undewent condant change . . . Ultimately, thewhole
infrastructure of theart worldN the collection, thegdlery, theart joumd,
theart critic, thework, were inevitably redeined. (p. 15)

Ilya Kabakov characterizes the entire history of painting as foundel on the possibility
of illusonN panting only offers the existence and possibility of what is presented in its
windowworld. The space behind the panting is log, yet tha is where the real world
resides. According to Kabakov:

Painting educated usto feel that anilluson existsin theworld which isan
inseparable part of the universe and theworld. Ingallation resolves this
problem in afundamentally different way: there are noillusonsat al . . .
themain prop of an indallationistha it plays precisely with the fact tha
all the elements are known, yet wha is puttogeher is notthe sum of these
objectsN it isa completely unknown new entity . . . theingallation has
broughtto life acompletely new system of combinations (Kabakov &
Groys 1992,pp. 258259
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Therefore, in order to undestand ingallation, onemus look at its component partsN
its site, context, and historical emplacement. The unified design of an ingalationisto be
undestood via its material or animate subjects, objects, and context. The circle of
undestanding will then indude to varying degrees, an andysis of subject (as in the case
of peformance indallationg and/or object qudities (color, texture, scale, propotion,
space, and structure) and assodations;, temporal traits and continuity; the artist@
presence, absence, or intentions the historical moment; the congiousess of the
interpreter; the present act of interpretation; and the past of the work in order for the
ingallation to become as comprehendgble as possble. Indallation is essentidly a
recongructed, pre-meditated world, a new kind of theater tha fundionswithoutandogy,
because, as Kabakov says, Qhe world is now without andogiesO (Kabakov & Groys
1992, p. 265). Indadlation fundions according to princples of addition and
compensation: Onsofar as the world has ceased to be red, solid and material, the
ingallation compensates for this by its insolent materiality. . . . The material appearance
of redlity in art is entirely connected with the absence of redlity in life itselfO(p. 265).
Indallation forces the issue tha in perceiving a work oneis occupying one3 own space;
butthat spaceis not separateN it co-exists with what is being perceived.

We can now see how the aforementioned movements and expanding fields of
sculpture, peformance, pop, and mixed media works, with thar undelying aesthetic,
sodal, and political implications began to aggregae themselves in various avatars for
exhibition and demondration and, in the process of OnstallingOthemselves, became
OngallationsOlngallation in the form of expanded sculpture (emphasizing context, site,
and environment) and in the form of expanded theater (emphasizing peformer,
performance, and public) has become the podmodean genre pa excellence because it
adhaes to the fundamental definition of the pogmoden art object as Qneither
exclusonay nor redudive, but synthetic, freely enlisting the full range of conditions
experiences, and knowledge beyond the object. OFar from seeking a single and complete
experience, pogmodean indalation congioudy strives toward Gin encyclopalic
condition, allowing a myriad of access points, an infinitude of interpretive respongesO
(Fox, 1987, pp. 29-30), thusjoining the struggle to invent new realities and consummate
measures of vision and experience.

Heidegge (1964) in his essay, Orhe Origin of the Work of Art,Odeclares that Qhe
artist istheorigin of thework of art. Thework istheorigin of theartist . . . [and tha] art
is all the more the origin of both artist and workO(p. 650). He maintains that Qo be a
work means to set up a worldO (p. 671). Indalation, with its visud glossolaia,
iconogmphic cannibdizations and parodic reinventions of reality, sets up a world in
which each shape and image has cultural meaning based on prescribed codes, bdiefs, and
sodal information. Indallation fits Baudrillard® (1983) bdief tha Gt is no longe a
guestion of a false representation of reality (ideology), but of conaealing thefact that the
real is no longe red, and thusof saving the reality prindpleO(p. 25). In looking at the
evolution of indadlation as a digtinctive pogmodan genre, one is inductably and
hopdully happily led to contemplate the ways in which a work of art Gets up a worldO
and reflects the meaningsand order (or disorder) of the nounend and phenomenological
realmsin which we reside
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