
y early work involved organizing
rrticular spaces as lhey related lo
tages which I created in order lo
press my consciousness ol per-
rmers in a totally mysterious spa-
r. The torm was lragmented, not
tvironmental. This lragmentation
rs expressed by two figures cover-
I with mirrors sewn on their cos-
mes. They moved through the
race like objects reflecling and
rthering the surroundings as they
rlked lhe dislance of a church
ror. Large eleclric lans blew them
and tro in the space.
December ol '68 I wenl to the

:ach with Peter Campus to film
y fanlasies. The perlormers look-
I like rags in the wind, so I used
e psychology of the landscape -

nature - I moved lhem inlo the
winds (much like the fans) and btew
them up and down the beach while
they changed their clothes; (like
Chaplin) - the movement anima-
led. Laler on in lhe llats ol the
sand dunes lhe mirror people ap-
peared against the horizon, lrag-
ments ol a differenl scale and a dil-
lerent time (in and out of time).
They moved in and oul of the spa-
ce - absent maller - these sub-
jects created images mysterious as
the place; minialures on the horizon
mapping the boundaries.
ln '69 I lragmenled the enlire spa-
ce. I wanled lo aller the perception
of the field by having perlormers
carry large 5'x 2' mirrors lhrough-
out lhe work. The mirrors remained

as objecls which expanded ttre lield.
The specilic characler of each per-
lormer gave way lo displaced bo-
dies and lractured space. The mir-
rors reflected the perlormers, lhe
space, and allowed the audience to
watch themselves as they were mir-
rored. The entire audience came
into lhe work via reflection. This
illusionistic space became convinc-
ing lor it subverled lhe audience's
dlslance - lhey became the work;
lhey were in the mirrors with me as
I was carried stiff, board like, hori-
zonlally through the space. The
high priestess.
This work gave existence to my fan-
tasies. My imagination became my
content and in 1970 I enlarged the
mirror piece. Friends, New York

dancers and sculptors were gir
aclivilies lo perform with mirr
and large sheels ol glass. They
with lhem, balanced lhem, dragl
lhem, leaned on them and pla(
lhem between each olher and rol
on the floor wilh them. Mirrors :
glass all over the retlected vis
lield - deep space, flat spa
curved space, vicarious space, m
ing space - my mirror fantasy.
I made a work lor the hole in
floor of Alan Saret's loft. The h
opened lo the basemenl. A perfot
ing platform was built under the hr
so lhat when the perlormers stt
erect lhe audience could see o
their heads. When the perlorm
squalted of lay down lhey were ,

ible only lhrough mirrors wh
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agine video per aumentare i piani visuali
:llo spettacolo.
'irror Check, aprile 1970. Seduta a circa
j0 metri di distanza dal pubblico, incomin-
ai a ispezionare minuziosamente ogni par-
r del mio corpo con un piccolo specchio
I toeletta. Partii dalla faccia e scesi iino

piedi (prima a destra e poi a sinistra)
)n una specie di movimento circolare. ll

pressione delle fronti.
Jones Beach. Nell'ottobre del 1970 diedi vi-
ta a un grande spettacolo ambientale all'a-
perto (in una vasta pianura fangosa adia-
cente la spiaggia). ll lavoro voleva verifica-
re le possibilitd della forma e i modi di per-
cezione del movimento a distanza, ll pub-
blico fu bombardato da una serie di imma-
gini sonore, colorate, riflesse e in movimen-

le a distanza: lo spettatore vede prima
lampo e poi sente lo scoppio) ; quello d
I'attore che si trova a meta strada un I
prima; quello dell'ultimo attore C in s
cronia con il suono. ll lavoro intendeva r

surare la velocitA del suono attraverso I

ria.
Jones Beach Hoop. Percorsi un intero ir
lato del lower east side rotolando den:
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were held on the edge of lhe hole.
Aclions look place on the Platrorm
below the ltoor level out ol eyesight

- lhe maior seclion ol the work
was viewed lhrough lour large mir-
rors on the back Perimeter ol the
hole tilted lorward; so that, in el-
,ect, the audience looked through
lhe mirror lo view the pertormance
which they could not see direcllY.
This kind ol displacement started
me thinking of the possibilities of
a projecled video image which
would displace furlher the perlor-
mance.
Mirror Check, April 1970: torty leet
away from lhe audience I conlin-
uously inspected all parts ol my
body with a small hand mirror slarl-
ing wilh my face and moving down

spazio del paesaggio che a grande distan-
za si appiattisce. Due attori correvano su
itinerari perpendicolari e paralleli, curvilinei
e circolari rispetto al pubblico, e sembrava
che i loro movimenti lossero dovuti all'effet-
to illusionistico della profondita del campo.
Choreomania, febbraio 1970. Questo lavoro,
ispirato da Houdini, fu concepito come uno
spettacolo magico. Sospesa al soffitto c'era

lrom left to right in a slow circular
movemenl. My body became lhe
malerial, the subjecl malter, the
lorm of change. As the mirror was
concealed from the audience's poinl
ol view, their relation lo the piece
was vicarious. They experienced my
relalion to lhe mirror.
Duet, April 1970: movemenl impro-
visation with a piece of glass held
between the loreheads of the per-
lormers. Continous movement
lorehead press.
Jones Beach, Oclober 1970: I crea-
ted a large cutside environmenlal
work. ll conlrolled lhe perception
ol a large area; a mud llat adjacent
lo lhe beach. The conception ol the
work involved lhe power of form
and the perception of movemenl in

the distance. The audience saw a
series o, images of sound, color,
movemenl and retleclion over lhe
distance ol 114 ol a mile.
Sound Delay: a perlormer stands in
lhe lar space, one in the middle
space, and a lftird one next to the
audience clapping blocks of wood
together repeatedly in and oul ot
unison making a sound which rip-
pled across 114 ol a mile. ln the
lar space the act of hitting the
blocks of wood is perceived betore
lhe sound, (a delay occurs much
like seeing a sholgun lired in lhe
distance, lirst lhe flash, lhen the
sound). ln the middle space lhe
sound inlerval is less, and adiacent
to lhe audience lhe sound is in sync
with tfie act of clapping. The piece

measured the speed of i

through lhe air.
Jones Beach Hoop: a prop w:
signed tor an earlier streel wr
which I rolled around an enlil
block of the lower east side.
Mirror Reflection: I climbed a 1

ladder with a large mirror ar
tlected the sun's beams back
audience over 114 ol a mile. ,

signal to the audience.
The work involved the. illusi
ol landscape space. Space i
lar dislance flaltens. Perlo
were given simple patterns l(
perpendicular and parallel to ll
dience and curvilinear and ci
lo the audience - both appea
be perlorming like movementr
to the illusion ol the depth ol

4. The Fish. 1970
5. Performance in Alan Sarel'
Marzo 1970
6. Sound Delay. Jones Beach

rivano e scomparivano, le stoffe di cop
ra cadevano, le immagini si perdevant
pannello specchiante, le proiezioni, i

cettate da uno specchietto da toeletta
nivano trasferile sui muri dell'ambiente.
diapositiva 6 proiettata su una stoff
stoffa cade rivelando uno specchio nel
le I'immagine scompare. Viene roves
dell'acqua sul pannello specchiante
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suo movimento creava uno spazio di tipo
filmico in quanto permetteva che. si verifi-
cassero artilici equivalenti a tagli, cancel-
lature e dissolvenze: era ciod la parete stes-
sa a determinare i cambiamenti di coreo-
grafia.
Viene proiettata una diapositiva sulla parete,
si accende una lampada, l'immagine della
diapositiva scompare; la lampada si spegne
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)horeomania, February 1970: this
uork, inspired by Houdini, was con-
;eived as a magic show. A wall
ry Richard Serra on which one pa-
rel was mirrored hung from the ceil-
ng. lt rotaled and swung back and
crlh and sideways; a prop which
rhen moved by perlormers moved
hem. The swinging wall moved
hythmically during the piece giving
he place a time and a sound. lls
novement created a lilmic space in
hat it allowed lor cerlain film de-
'ices such as cuts, wipes and dis-
iolves lo occur, i.e. choreographed
:hanges were performed in relation
o the moving wall.
\ slide is proiecled on lhe wall, a
ight bulb is lurned on, the slide
lissolves. The light is turned oll

'. Mirror Check. 1970
i. Field Piece. Nova Scotia 1971

and a new slide appears. Exposing
lheatrical processes, changing time
and image on a simplistic level re-
lates to lhe Kabuki theatre which I

saw in Tokyo in May 1970.
People climbed all over lhe swing-
ing wall and extended parts of their
bodies around lhe trame changing
its scale. Perlormers appeared and
disappeared, rugs drop, images are
losl in the mirror. lmages are pick-
ed up lrom the slide projector wilh
a hand mirror and passed around
the walls ol lhe space. A slide is
casl on a rug, the rug drops reveal-
ing a mirror into which the image
disappears. Water is poured over
a wall mirror and color lrom lhe
slide is reflecled in lhe waler.
Large pieces ot paper are used lo

calch images of the proiected slide
in the air.
ln May 1971 a piece was made with
a group ol students in lrvine, Cali-
lornia, outside at night. The space
was defined by a searchlight hid-
den in the middle ol the space. The
search lighl spotted activities on a
far hill and llashed back through a
grove of lrees lo the audience. The
sound delay was perlormed with Iar-
ge numbers painted on plywood in-
dicating the number ol leet lrom
lhe audience lhe wood clappers we-
re placed. The searchlight lollowed
a runner lrom one wood clapper to
anolher picking up and revealing
lhe numbers. lntormalion was on
three levels in delining boundaries
ol lhe space; sound measured over

dislance, measured distance,
measured dislance belween sour
ln Augusl 1971, in Nova Scolia,
audience was placed on a
over a beach and looked down
the perlormance. The shape o,
space was contained betwcen
sloping clilfs which formed a V. '

landscape was used as a telesc
ing device. ln lhe bottom ol
space a llat stone circle was m
wilh a line ol 2' and 3' pilings. Ft

overhead lhe perlormers appea
tlat against the shape ol the bei
The circle was measured in diffet
ways with a twenty feel pole:
slanding at ils cenler and turn
and by measuring the circumlet
ce of the circle against the I

One perlormer holding one en(
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rna collina abbastanza distante e ritornava
;ul pubblico attraverso una macchia d'al-
)eri. ll fenomeno del ritardo del suono era
)spresso con dei grossi numeri dipinti su
nasonite che indicavano a che distanza dal
rubblico si trovavano gli attori che batteva-
ro sui cubetti di legno. Dopo aver seguito
rna "staffetta" che correva da una "posta-
ione sonora" a un'altra, il faro scovd il
;artello con le cifre e lo riveld agli spetta-

spazio era determinata da due scogliere
oblique che formavano una V. Il paesaggio
aveva una funzione telescopica. Al fondo
di questa specie di imbuto lu costruito un
cerchio con delle pile di pietre sovrappo-
ste. Dall'alto gli attori sembravano appiattiti
contro la spiaggia. ll cerchio fu misurato
in vari modi con un palo lungo 6 metri. Pri-
ma gli attori ne verificarono il raggio e la
circonferenza stando uno nel centro e I'al-

re attorno alle pile divenne complemer
re a quello dell'attore sul bordo del cercl
ll significato dell'azione era di definire le
mensioni del cerchio con i movimenti
palo.
ln un altro lavoro due pali collocati su r

spazio piatto volevano mettere in evider
una dimensione virtuale dovuta a un'illur
ne ottica: quello pit lungo che si staglir
in distanza contro I'orizzonte sembrava (
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he pole walked the length of the
ine while lhe other holding the
rlher end of the pole moved around
he edge o, the circle in a comPen-
ialing movement. This Process was
eversed as the Perlormer walked
rround the circle while ,the one on
he line compensated lor that mo-
emenl. ln ellecl circumscribing the
rntire circle with the Pole.'wo poles were used on a llal
pace as measurements ol .scale
rhange, the tall one in the distance
gainst the horizon aPPearing to
,e the same size as the smaller one
r the foreground. The lirst on the
eld against the horizon, the other
r the lield contained bY the sPace.
lrganic Honey's Visual TelePathY
ras a projected monitored video

. Joan Jonas, Peter CamPus: Se-
en. Film, 1969
0. Perlormance at Jones Beach.
970

perlormance. lmages lrom the Per-
formance, selected by th€ camera,
were seen on a monilor and an 8'x
12' proiection. All movement was
performed to make images. The au-
dience walched the three dimension-
al live performance simulaneously
wittr the two dimensional black and
white video images. Scale changed
as images were presented.
The piece evolved as I found mYself
continually invesligating mY own
image in the monilor of my video.
I bought a mask of a doll's lace
which lransformed me into a more
erotic lype. I named mY new Per-
sona Organic Honey. I became ob-
sessed with lollowing lhe process
ol my own theatricality as images
lluctuated between narcissism and

represenlalion. The risk was in be-
coming too submerged in solip-
sistic gestures - I attempted lo la-
shion a dialogue between my diller-
ent disguises and the lantasies they
suggesled. I always kept in touch
with mysell through lhe monitor. I

was never separated lrom my own
exposure.
Filmic devices were used, bul lhe
time ot the piece in the live lrans-
mission was continuous. 2000 watt
light bulbs were turned on to wiPe
out the projected image while lhe
light meler in lhe camera whited
out lhe monitor. By changing the
camera angle images appeared uP-
side down. I made a drawing by
lracing lines around obiects one by
one, composing by looking at the

monitor.
The idea ol opposiles was explor
in the last section which I perfor
ed while looking at my lace in t
monitor. I pointed to the image
my eye on TV and to my actual e
saying in turn, " lhis is mY lelt e:
this is my right eye ", rePealing t
phrase while looking over mY sho
der into a mirror which reversed t
image ol left and right to ttre z

dience. Light and dark center wlP
were made bY Placing black PaP
over my right side and white PaF
over my left side. Again, the llg
meter of the camera was controll'
by lhe wipe. The monitor is not
mirror.

Joan Jonas

I
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r monitor e furono proiettate {dimensioni
metri e mezzo per 2 e mezzol. Ogni movi-
ento era in funzione delle immagini. ll pub-
ico assisteva allo spettacolo tridimensio-
1le reale e insieme vedeva le immagini bi-
mensionali in bianco e nero del video.
rapporti spaziali cambiavano man mano
re arrivavano nuove immagini. lvlentre lo
)ettacolo procedeva io continuavo a ispe-
onare la mia immagine sul monitor. Mi mi-
una maschera con una faccia da bambola
]e mi trasformo in un tipo pit erotico'

re un dialogo tra i miei vari travestimenti
e le fantasie che mi suggerivano. Mi tene-
vo sempre in contatto con me stessa attra-
verso il monitor. Non mi staccavo mai dalla
mia immagine visibile. Ci servimmo di ac-
corgimenti di tipo filmico, ma nella trasmis-
sione dal vivo il pezzo non subi interruzioni.
Furono accese lampade da 2000 watt per
cancellare I'immagine proiettata mentre lo
esposimetro della telecamera indicava una
sovraesposizione nel monitor. Cambiando
l'angolazione della macchina da presa com-

nitor. lndicavo prima I'immagine del mio c

chio sul video e poi il mio vero occhio r

cendo ( questo d il mio occhio sinist
questo e il mio occhio destro ", e ripete
la frase guardandomi da sopra la spa
in uno specchio che rimandava l'immagi
di destra e di sinistra al pubblico. Eccer
e difetti di illuminazione furono corretti
stemando sul mio lato destro della carta r

ra che rese I'immagine del lato sinistro 1

luminosa, e sul lato sinistro della ca
bianca che rese il lato destro oit scu




