
In me mo ri am 

Ron Vawter 

Jorge Zontal 

Front cover Joan Jonas in Organic Honey 1972 

Back cover Pierre Bokma in Revolted by the thought of known places ...Sweeney Astray 1994 

••Hi 

Joan Jonas
W o r k s  1968 -1994

S t e d e l i j k  M u se u m  Am s t e r d a m  

3 1 . 0 5 . 9 4  -  1 9 . 0 6 . 9 4  

Mignot, Dorine, ed. Joan Jonas: Works 1968–1994. Amsterdam: Stedelijk Museum, 1994, 120p..



C o n t e n t s  

5  I n t r o d u c t i o n  

R u d i F u c h s  

6  L a w r e n c e  W e i n e r  

9  F r o m  R e f l e c t i o n  to  'R e v o l t '  
D o r i n e  M i g n o t  

1 3  A  m e r e f i e r y c o n t e m p l a t i o n o n t h e s a g a o f  J o a n  J o n a s  
B r u c e  F e r g u s o n  

2 2  M i r r o r  P i e c e s  1 9 6 8 -  1 9 7 1  /  1 9 9 4  

O u t d o o r  P i e c e s  1 9 7 0 -  1 9 9 0 / 1 9 9 4  

2 4  S u s a n  R o t h e n b e r g  
2 8  M a r y  H e i l m a n n  
3 3  R i c h a r d  S e r r a  
3 7  A  I  v i n  C  u  r r a  n  

4 2  O r g a n i c  Ho n e y ' s  Vi s u a l  Te l e p a t h y  1 9 7 2 /  1 9 94  
O r g a n i c  H o n e y ' s  V e r t i c a l  R o l l  1 9 7 2 / 1 9 9 4  

5 0  M i r a g e  1 9 7 6 /  1  9 9 4  

5 4  S i m o n e F o r t i  

5 8  J u n i p e r T r e e  1 9 7 6 /  1 9 9 4  

8 2  R o b i n  W i n t e r s  

6 8  V o l c a n o  Sa g a  1 9 8 5 /  1 9 9 4  

7 8  R e v o l t e d  by  t he  t ho u g h t  o f  k n o w n  p l a c e s . . .  
S w e e n e y  As t r a y  1  9 9 4  

8 6  S w e e n e y  As t r a y :  Wo r k  i n  p r o g r e s s  
J o a n  J o n as  

9 0  S w e e n e y  A s t r a y :  Ba c k g r o u n d  
K e e s  Ve e l e n t u r f  

9 3  P e r f o r m e r s '  B i o g r a p h i e s  

9 7  S w e e n e y  W o r k i n g  Sc r i p t  J o a n  J o n a s  

1 0 9  J o a n  J o n a s  B i o g r a p h y  

1 1 2  B i b l i o g r a p h y  

1 1 6  I n s t a l l a t i o n s  S t e d e l i j k  M u s e u m  A m s t e r d a m  

7 6  A l i c e  W e i n e r  

Rudi Fuchs 

In t roduct ion  

Since the late seventies I worked with Joan Jonas on a 

number of occasions: helping to construct a performance 

{The Juniper Tree in Eindhoven) and assisting in the making 

of installations with objects, drawings and video-monitors. 

What struck me, then and now (observing her working with 

Dorine Mignot on the present exhibition in Amsterdam) was 

the agility and the fluency of her artistic being. There was 

always a pl an of course, but there were also the circumstan­

ces of place and situation and space - and these circum­

stances seemed to unsettle it. Seeing her work with various 

objects that had to play a part in the installation, or with 

other players in the performance, I understood that a 

performance (and an installation even less) did not have a 

fixed or finished form. I believe this has to do with the fact 

that in most of the performances she is a player herself. 

At the same time she is her own director. The structure of 

a pi ece (installation or performance) is experienced, there­

fore, from two different directions: she has to move and 

act while she also has to control her acting from a more 

objective point of view. Her 'behaviour' oscillates between 

two points: and that prevents the piece from having a precise 

form. Each performance of a n arrative is in fact a new 

play that has to fit in the circumstances of the occasion. 

This aspect gives her work a certain nervousness. In fact she 

has only her instinct and her experience to rely on: each 

time, they determine the outcome and the form, for that 

occasion, of the installation or the performance. It is a 

manner of working that is forever experimental. It results, 

each time, in great adventures of improvisation. Unlike a 

painter or a sculptor, Joan Jonas' work does not result in 

a clear and distinctive 'product'. Each piece is an instinctive 

construction that will almost certainly be different the 

next time. Yet for this exhibition we have chosen the form 

of the retrospective which, of course, in i tself is a construc­

tion of constructions. We believe, however, that the retro­

spective, even in this approximate form, can provide a 

clear outline of the poetic nature of Joan Jonas' art and 

imagination. The exhibition shows, in successive stages, the 

underlying consistency of her work, and it shows that she is 

really the Grande Dame of performance - one of the few 

artists that already in the sixties defined the nature of that 

flexible artform and also one of the few that kept the form 

gloriously alive. 
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E N T E R :  TH A T  IS  T HE  P OI N T  

I N  F A C T  W H A T  I S  A  P E R F O R M A N C E  O T H ER  T H A N  A  MI S E - E N - S C E N E  

A  CO L L A G E  OF  P R E -E X I S T I N G  MA T E R I A L S  ( PR O P S )  

A  P E T R I F I E D  F O R ES T  O F  C ON V E N T I O N A L  W I S D O M S  

T H E  RE M N A N T S  O F  VA R I O U S  C H U R C H E S  &  T E M PL E S .  A  MO N O L I T H I C  SE T T I N G  TH A T  A T  

B E S T  R E S E M B LE S  A N G O R  W A T T  &  AT  I TS  M OS T  FR I G H T E N I N G  A  M A G I N O T  L I N E  O F  
C U L T U R A L  R E F E RE N C E S .  

I N  T HE  M I DS T  O F  T HE S E  P OL E S  I MB E D D E D  I N  TH E  CL A Y  D A R T S  L I F E  

H E R E  A N D  T H E R E  

T H E  P E R F O R ME R  H A S  MA D E  H E R  P R E S E N C E  K NO W N .  TH E  F LA G  S H E  WA V E S  C A RR I E S  A  

H O P E  N OT  O F  M O RE  &  M O R E  CO N V E N T I O N A L  WI S D O M S  B U T  T H E  H OP E  O F  A  G L I M P S E  
O F  I N SI G H T .  

S H E  T RA I L S  T H I S  FL A G  T HR O U G H  T HE  A SS E M B L E D  M AT E R I A L S .  S OM E  O F  WH I C H  S HE  

H A S  J OU R N E Y E D  T O  F I N D  S O M E  O F  WH I C H  HA V E  F OU N D  H E R .  

T H E  QU A L I T Y  O F  TH E  F OT O S  AN D  VI D E O S  UT I L I Z E D  C AR R Y  WI T H  T HE M  N O NE  O F  T H E  

F E A R  O F  T HE  F AC T  TH A T  AT  EA C H  M O ME N T  OF  T H E  PE R F O R M A N C E  T H E S E  I MA G E S  MA Y  
B E  T H E  U ND O I N G  O F  T HE I R  P OS S E S S O R .  

A S  T H E  P E R F OR M E R  A T T E M P T S  TO  F I ND  NI R V A N A  W E  TH E  S PE C T A T O R S  A T  LE A S T  
F I N D  O UT  W HE R E  WE  ST A N D .  

T H E R E  W A S  A  P H I L O S O P H Y  I N  T HE  T WE N T I E T H  C EN T U R Y  TH A T  B E L IE V E D  TH A T  A  

G I R L  W A S  U NI Q U E  &  A LO N E  I N  AN  I N D IF F E R E N T  &  O F TE N  H O ST I L E  W OR L D .  

J O A N  JO N A S  HA S  C HO S E N  T O  BE  T HA T  WO M A N .  
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Dorine Mignot 

From Refect ion  to  'Revol t '  

'When I started to think about performance in 1966, I went 

to Crete because of the Minoan culture. I went to a wedding 

ceremony in the mountains, that lasted for three days. 

It was a ritual. I was always interested in folk culture, because 

it is part of everyday life and anybody can be part of it. 

You don't have to be special to do it. My performance came 

from trying to communicate this experience with my friends'. 1 

There is without a doubt a need for a retrospective of 

Joan Jonas' work for it to become known to a larger public 

and critically studied in a way that will place it in a historical 

perspective. Jonas was one of the 'founders' of the artforin 

called performance which in 1966 still had to take shape. 

She has remained true to this artform ever since. 

Jonas developed her style through: 

- mirroring herself, the surroundings and the audience 

- fragmentation of space and time 

- transformations and disguises 

- use of new technologies, specifically video 

- her own movements, speaking and singing 

(which are not to be understood within the traditional 

disciplines of dance, theatre or opera) 

- working with untrained people 

- thresholding of different disciplines 

- consciousness of being a female artist 

- cross-cultural interests 

- her revolt 'by the thought of known places' 

All of these have created images that could turn out to be 

exemplary for the cultural movements in America at the end 

of the sixties and further on. 

Making a retrospective of the work of a performance artist is 

a dilemma. Generally speaking, the nature of an exhibition 

conflicts with the nature of performance: static images versus 

images that evolve in time. We could have invited the artist 

to realize a historical series of performances, but this was 

impossible for various reasons. So a w ay had to be found 

to display her work. After thorough discussions with Jonas, 

we decided to make a clear choice of performances and turn 

them into a series of six installations: one based on the 

mirror and outdoor performances, two on video perfor­

mance, two on performances where narrative is a point 

1 The artist in conversat ion with the author, Amsterdam, May 1994 
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of departure and the last one on a performance that still had 

to take place at the moment of installing: 

1 Mirror Pieces and Outdoor Pieces, 1968-1990 (pp.22-41) 

2 Organic Honey, 1972 (pp.42-51) 

3 Mirage, 1976 (pp.52-57) 

4 Juniper Tree, 1976 pp.58-67) 

5 Volcano Saga, 1985 (pp.68-77) 

6 Revolted by the thought of known places... 

Sweeney Astray, 1994 (pp.78-108) 

To make installations out of Jonas' 'performance material' 

was not an entirely inappropriate idea, as she had already 

done this before. Besides, all of the performances had under­

gone various changes during the many occasions she had 

performed them. Material that came out of one performance 

was often used in the next. For most of her performances 

it took two years to develop into a Final stage. 

So one could argue that it was possible to see the instal­

lations as more stabilized entities which evolved from a 

performance. In the same way that Jonas would interact with 

the available space and specific circumstances of a particular 

performance, she would similarly respond to the rooms of 

the museum in making the installations herself. 

In each room an attempt has been made to evoke the 

atmosphere, character and multi-layered imagery of the 

performances, through a set-up of the original drawings, 

1 0  

paintings, films, videotapes and props and a documentary series 

of slides that were taken during the actual performances. 

At the end of the sixties Joan Jonas was one of the first 

visual artists who turned to performance to explore ideas of 

perception in space and time. The conceptualisation of the 

art at that time exploded in an endless variety of forms: 

minimal art, process art, land art, body art, to name but a f ew. 

Jonas' early performances were at the core of these movements. 

In 1968 she started to perform with friends and 

acquaintances for friends and acquaintances: in the street, 

on the beach, in her loft or in alternative spaces. 

For instance, in Mirror Pieces I/II large mirrors, moved 

around by the performers in the real space of the audience, 

choreograph dancing images of the reflected, fragmented 

space. In Mirror Check Jonas mercilessly scrutinizes her own 

naked body from top to bottom in a small round mirror in front 

of an audience. The basic elements of her later performances 

can be found in these works: reflection, fragmentation, trans­

formation, desynchronisation and a search for the self. All of 

these stay main concerns in her total oeuvre. 

The structure underlying Jonas' performances is not obvious. 

Her working process seems rather arbitrary, as she consciously 

wants to keep possiblities open, to let chance and circumstance 

be part of the piece. To not be bound to one discipline or 

border. She works in images and the processing of images 

takes time. Even during the performance this attitude 

is present, but it does not mean her pieces are without 

structure. 

In her performances Jonas juxtaposes disparate elements: 

props/objects, video-images, drawings/paintings, narration, 

place and time, each with its own characteristics, technical 

possibilites, historical background and formal qualities. It is 

her way of putting pieces together, to build a picture in time: 

'The fragmentation partly comes from the structures that 

I a lways worked with, that are based on filmic techniques 

such as the cut and the idea of montage. Because I did not 

work with a narrative but more with a poetic form I felt the 

freedom to move from one element to another from one scene 

to another. 

In all of her performances Jonas uses props. The mirror, 

the mask and the monitor are her most trusty comrades. 

She plays and interacts with them. She creates a double real-

it}- for the audience: she herself as an image and as a per­

former. And as a performer she reacts again on the image. 

Together with the blackboard, these props belong to her 

'image-material in stock'; she always takes them along on 

her next trip to the next performance. The same prop can 

be used in different ways, for instance the cone in Mirage is 

used to direct sound, to yell, to sing, to blow, as a telescope, 

1 1  

as an oar, or simply as a form. The props Jonas designed for 

the new piece Revolted by the thought of known places... 

Sweeney Astray stand as objects in the installation in the 

Stedelijk and will become props in the theatre. 

In many performances Jonas has found an ingenious way of 

integrating the intrinsic technical possibilities of video with 

her live action, such as close circuit video, vertical rolling 

of the image, compressing live time, or keying images. 

In her first video performance Organic Honey in 1972, 

which has since become a key-work in the history of per­

formance and video art, Jonas started to use the monitor as 

her 'ongoing mirror' by using close circuit video. In this per­

formance she watched herself, trying to alter the image, 

using objects, costumes, and masks, moving through various 

identities. This was not only a fascination with her masked 

alter ego on the monitor, but also a play between the live 

activity and the video image, revealing to the public the 

discrepancies between the two images through the total 

set up, the third image. 

In the videotape Vertical Roll separate parts of Jonas' body 

are shown in movements specifically choreographed in 

relation to the constant rhythmic appearance of the black bar 

of the vertical roll. The rhythmic quality of the vertical roll 

2 The artist in conversation with the author, Amsterdam, May 1994 



i s  fu r the r  in t ens i f i ed  by  a  c l i ck ing  sound  which  accompan ies  

i t .  Thi s  o r igina l  and  radica l  t a pe ,  wi th  i t s  hypnot i c  qua l i ty,  

fo rc ib ly  r emains  a s  an  a ft e r  image  in  the  v iewer ' s  mind .  

When this tape became part of the performance Organic 

Honey ' s  V isua l  Te lepa thy ,  Jonas  a l so  choreog raphed  her  l ive  

ac t ion  in  r e l a t ion  to  it ,  fo r  ins t ance  by  jumping .  Anothe r  

example  which  typ i f i e s  Jonas '  use  o f  a  t echn ica l  dev ice  in  

shap ing  a  spec i f i c  v ideo  image ,  appea rs  a t  the  end  o f  the  

v ideo tape  o f  Volcano  Saga .  Here ,  an  image  o f  flowing  wa ter  

i s  keyed  in to  a  blackboard  which  l ays  on  the  l ap  o f  a  woman  

as  she  beg ins  to  wipe  out  i t s  images ,  s ay ing  ' I  wan t  to  fo rget  

these  puzz les ' .  

A  th iid  el emen t  in  Jonas '  work  s ince  1972  i s  drawing. 

In  the  second  ve r s ion  o f  Organic Honey she  s t a r ted  to  d raw 

in  a  c lose -c i r cu i t  s i tua t ion ,  look i ng  a t  the  mon i to r  ins t ead  

o f  wha t  she  was  d rawing ,  fo r  Mirage  she  made  a  f i lm  o f  

r epea ted ly  d rawing  images  on  a  b lac kboard ,  and  then  e ras ing  

them.  Each  time  Jona s  pe rfo rmed  Jun iper  Tree  she  al so  

made  two  pa in t ings :  a  hea r t  tha t  looks  l ike  a  bug  o r  tu rns  

in to  a  woman ' s  f ace  o r  the  devi l  -  one  in  r ed  on  whi t e  and  

the  othe r ,  wh i t e  on  red .  In  the  nex t  pe r fo rmance  they  

became  a  backdrop  in  the  se t  up .  Also  in  Volcano  Saga  Jonas  

r i tua l i s t i ca l ly  made  d raw ings  during  pe r fo rmace .  The  mos t  

l i t e ra l  m e taphor  for  per fo rming  i s  making  a  d rawing .  By  the  

p rocess  o f  d rawing ,  the  image  evo lves  in  t ime.  By  e ras ing ,  

i t  d i sappear s .  

A  four th  el emen t  in  Jo nas '  work  i s  her  use  o f  narrative. 

Jun iper  Tree  i s  Jo nas '  f i r s t  per fo rmance  where  na r ra t ive ,  

in  the  form of  a  f a i ry ta l e  by  the  Bro the rs  Gr imm,  i s  used  

as  a  poin t  o f  depar tu re .  In  th i s  per fo rmance ,  Jona s  r epre ­

sented  the  s to ry  th rough  imagery  in  an  a tt empt  to  ge t  a s  f a r  

aw ay  as  poss ib le  from a  l i t e ra l  r ep resen ta t ion  of  the  s tory .  

In  I  o  l ea  no  Saga  t he  re l at ion  be tween  the  s tory  and  the  images  

is stronger. In the new piece Revolted by the thought of known 

p laces . . .  Sweeney  As tray  t he  in te rac t ion  by  the  d i f fe ren t  ac to rs  

and  the  va r ious  e l ement s  o f  the  poem wi l l  be  more  complex .  

In  a l l  o f  he r  pe r fo rm ances  Joan  Jonas  works  wi th  sepa ra t e  

e l ement s ,  in t e ract s  be tween  them,  and  p rocesses  images  

wi thou t  c rea ting  a  cent re  or  c l imax  to  thei r  sequences .  

I  he  use  o f  sma l l  ob jec ts ,  cos tumes ,  and  masks  f rom d i ffe ren t  

backgrounds  add  up  to  a  complex i ty  o f  con ten t  and  image .  

I t  i s  t h rough  Jonas '  l ive  in t e rac t ion  be tween  these  d i spa ra t e  

e l ement s  tha t  the  sequences  o f  images ,  which  evo lve  in  t ime ,  

a re  he ld  toge the r  by  con ten t  and  assoc ia t ion ,  by  rhy thm and  

repe t i t ion ,  a s  the  l ines  in  a  poem.  

Now,  fo r  the  f i r s t  t ime,  work ing  pa r t ly  wi th  p ro fess iona l  

ac tor s ,  Jo nas  wi l l  d i r ec t  a  theate rp iece ,  deve lop ing  a  way  to  

t r ans fe r  he r  ' per fo rmance  v i sion '  to  theate r .  A  beau t i fu l  

cha l l enge .  Image  Sweeney ,  pe rched  on  a  s l ack  chord  l ike  a  

b i rd  in  the  a i r,  cap t ive  in  the  f r ame  o f  a  v ideo  camera ,  poten­

t i a l ly  f r ee  wi th in  the  space  o f  the  pe rfo rmance  and  aud ience .  
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Bruce Ferguson 

Ameref ierycontempla t iononthesagaof joan jonas  

The net has become one of the presiding images of human 

thought. But it is an image, and just as no one can use the 

equator to tie up a package, the real wiggly world slips like 

water through our imaginary nets. 

Alan Watts: The Book ;  on the taboo against knowing who you are. 

There is a photographic image which is almost all 
that remains of an early Joan Jonas performance 
from 1970. A young Robert Smithson is sitting on a 
hardwood loftlike floor, arms wrapped around his 
knees pressed closely to his chest, a wayward lock of 
hair falling forward. A young Richard Serra, I think, 
is ahead of him, blocking in the same flesh-framed 
position, looking rigorously defiant to one side, 
almost over his shoulder. Another man's visage is 
cut off by a maliciously horizontal line through the 
eyes at the top of the picture. Inexplicably, he also 
looks to be restrained or forced back by a female 

performer's flat, pushing thumb held against his 
image; an illusion of scale produced by virtue of 
photography's own dimensional magic. And another 
person, less legible but possibly a woman, looks 

elsewhere, across the space at another performer per­
haps or at another member of the audience unseen to 
us (or she looks at the performing photographer who 
is otherwise only implied). Or, any of them might 
be looking at the imaginary text they are already 
writing in their memories; their thoughts a language 
yet unworded like petroglyphs coming to life. 

And all of them sitting there were already pictured, 
even before the camera shot was taken, because they 
were the quiescent and closely cropped subjects 
captured within the domain of a fu ll-size mirror pre­
cariously supported by the female performer during 
a task-oriented choreography. Now, as at the very 
moment of its emergence within this image, we 
look at two spaces simultaneously: the space of per­
formance and the space of audience - a quotidien 
collage. Both images are only fragments of a facing, 
but crossed exchange circles and witnessings. We see 
a performer performing an audience, where the audi­
ence is the sub-conscious and hidden drive finally 
exposed in a fl ash of de-repression. 
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The female performer,  who obliges the audience 's  
image,  purposefully holds the mirror  (whose interior  
images just  described could instead be just  a  photo­
graph posing as a mirror  for  al l  we can know).  
The mirror ,  in i ts  turn bears this  image sl ice of  
avant-garde spectatorship.  She looks from herself  
to  somewhere else,  probably at  her  large hand,  
visible to us and to the spectators ,  and it  would seem 
that  the other  hand must  support  the mirror  from 
the tain side.  She concentrates ful ly,  disregar ding 
the audience,  and we are late photographic witnesses 
to what  is  often simply cal led 'an image within an 
image".  As though that  redundant  repeti t ious phrase 
explained away the strangeness of  what  we see.  
Or as though that  s imple proviso just if ied the 
perceptual  experience along an unquest ioned and 
authorised modernist  t rajectory of  self-conscious­
ness.  As though an ' image within an image'  were a 
lucid and understandable concept;  a  common 
commentary which was also exegesis .  As though 
an image within an image was not  just  an imaginary 
net  which only too briefly holds the ideal is t ic  hope 
of  discerning art  from real i ty.  As though it  were 
not  a special  balancing act  between ontologies and 
epistemologies.  Between mirrors  that  disrupt  and 
photographs that  sustain.  

And this  photograph was shot  too soon,  too 
prematurely,  for  us to see the slow spiral  that  the 
performers walked at  the end of  the performance;  
a  spiral  that  enmeshed the performing audience 
again and again in a rhythmic inturning annulment 
and betrayal  of  images,  binding and unbinding 
the performers to and from the audience and them­
selves.  In a s low, vert iginous r i tual  of  deja vu,  of 
the deja connu of fateful  dest inies.  

Robert  Smithson is  not  an art is t  in this  image.  
Nor is  Richard Serra.  They are instead part  of  a  
concentrat ion of  performers who play the role of  
audience.  They are viewers;  watchers;  observers;  
onlookers;  outlookers;  beholders.  They are subject  
posi t ions formed by the work.  By Joan Jonas '  
inscript ive proposit ion.  By a performative moment 
of  photography guaranteed by a theater  of  mirrors .  
They are trapped,  held,  and entrenched by her  
in a reversal  of  subject-object  relat ions in art .  
Ambushed by a seer  of  seers .  And signif icantly,  
they are made mute,  no longer in the underinter-
rogated 'discursive fel lowship '  of  men speaking.  
Made speechless by performances or  works cal led 
'pieces '  (as  though to remind us of  the contingency 
which underwrites the movement and images and 
sounds of  the nei ther/nor strategy which is  Jonas '  
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cont inuing disguise to keep total i ty at  bay).  'Pieces'  
which can never be ful ly recovered on fi lm, video or  
paper or  tape or  memory.  At best ,  there are part ial  
excavations which only act  to enforce and emphasise 
Jonas '  heterogeneity,  a  realm created where even 
the documentat ion defies conventional  perceptual  
habits .  Documents l ike this  photograph which make 
a di lemma of any at tempt at  ful l  real izat ion.  

And the revelat ion of  this  photograph is  also that  
their  gazes -  the gazes of  the viewers -  cannot be 
so purely or  securely masculine,  nor predatory as 
fashionable hegemonic theory would have us bel ieve 
is  always the case.  Their  gaze is  instead turned back 
into i tself ,  passing through i ts  own secure founda­
t ions,  as  the photograph turns back t ime to a t ime 
before death,  before ageing,  before perpetui ty begins 

i ts  relentless charge to puri ty or  purgatory.  Rather 
than a passi ve assuri ty of  patr iarchial  comfort  of  
vision,  the male body language in the inner photo­
graph assigns itself  an intensi ty of  anxiousness,  even 

fear .  The complici ty that  male voyeurs display in at  
least  three cases is  also al located a discomfort  and a 

dis-ease beyond dumb torsos.  The female performer 
holds up to them their  own displacement and their  
own solici tous anticipat ion.  Their  unforeseen faces 
are already on an unforgiving cutt ing room floor.  

The audience may be traff icking in women and 
men as scopic objects ,  just  l ike the economy of 
exchange in a peep show or a bal let ,  but  the audience 
is  also traff icked,  revised and edited by looking 
glasses everywhere present .  By a winking surveil­
lance.  Voyeurs suddenly of  themselves,  the overview 
accorded to viewers is  narrowed and boomeranged 
dangerously to the preserve of  self .  The viewers 
themselves are the objects  of  other  visions and 
gazes (desirous looks) ,  including their  own possible 
narcissist ic  plunge.  The hallucinat ion of  their  own 
optic ardor is  read back to them in the mirror 's  
unyielding locus,  in i ts  lustrous return of  their  own 

look to themselves.  

The performer wears the audience l ike a bo ok 
cover wears i ts  text ;  deflect ing a possible look of  
knowledge to a drif t ing glance of  apprehension.  
Her mirror  shield is  radiated onto them, her  
si lver  prop is  a  costume for  pomp's  own circum­
stance,  unbearable.  Like a classic s tory of  tact ical  

warfare.  

The descript ion for  the work enti t led Mirror Piece II, 
1970,  reads in part ,  'The performers must  move 
carefully to avoid breakage and . .. the performers 
caress the spectator 's  ref lect ions ' .  These grazes,  
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these persuasions of  touch,  these impresses,  cause 
the audience to sway and teeter .  To fal l  back.  
The audience shimmers ,  is  t runcated and cruelly 

abandoned,  and moves quickly and unexpectedly 
from the horizons of  cert i tude to an elusive sphere 
in th e early performance work of  Joan Jonas.  
Choreographed audiences,  embodied abnormally 
as cuts  and seclusions.  The audience is  at  r isk,  
severed from i ts  windowed mirrorings,  from its  
t rained certaint ies  to be thrust  adrif t  to the tumul­
tuous throes of  subject ivi ty and narrat ivi tv.  
Cast  and cut  away-

The mirror  is  the art is t ic  t rope of  the break from 
modernism to postmodernism (i t  can be found in the 
early '70s work of  Robert  Smithson,  N.E.  Thing Co.,  
Robert  Morris,  Rebecca Horn et  al ,  e t  al) .  But  this  
governing mirror  is  not  only the Lacanian mirror  of  
(mis)recognit ion (and thus,  characterist ical ly and 
continental ly,  constructed as a  disappointment,  
displeasure and the beginnings of  a quarant ine in the 
prison-house of  language).  Instead,  the mirror  is  the 
control l ing metaphor of  the delay and deferment in 
the f issure between the two moments of  history 
because i t  moves,  arouses and agitates so presidingly 
over a never st i l l  terrain of  changing aff i l iat ions.  
I t  doesn' t  just  ref lect  as  i t  were,  f igurat ively or  

l i teral ly,  an ideology or  a viewpoint  or  a part ial i ty 
of  power and authori ty as representat ional  theories 
claim. I t  is  not  a re-presentat ion,  s tat ic  and invested 
with resignation to fact ici ty.  Instead i t  gravitates 
to new si tes  and new cites and new sights ,  dancing 
a frol ic  over and through an untamed ter r i tory;  
the mirror  as ferocious euphemism for  al l  that  
disappears,  reappears and is  about  to appear yet  
again in another mode as a symptom of what  cannot  
be contained by enlightened thought .  

As a symptom of the excessive space hidden by the 
' t ruth '  of  s tructural ism's  ei ther /or ,  Joan Jonas '  mirror  
is  the postmodern paradigm's paradigm; a simple,  
confounding mode of  dramatic skepticism which 
ut ter ly displaces,  excavates and disconjuncts  the 
passivi ty that  presides over the modernist  gaze which 
sees for  a  museological ,  judicial  and theological  
eye.  The mirror  -  this  newly constructed mirror  
of  'productive violence '  -  announces,  i ronical ly 
given i ts  early scientif ic  and art  historical  s tory of  
reif icat ion,  that  the terror  of  certain vision is  over 
or  at  least  is  on the wane.  This  mirror  mirrors  the 
desire of  mult ipl ici ty,  of  circus distort ions and 
carnival  appeti tes;  of  capers and caprices to come. 
With no safety net .  
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The mirror  in Joan Jonas '  work,  in part icular ,  is  an 
infatuated archeological  tool  which inheri ts  the 
breath of  i ts  congregation.  Like an early doctor 's  
mirror  set  under the patient 's  nostr i ls  to see if  there 
is  any l ife  lef t  throughout i ts  bony skin,  Jonas '  mirror  
acts  on Julia  Kristeva 's  ' s leeping body'  (which 
Kristeva says is  nothing more than a necrophil iac 's  
'phi losophy of language') ,  to  awaken the bourgeois  
cadaver of  a modernist  audience by a wonderous 
catharsis. A 'last look' mirror at a last chance salon. 
A painless interrogation instrument for  a  narcoleptic.  
'Dressed in a man's  sui t  and hat ,  a  female performer 
cl imbs to the top of the moving wall ,  where she 
shines a l ight  through a magnifying glass,  i l lumi­
nating individual  spectators  and leaving spots  in their  

eyes ' .  To see if  they were bl ind.  To see if  they could 
hear  anything without  their  usual  eyes.  To offer  them 
their  own medicine.  

Jonas used the mirror  special ly and specif ical ly 
at  this  moment (1968-1971) not  to reify the 

structural is t  moment (where nature and culture 
and other  semantic opposit ions were interchanged in 
a systematic and masculinist  manner,  i .e .  Smithson,  

Kounell is ,  Heizer ,  Long,  etc. ,  and where indices 
were transferred bu t  never t ransformed) but  instead,  

to examine i ts  t ransi t ional  spaces.  Or perhaps,  more 

accurately,  Jonas used the mirror  to create,  author,  
invent  and occasion a process of  space which would 
al low her a bi t  of  the dance f loor to invest igate the 
gap between the binominal  s tructures of  a  bifurcated,  
metaphorical  world.  A floor to ground her speech on 
(which came later  on,  rushing on l ike a  waterfal l) .  

Jonas ( l ike Rebecca Horn and Judith Shea) began,  
i t  might  be said to animate the minimalist  moment.  
To use the mirror  to posi t ion herself  differently as a  
difference that  makes a difference,  as  a  mirrorful  
space which is  concave;  convex;  opaque;  t ransparent;  

distorted and distort ing;  disoriented;  shat tered;  
broken;  antimimetic.  To claim a space for  a  vision 
which is  relentlessly rest less;  indeterminate;  even 
nameless.  An eye without  an I .  The audience as 
Other is  folded into the space of  the performer,  
inculcated beyond seduction to an inspace with 
the sweep of  the social ,  of  the common space of  
osci l lat ion and potential i ty.  To renew and reaff irm 
an unknown constellat ion of  explosiveness.  
To avoid the industr ial  and inst i tut ional  conclusion.  

To dance the light fantastic, the leit motif. 

The viost luxuriant worlds are closer kin to the wealth 

of early mythologies, while later fictional worlds bear 

a notable mark of austerity. 

Thomas G. Pavel: Fictional Worlds; the economy of the imaginary 

18  

To dwell  or  indwell  on this  one image or  i ts  imagined 
and fantasized extensions is  perverse perhaps and 
mad,  for  sure.  But ,  for  me,  i t  is  an image which is  
s imply exemplary and accessible in i ts  peculiar  
resistance to closure of  any kind.  I t  wants to be 
historicized signif icantly with al l  i ts  excesses hanging 
cut  l ike a  shir t  tai l ,  with i ts  s trange animali ty heed­
less of  cri t ical  language and i ts  endlessly bisected 
distort ions a warning and a celebrat ion.  I t  is  a  del ir i ­
ous ut terance of  revision and ^appropriat ion at  the 
moment of  i ts  taking,  and yet  i t  is  not  given i ts  credit  
in a part icular  revisionist  economy of emancipation 
narrat ives nostalgical ly constructed around art 's  
input  to the cultural  ' revolution '  of  the 1960s.  
Xor are many of the debts  to Jonas '  whole body of  
work acknowledged within this  economy. Thus,  
re-seeing one image only,  perhaps i ts  subordinated 
status can ask new questions of  gendered value.  
Perhaps i t  can see how Jonas proposed and under­
took new exegencies and enjoyed and embraced 

them as only a pvrophile might .  

I  am of course implying something l ike a complete 
re-reading of  Jonas,  al though I 'm avoiding a system­
atic  model  for  that  re-search.  I  am avoiding tying her  
pieces (obviously not  'easy '  pieces)  too specif ical ly to 
any of  the quiet  academic ' radical it ies '  because they 

would,  I  bel ieve,  l imit  the heurmeneutic possibi l it ies  
of  her  work through the introduction of  unques­
t ioned terms already too cherished as easy r i tuals  of  
intel lectual  lore.  Rather my words are set  up and 
about ,  adject ival ly and rhetorical ly,  sometimes 
ungrammatical ly,  to suggest  more work to be done,  
more writ ing to feed from the power of  Jonas '  
breathtaking journey.  To at tend to this  remarkable 
rend in the fabric of  ar t  history 's  and museology's  
s t i l l  marching drive seems to deserve hyperbole and a 
kind of  plenitude of  sense.  'The sl ide project ion of  
an Indian minature is  ref lected on the walls  around 
the loft  with the use of  a  small  mirror .  The image of  
an Oriental  rug is  projected onto a real  rug which is  
then dropped to reveal  the mirror ,  into which the 
image dissolves.  Water  is  poured over the mirror  
to catch the color  from the projected image.  Large 
sheets  of  paper are held up by the performers to 
catch projected images out  of  the air .  A performer 
dances in the image of  a Turkish mosque l i t  by a 
candle ,  while another f i ts  her  body into the image 
of  an Egyptian bird ' .  Clearly these are no ordinary 
mirrors ,  these.  Not just  ordinary photographs.  
Nor is  this  descript ion of  a part  of  a  performance 
just  a  text ,  except  as  text  is  occasionally understood 
to be beyond language;  as  interventionary resistance.  
And the mirror 's  changing metaphoric status does 
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not suggest  a mere stage,  a  phase,  an inevitabil i ty 
of  separat ion.  There is  a  kind of  revolution in these 

images and their  meanings,  a kind of  supplementari ty 
to minimalism, to dance,  to photography and to 
the very notion of  spl i t  subjects .  There is  a  kind 
of  impossible vision here,  one that  is  prescient  as  
well  as  poetic .  

Jonas '  bri l l iance was to create this  space and then 
occupy i t  suddenly as a  technological  voice as well  as  
a  face to face encounter .  As Douglas Crimp has 
accurately wri t ten,  her  work consistently insists  on 
the same 'eccentr ici ty ' ,  the understanding that  
' . . . the medium through which one gains access to 
the image,  whether i t  be simply one 's  sense or  a 
technological  apparatus,  is  contingent ,  unstable ' .1  

The medium, paral lel  to  performance which she 
continues to produce and for  which she is  reproved 
by history,  col lectors  and curators ,  is  of  course,  
television.  For if  Jonas was complici t  with the 
process-driven moment of  minimalism, her  eccen­
tr ici ty escaped i ts  grave burden of  materiali ty and 
inst i tut ionalized constraints  by discovering r i tuals  
located historical ly outs ide the contemporary 
moment.  Like Jackie Winsor 's  hand-made and 
obssessive r i tuals ,  Jonas used the possibi l i t ies  of  
television as she had performance to construct  

mult i- layered,  mult i-voiced,  mult i-referentials ,  
mult i-gendered,  mult i- l inguist ic ,  heteroglossic 
agitat ions which reached far  to evade the ordinary 
discourse of  production.  

From the just ly famous Organic Honey's Vertical Roll, 
1972 (whose t i t le  already impressively prepares the 
way for Patricia Yaeger's 1988 theorisation of Honey-
Mad Women),  through the Fairy Tales of  the period 
1976-1980, to video tapes like Double Lunar Dogs, 
and He Saw Her Burning ,  what  Jonas seemed to 
come to understand (perhaps through looking at  the 
same photograph) was that  the mirror  could also 
reach back into history,  into a revisioning of  s tories 
already told but  told through a social  pract ice 
unquest ioned.  (She saw McLuhan's  ' rear-view'  
mirror) .  I t  was the mirror  that  al lowed her to see 

other  mirrors  -  the mirror  of  Narcissus certainly,  and 
of  Psyche,  and of  al l  the toi let tes  of  Venus and 
so on throughout art  history.  But  the mirror  became 
for  Jonas a hinge to cross-cultural  mirrors  and 
cross-historical  mirrors;  the mirror  of  the great  sun 
goddess Amaterasu-omi-kami,  perhaps,  understood 

1 Douglas Crimp, 'De-synchronization in Joan Jonas'  Performances' ,  

Joan Jonas: Scripts and Descriptions 1968-1982, University Art .Museum, 

University of California, Berkeley, 1 983. 
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as a ref lect ion of  power and divini ty and a symbol 
of  ima gination.  Without  fet ishizing one mirror ,  
or  one metaphor of  mirroring which the window and 
the sea can both be as well ,  Jonas gave in to paral lel  
blasts .  She al lowed herself  to be swept away and 
become a feather  on the forces of  narrat ive 's  
mirrors ,  sometimes mimetic,  sometimes al legorical ,  
sometimes non-sensical .  In the third person,  
she says,  'The performer sees herself  as  a  medium: 
information passes through' .  

Jonas '  performance and video work has been charac­
terized then by a movement into and through other  
cultural  genres and forms.  Noteably,  Noh theater  
and Nordica sagas have informed her  successful  
at tempts to insinuate other  forms of  story-tell ing 
into her  work.  The innovative work integrates 
al legorical ,  symbolic,  and mythological  elements of  
form and content  into narrat ive to restructure and 
reinform and reform stories.  Characters  are styl ized,  
even symbolized and through use of  costume and 
masks,  postmodern,  medieval ,  classical ,  western,  
eastern and local  and international  s imultaneously.  
I t  is  this  use of  the mirror ,  of  the television as mirror  
or  the body as mirror ,  of  the mirror  as medium in i ts  
most  profound sense,  that  she can and did come to 
voice,  to speech and to a rhythm of del irium which 

operates between l ive,  recorded,  symbolic,  bodily,  
mystical ,  mythological  texts  and images simultane­
ously.  A strange grainy voice which stops t ime short  
of  i ts  narrat ive dest inat ion;  just  enough time delayed 
for  an audience to consider  i ts  own burning desires 
for  complet ion and signif icance.  Effacing al l  dist inc­
t ions between presence and absence,  drawing and 
television,  science f ict ion and newscasts ,  fairy tales 
and theory,  Jonas has danced (awkwardly and oddly 
for  there is  a  grief  to this  act ivi ty) ,  on a bed of  
burning coals  of  her  own making;  on a vocabulary 
of  babbling inconsistency;  on a plane of  vision;  
on a hinge of  mirrors .  

Locust  Valley,  1993 
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New York Ci ty,  1969 

When I ren ted Mary Heilmann's  lof t  on 

West  Broadway and helped her move to 
Chinatown, I wa ndered into one of  the richest  

periods of  the avant-garde in music I sculpture I 
dance I performance I theater,  separate and 
combined,  that  New York h as ever known. 

#10 Chatham Square.  We ate at  Tina 
Girouard's  and Dickie Landry's  kitchen on the 
second f loor,  or  Mary Heilmann's  on six.  
We were Sonnier ,  Smithson,  Serra,  Jonas,  Hay,  
Saret ,  Glass,  Reich,  Graves,  Matta,  Lew, Trakas,  
Akalaitas,  Windsor and many,  many more.  
Gumbo usually.  They talked,  I l is t ened.  

Mary made gauze sl ings with dust  and 
st icks of  c lay in them, Richard rolled and cut  

lead and spattered i t  into corners.  Deborah 
slowed time with breath,  Steve sped time with 
percussion,  I ma de camel toe bones for Nan cy,  
and nothing was stranger than the above than a 

Joan Jonas performance.  
I t 's  hard to say what Joan Jonas is  al l  

about .  I don ' t  know what she did before she was 
there in front  o f  you,  naked,  examining her body 

with a small  hand held mirror.  She asked me to 

assist  her.  I agreed.  She wanted me to l ie  down 
naked under glass in Alan Saret 's  hole in the 
f loor of  his  lof t  and have Trakas rol l  p otatoes 
over the glass while a large section of  the New 
York art  world watched through mirrors.  I d i d.  
She and I rol led a cross the 14th St .  YMCA floor 
with a sheet  of  glass between us.  On Coney 
Island in winter,  p erformers strung out  along the 
beach,  clanked wood together while I ,  t ied into a 

hoop,  was rol led.  
These were some of  Joan's  visions,  sounds 

and images from that  t ime.  They were rehearsed 
and executed slowly and precisely .  We who 
performed with her could never 'get '  the piece 
-  we were the l iving components of  i t .  

What I think she was doing was changing 
the world of  sensory perception.  You went  to 
a Jo nas work to see one of  the excruciat ingly odd 

minds of  that  t ime make a window into her world,  
that  would in a few hours make a window in 

yours.  

Susan Rothenberg 
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' T h i s  i s  m y  r i g h t  s i d e . '  J o a n  i s  s t a nd i n g  n a k e d  i n  t h e  m i d dl e  o f  t h e  

a u d i t o r i u m  f l o o r ,  h ol d i n g  a  s m a l l  m i rr o r  i n  f r o nt  o f  h e r  r i g h t  h i p,  h e r  

h e a d  c o c k ed  t o  t h e  s i d e  a s  s h e ,  c o n c e n t r a t i n g ,  g a z e s  i n t o  t h e  g l a s s .  

H e r  f l a t ,  h o a r s e  y e t  r e s o n a n t  m o no t o n e  c a t c hi n g  h a l t i n gl y  i n  h e r  t h r o a t .  

S h e  i s  n e r v o u s  a n d  c o mp o s e d  a t  o n c e .  H e r  a u d i en c e  i s  s c a t t e r e d  a n d  

c l u s t e r e d  a r o un d  t h e  b i g  o p en  r o o m  s it t i n g  o n  t h e  f l o o r ,  a  g r a i n y  l i n e d  

b l a c k  a n d  w h it e  v i d e o  m o n i to r  e c h o in g  a n d  p r e se r v i n g  h e r  i m a g e .  J o a n' s  

b o d y  i s  m u s c ul a r .  H e r  s h o ul d e r s  a n d  b i c e ps  s m a l l  a n d  r o un d  l i k e  t e n n i s  

b a l l s ,  h e r  b r e a s t s  t h e  s a m e  s i z e  a n d  s h ap e .  S h e  i s  c o l d .  I  c a n  s e e  

g o o s e  b u mp s .  H e r  s k i n  i s  b l u e .  I  c a n  s e e  h e r  r i b s .  H e r  h i ps  a r e  w i d e .  

T h e  b o n es  s h o w .  T h er e  i s  n o  f a t .  H e r  b o d y  i s  r o c k y ,  a n g u l a r .  I t  i s  

n o t  s m o o th e .  I t s  p a r t s  a r e  s e p a r a t e ,  c l e a r l y  j o i n ed  l i k e  a  d o l l .  

' T h i s  i s  m y  l e f t  s i d e . '  S h e  h a s  m o v ed  t h e  m ir r o r  t o  t h e  l e f t ,  h e r  h e a d  

t i l t e d  b a c k  t h e  o t h e r  w a y .  

I  c a l l e d  J o an  t o d a y  a n d  h e r  a n s w e ri n g  t a p e  p ut  m e  i n  t h e  s p a c e  o f  t h i s  

m e m o r y .  T h at  v o i c e ,  s a m e  p i t c h ,  s a m e  u n i n f le c t e d  d e l i v e r y .  A l m o s t  

h o s t i l e  i n  t o n e .  C o m p l e te l y  n o t  s e d u c ti v e ,  a t  l e a s t  n o t  i n  a n y  w a y  

u s u a l l y  c o n s i d er e d  f e m i n i ne .  

H e r  w or k  c o m es  f r o m  a  d e e p  k n o w i n g  l i k e  s o m e t h i n g  k n ow n  t h r ou g h  t h e  

s e n s e  o f  s m e l l  l i k e  a n  a n i m al ,  l i k e  t h e  w a y  a n i m al s  t h i n k .  A l t ho u g h  i t  i n v o l v e s  

c o m p l i c a t e d  s t a gi n g ,  i m a g e r y ,  t e x t ,  t i m e  s h i f ts  a n d  s o u nd  m i x ,  h e r  w o r k  i s  

r e c e i v e d  l i k e  a  s c e n t .  I t  r e m i n d s  m e  o f  t h e  t i me  I  w e n t  t o  a  N o h  p l a y .  I  h a d  

a r r i v e d  i n  T o k y o  t h e  d a y  b e f o r e  a n d  w a s  w a y  o u t  o f  s y n c  w i t h  m y  d i ur n a l  

c l o c k .  I  w a s  c o n t i nu a l l y  p a ss i n g  f r om  w ak e f u l n e s s  t o  d e m i - s l e ep .  

T h e  c l e a r  i m a g e s ,  s i n g i n g  w o r k s ,  d r on i n g  c h a n t ,  a n d  k e e n i n g  m e l od y  

a t t a c h e d  t h e m s e l v es  t o  m y  m in d  t h e  w a y  I  h e a r d  m u s i c  a nd  t a l k  a s  a  

d r o w s i n g  c h i l d  t h ro u g h  t h e  b e dr o o m  w a l l .  J o a n' s  a r t  i s  l i k e  t h a t  f o r  m e .  

28 



: -

Z : 
30 31 



U W J U W W 1  I O N  U Q  

I m p r o m p t u ,  Fe b r u a r y  1 9 6 8  

L a t e  on e  ev e n i n g  I  w a s  s i tt i n g  o n  t h e  f l oo r  on  a  m a t t r e s s  i n  

J o a n  s  l o f t .  J oa n  w a s  u n d e r g o i n g  a  f i t  o f  i ns p i r a t i o n ,  i t  w as  

o b v i o u s  t h at  s he  wa n t e d  t o  g e t  s om e t h i n g  o u t  a nd  sh e  a sk e d  i f  I  

w o u l d  wa t c h ,  t ha t  is :  I  w a s  t o  b e  th e  au d i e n c e .  Th i s  w as  i n  1 9 6 8  

a n d  at  t hi s  po i n t ,  t he  o n ly  t h in g  I  h a d  s e e n  of  Jo a n ' s  wa s  a  

p e r f o r m a n c e  wi t h  a  l a r g e  e ns e m b l e ,  a  s o r t  o f  s c u l p t u r a l ,  

c h o r e o g r a p h e d  B u s b y  B e r k e l e y  wi t h  m i r r o r s ;  I  r e a l l y  d i d  n o t  k no w  

w h a t  t o  ex p e c t .  Jo a n  tu r n e d  o f f  th e  l i gh t s ,  d i sa p p e a r e d ,  t h en  

r e t u r n e d  i n  a  da r k  b l u e  s i l k  r ob e ,  h oo d e d  a n d  l a c e d  at  t he  n ec k ,  

v e r y  m o n k l i k e ,  e xc e p t  f or  t he  f a ct  t h at  t he  r ob e  w a s  c ov e r e d  w it h  

s y m b o l s  o f  al c h e m y ,  a  c r e s c e n t  mo o n ,  a  sp i r a l ,  c lu s t e r s  o f  st a r s  

s e w n  o n .  Jo a n  w a s  s wa d d l e d  i n  a  f et i s h  o f  cl o t h ,  a  wi t c h ' s  sa c r e d  

b a t h r o b e .  A  th e a t r i c a l  pe r s o n a  h a d  ap p e a r e d ,  a  n e w  c r ea t i o n  o f  

s o r t s  wa s  st r i d i n g  to w a r d s  m e  w i th  a  l ig h t e d  c a n d l e  i n  a  m a k e  

s h i f t  c an d l e  h o l d e r .  T he  pe r s o n a l i t y  o f  Jo a n  w a s  l o n g  g on e ,  a  

f i c t i o n .  I n  h e r  pl a c e  wa s  a  m a g i c a l  i nv o c a t i o n .  O K  -  I  w a s  

p r e p a r e d  f o r  th e  su p e r n a t u r a l .  Wh a t  n ex t ?  V e r y  c a r e fu l l y  t he  

c a n d l e  is  s et  o n  t h e  f l o or  a bo u t  t wo  f e et  i n  f ro n t  o f  me  a nd  ou t  o f  

n o w h e r e  a  v er y  l ar g e ,  o r na t e ,  t o rt o i s e s h e l l  h a n d m i r r o r  i s  pl a c e d  

f a c e  do w n  al i g n e d  b e h i n d  th e  c a n d l e h o l d e r .  B ot h  o f  th e s e  ob j e c t s  

a r e  a ss e m b l e d  w i t h  a  sl o w ,  ca s u a l  i nd i f f e r e n c e .  I  f e e l  a  b i t  

u n e a s y ,  I  a m  lo s i n g  my  d is t a n c e .  T he  n ex t  t hi n g  t ha t  ha p p e n s  i s  a  

l i t t l e  m or e  in v o l v e d .  Up  u n ti l  t h en ,  t he  f i gu r e  ha s  m e r e l y  be n t  

d o w n ,  bu t  n o w  sh e  is  s om e w h e r e  be t w e e n  k n e e l i n g  a nd  

g r o v e l l i n g  on  th e  fl o o r ,  d ow n  on  a l l  f ou r s .  Th i s  is  n ot  a n  

e x e r c i s e d  r i t u a l ,  n o  s al v a t i o n  i s  be i n g  s ou g h t ;  a  f o rm  o f  

u n r e h e a r s e d  p r o s t r a t i o n ,  s el f - h u m i l i a t i o n  i s  b e i n g  c a r r i e d  ou t .  

I  c l o s e l y  wa t c h  th i s  pe r v e r s i o n  o f  p r a y e r ,  t hi s  b o w i n g  do w n .  

A r m s ,  kn e e s ,  h ea d ,  f a ce  a re  no t  pe r f o r m i n g  di s t i n c t  g es t u r e s  o f  

r e s p e c t ,  o n ly  t ho s e  of  s e l f - r e j e c t i o n .  I  u n d e r s t a n d  t h a t  I  a m  

w i t n e s s i n g  a  p r i v a t e  i ni t i a t i o n .  Th e  fi g u r e  i s  in i t i a t i n g  h e r s e l f  to  

h e r - s e l f ,  a  pe r s o n  I  d o  no t  re c o g n i z e .  T he n  s u d d e n l y  th e  f ig u r e  is  

s e a t e d  u p r i g h t  a nd  co m p o s e d  h o l d i n g  a  v el v e t  c ut l e r y  p o u c h  ti e d  

t o g e t h e r  wi t h  a  r i b b o n .  C a r ef u l l y ,  a n d  v e r y  s lo w l y  w it h  c er e m o n i a l  

c o o r d i n a t i o n ,  t h e  cu t l e r y  p o u c h ,  c on t a i n i n g  a  fu l l  s et  o f  s i l v e r,  i s  

u n r o l l e d  an d  l a i d  ou t  on  th e  f l oo r ,  h or i z o n t a l l y  b eh i n d  t he  m ir r o r .  

T h e r e  i s  a  un i t y  t o  th e  mo v e m e n t  a s  th e  l e f t  h a n d  dr a w s  a  l ar g e  

s i l v e r  s e rv i n g  s po o n  fr o m  on e  o f  th e  sl e e v e s  an d  th e  r i g h t  h an d  

t u r n s  o v er  t he  m i rr o r .  T he r e  i s  a  so b e r ,  wo o d e n  co u n t e n a n c e  to  

t h e  ho o d e d  f i gu r e .  S he  re m a i n s  e re c t ,  s t i f f  a nd  st i l l ,  k ne e s  be n t  

u n d e r  h er  t o rs o ,  s i t ti n g  on  h e r  h ee l s ,  s he  be g i n s  t o  me c h a n i c a l l y  

t a p  t he  s po o n  on  t he  f l oo r  be s i d e  t h e  m i r r o r .  Th i s  go e s  on  

s e e m i n g l y  f o re v e r  w h il e  he r  ey e s  a re  t r a ns f i x e d  o n  h e r  r e f le c t i o n .  

H e r  a r m  l i f t s  a b ov e  th e  sh o u l d e r ,  t he  e l bo w  b e n d s  a nd  i n  a n  

i n s t a n t  t h e  sp o o n  i s  r ai s e d  ov e r h e a d  an d  b r o u g h t  d ow n  w i t h  f u l l  

f o r c e ,  s t r ik i n g  th e  g l a s s  a nd  sm a s h i n g  t h e  mi r r o r ;  w i t h  t he  f i r s t  

b l o w -  n o  c ri s i s ,  t he  f i gu r e  r em a i n s  co m p o s e d  b u t  t h en  t he  

b e a t i n g  of  t he  s po o n  u p o n  t h e  m i rr o r  t ak e s  o n  a n  u g l y  a sp e c t ,  a s  

i t  i s  r ep e a t e d  o ve r  an d  o v e r  a ga i n  u n t i l  e v er y  ve s t i g e  i s  br o k e n  

d o w n  i n t o  cr y s t a l s ,  i nt o  f r ac t u r e d  g e o m e t r i e s  o f  p a i n .  T hi s  is  n o  

s u r g i c a l  o pe r a t i o n ,  t h is  i s  p u n i s h m e n t ,  pu r e  a nd  si m p l e .  I t  i s  a s  i f  

t h e  m ir r o r  ha s  b e e n  b e a t e n  t o  de a t h .  T he r e  mu s t  h av e  be e n  f o r t y  

o r  f i f t y  b l o ws  a d mi n i s t e r e d  t o  th i s  n ar c i s s i s t i c  f e t is h ;  an d  as  

s u d d e n l y  as  i t  s t a rt e d ,  i t  s to p p e d ,  th e  f ig u r e  e xh a u s t e d .  Jo a n  g o t  

u p ,  t u rn e d  on  t he  l i gh t s ,  s m il e d  a n d  a sk e d  " wh a t  d i d  y o u  th i n k  o f  

t h e  pe r f o r m a n c e ? "  

R i c h a r d  S er r a  

A p r i l  1 9 9 4  
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Where  I  come from Joan  Jonas  i s  a  
househo ld  word .  On  the  st ree ts  
ch i ld ren  cry  ou t  'Here  comes  Joan  
Jonas '  and  I ' ve  even  heard  one  say  
'Mommy,  I  wan t  to  be  a  per fo rmance  
a r t i s t  l i ke  Joan  Jonas  . ..  what ' s  a  
per fo rmance  a r t is t ,  Mommy? '  When 
Joan  recent l y  drove  up  to  the  Los  
Ange les  a i rpor t  to  p ick  me up ,  she  
was  d r i ving  a  big  new ren ted  car.  
I  ha rd ly  recogn ised  her  wi thout  
her  hoops ,  measur ing  rods  and  
megaphones .  Bu t  the  car  had  the  
Ice land ic  f lag  draped  over  i t s  hood ,  
so  anyone  wou ld  ins tan t l y  know tha t  
i t  was  Joan  in  the  car  (she  once  
f i lmed  a  love-s to ry  in  I ce land  f rom a  
tu rned  over  car ) .  Tha t  day  we  drove  
a l l  over  LA  unt i l  we  passed  John  
Cage 's  house .  I t  wasn ' t  fa r  f rom 
where  we  had  taken  a  wrong  tu rn ,  
l i ke  i n  tha t  mov ie ,  and  thought  we'd  
never  come out  o f  i t  a l ive  -  there ,  
the re  was  a  t imeless  happen ing  
go ing  on  in  a  cardboard -box-c i t y  -
an  unschedu led  rehearsa l  fo r  the  
ear thquake.  Tha t  nigh t  a t  a  res tau­
ran t  i n  Long  Beach  we managed to  
laugh  abou t  i t  and  wondered  i f  pos t ­
modern ism wou ld  con t inue  to  be  a  
th rea t  to  no rma l  ea te rs .  
We ta lked  abou t  every th ing  inc lu ­
d ing  a  new p iece  we were  abou t  to  
Co l labora te  on  in  France ,  we  dec ided  
tha t  i f  Joan  remembered  to  b ring  the  

tapes  a l l  t he  mus ic  wou ld  emanate  
f rom the  ins ide  o f  a  la rge  o i l  d rum,  
wh ich  wou ld  s ign i f y  bo th  the  
beg inn ing  and  end  o f  l if e  on  th is  
p lane t .  Wi thout  compromis ing  thi s  
p lan ,  we  a lso  dec ided  that  I  would  
p lay  my  soprano  corne t  in  a  rowboat  
wh i le  the  chorus  of  ange ls  and  
dev i l s  advanced  slow ly  f rom over  a  
h i l l  p lay ing  la rge  wooden b locks  and  
a  ta l l  German woman act ress  
wh i r led  a  rock  on  a  rope  over  her  
head  l ike  a  Kosher  bu tcher  wh i r l s  a  
ch icken .  When the  tango  sta r ted ,  the  
who le  aud ience  moved  to  ano ther  
h i l l  t o  v iew the  oi l  drum bes ide  
a  s tagnant  pond .  Joan  appeared  as  a  
masked  mytho log ica l  f i gu re  and  did  
a  mos t  compe l l i ng  bu t  we i rd  dance  
nex t  to  a  l i f e-s i ze  ca rdboard  cutou t  
dog  and  a  barbecue  g r i l l .  You  
cou ldn ' t  te l l  i f  she  were  summoning  
the  good  or the  evi l  sp ir i t s  or jus t  
do ing  a  ta ran tel la ,  even  though  I  was  
mak ing  the  mus ic  on  some recen t l y  
found  ob jec ts .  The  who le  thing  was  
l i ke  a  sound ing  earthwork  -  tha t ' s  
the  way  Joan  wanted  i t  -  stu f f  
happen ing  jus t  l i ke  that  out  o f  
nowhere .  Even  the  fina l  music  came 
out  o f  a  va l ley  in  the  d istance  and  
rose  over  the  s la te  f reeway  (d rawn 
by  Joan  in  modern  runes )  l i ke  some 
a l ien  spacec ra f t  of f  course .  Not  even  
She l ley  or  Beethoven  had  though t  o f  

any th ing  near l y  as  haun t ing  and  
psychede l i c  as  that ,  but  tha t' s  the  
way  Joan  though t  i t  shou ld  be ;  even  
though  she  harboured  occas iona l  
doub ts ,  we  were  abso lu te ly  
conv inced  o f  the  soundness  o f  he r  
cho ice .  The  d inner  p lates  dot t ing  
the  lawn,  the  f reeway  s la tes ,  the  
g rass ,  t rees  and  sky  a ll  became one  
and  somehow the  aud ience  knew i t  
was  over .  La te r  i n  Ber l i n  we  put  a  
new ending  on  the  who le  th ing  
because  they  had  a  p iano  and  no  
t rees ,  so  somehow the  f ina le  
g rav i ta ted  toward  a  rea l  duet  
be tween Joan  and  myse l f ;  she  was  
p lay ing  on  an  ampl i f i ed  lump o f  
mode l l i ng  c lay  and  I  on  the  p iano .  
You  can  imag ine  the  emot ion  we 
genera ted  be ing  le f t  a lone  to  c lose  
the  per fo rmance  l i ke  thi s ,  especia l l y  
i n  the  fo rmer  Eas t  Germany  and  
fo l low ing  a  fa ith fu l  rend i t i on  o f  a  
Schumann L ied .  These th ings  
s imp ly  don ' t  happen  everyday ,  but  
they  do  when Joan  wants  them to .  
On  the  last  o f  Joan 's  power fu l  
thumps,  the  aud ience  sat  i n  
uncer ta in  s i l ence ,  we  were  in  tears .  
And  Mommy,  that ' s  per fo rmance  a r t ,  
tha t ' s  Joan  Jonas .  

A lv in  Cur ran  11 .94  
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O r g a n i c  Ho n e y ' s  V i s u a l  T e le p a t h y  1 9 7 2 / 1 9 9 4  

O r g a n i c  H o n e y ' s  V e r t i c a l  R o l l  1 9 7 2 / 1 9 9 4  

The instal la t ion is  based on a combinat ion of  d i f ferent  moments of  Jonas '  

hour- long per formance Organic  Honey f rom 1972 and incorporates the 

or ig inal  drawings,  props and v ideotapes.  Organic  Honey was one of  the 

f i rs t  performances in  which v ideo was a major  component .  V ideo was 

used to  combine a deta i l  or  a  c lose-up wi th  a l ive act ion in  c lose c i rcu i t ,  

enabl ing the audience to  v iew d i f ferent  aspects  s imultaneously .  

A l l  act ions,  gestures and props were made for  the moni tor ,  an ongoing 

mir ror .  Mask and costume were used as d isguise represent ing 

t ransformat ion and the a l ter  ego.  
Organic Honey's Visual Telepathy evolved as 

I found myself continually investigating my own 

image in the monitor of my video machine. 

I then bought a mask of a doll 's face, which 

transformed me into an erotic seductress. 

I named this TV persona Organic Honey. 

I became increasingly obsessed with following 

the process of my own theatricality, as my 

images fluctuated between the narcissistic and 

a more abstract representation. The risk was to 

become too submerged in solipsistic gestures. 

In exploring the possibil it ies of female imagery, 

thinking always of a magic show. I attempted 

to fashion a dialogue between my d ifferent 

disguises and the fantasies they suggested. 

I always kept my eye on the small monitor in 

the performance area in order to control the 

image making. 

4 2  
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M i r a g e  1 9 7 6 / 1 9 9 4  

Mirage,  a per formance which incorporated v ideo and f i lm,  developed f rom 

two ear l ier  per formances -  Funnel  and Twi l ight  -  in which the re lation 

of  camera and monitor  to v is ib le and hidden spaces was explored.  

The st ructure of  the p iece reveals ideas of  passage and games of  surv ival .  

The metal  cones are mul t i - funct ional .  They were used to d i rect  sound,  

to s ing,  to yel l ,  to  b low; as a te lescope,  as an oar,  or  s imply as a form. 

Drawing is  a basic e lement in  Jonas'  work and here i t  is  used in 

a r i tual is t ic  manner to represent /create a sentence about  the t ransi tory 

The f i lms and v ideotapes of  the performance have been edited for  th is  
insta l la t ion.  

For Mirage I made a film of drawing, again 

and again, images on a blackbord. and then 

erasing them. Reading the essays collected in 

Spiritual Disciplines. I got another idea to 

use drawings, also in Mirage, which I called 

Endless Drawings' after those described in the 

Meluhean 600* of the Dead, the tribal ritual book 

of New Guinea There it says that in order to go 

from one world to the ne*t you must finish a 

drawing in sand which an old lady, the 

devouring witch, begins at the boundary 

between life and death. 
5 0  





A  p u r e  d an c e  

S t o m p i n g  st o m p i n g  s t o m p i n g  

I n  fr o n t  of  t he  f il m  f o o t a g e  o f  th e  vo l c a n o  er u p t i n g  

W a s  s he  f ac i n g  th e  f oo t a g e  

O r  t h os e  of  us  wi t n e s s i n g  

S u r e l y  i n  he r  mi n d ' s  e y e  

S h e  fa c e s  th e  v ol c a n o  

W h i l e  i n  th e  t he a t e r  

S h e  fa c e s  u s  

S t o m p i n g  d i r e c t l y  i nc e s s a n t l y  

E v e r y  b o dy  p ar t  i nt e n t  on  st o m p i n g  

T h e  l a v a  t ak e s  t hi s  pa l m  t r e e ,  t h a t  o ne  

C o m e s  da n g e r o u s l y  cl o s e  t o  t h e  c am e r a  

C u t  t o  t he  f um i n g  mo u n t a i n  si d e  

w o m a n  on  st a g e  ab s o r b e d  a bs o r b e d  in  s t o mp i n g  

I  t h i nk  o f  t he  o pe n  ai r  No h  st a g e  b y  t he  s ea  

F a c i n g  t he  s ea  s o  t ha t  t he  pl a y e r  fa c i n g  t he  s e a  
R e f l e c t s  i t  t o  t h e  a ud i e n c e  
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J u n i p e r  T r e e  1 9 7 6 / 1 9 9 4  

Based on the Brothers '  Gr imm fai ry ta le ,  Jonas presents  a  var iety  o f  

scenes and images,  represent ing her  part icu lar  deconst ruct ion of  the 

s tory .  Th is  ins tal la t ion is  a  reconst ruct ion of  a  moment  in  the so lo  vers ion 

of  the Juniper  Tree.  In  the s l ides one can see d i fferent  moments f rom 

the two versions of  the per formance.  Dur ing each per formance 

two paint ings were made:  a  red one and a whi te  one,  which then 

became par t  o f  the changing backdrop.  The soundtrack ,  by Joan Jonas.  

wi th  songs by S imone For t i ,  has been edi ted for  this  ins ta l lat ion.  S 
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O N  TH E  D EL A Y E D  S ON G S  O F  J OA N  JO N A S  

T h e  o r g a n i c  h o ne y  d r i pp e d  o v e r  a n d  o v er  

A  v e r i t a b l e  v e r t i c a l  r o l l  p a s s i ng  

d o w n  t h e  c o n e  s e e n  f ro m  b ot h  s i d es  

A  m i r a g e  r o a d  m o vi n g  e n d l es s  l o op  

l i k e  a  d r a w i n g  e r a s ed  o v e r  a n d  o v e r  

Y e t  t h e  i m a g e  r e m a in s  

A  j o u r n e y  t h ro u g h  t h e  v ol c a n o  i nt o  t h e  h e a rt  

T h e  d o g  w i t h  on e  b l ue  e y e  h o w l s  

T h e  m o o n  t ur n s  t o  su n  

T h e  h e a r t  b e c o m es  a  b u g  

H e  s a w  h e r  b u rn i n g  

B u t  t h e  f l a m e s  d i d  no t  d a ma g e  

O n l y  a  p a s s a g e  

F r o m  g o od  m o r ni n g  to  g o od  n i g ht  

D r e a m s  o f  t h i ng s  f o r e se e n  

Q u e s t i o n s  a s k e d  o f  B a s i c  N at u r e  

M i r r o r s  r e f l e c t  t h e  w at c h e r s  

M u s i c  s to p s  w he n  t h e  n e e d l e  i s  l i f t e d  

W e  a r e  l i s t e n i n g  t o  t he  s p a c e  r e m ai n i n g  

B e a u t y  a n d  i t s  e d ge  

D a n c i n g  w i t h  a  s k e l e to n  

R o l l i n g  u p  i n si d e  a  w o o de n  h oo p  

B i r d  w h i st l e s  l a t e  a t  n i g h t  

Somet imes  an  a rt i s t  wi l l  t hrow a  thought  into  the  

wh isper ing  poo l  o f  ou r  communi ty  consc iousness .  

Sudden ly  everyone  has  thi s  though t  on  the  ti p  of  thei r  

tongue  as  though  i t  is  the i r  o r ig ina l  idea .  In  fac t  once  

i t  is  an  image free ly  g iven  in  the  wor ld ,  i t  i s  pub l i c  doma in .  

The  pub l i c  has  a  shor t  and  se l f - se rv ing  memory .  

The  aud ience  i s  consuming  the  amalgamat ion  of  

the  la tes t  t rend ,  the  popu la r i t y  con tes t  winners  of  the  

moment .  So  what  of ten  happens  in  ar t  i s  tha t  the  o r igina l  

source  is  hidden  whi le  the  imi ta to rs  become s ta rs .  

Th is  is  because  someone has  paved  the  road  o f  ideas  

and  fee l ings  fo r  them.  Imi ta to rs  may  a lso  shed  l i gh t  on  

the  o rig ina l  source ,  fo r  example  -  The  Rol l i ng  S tones  

represen t ing  Amer ican  b lack  b lues  mus ic .  

Joan  Jonas  i s  an  o rig ina l  sou rce .  Her  inf luence  can  be  

seen  ref lec ted  in  ano the r  genera t ion 's ,  act i v i t i es  in  ob jec t  

mak ing ,  per fo rmance ,  insta l la t ion ,  f ilm ,  v ideo  etc .  Th is  i s  

no t  to  say  tha t  the  cu r ren t  genera t ion 's  is  mere ly  im ita t i ve .  

In  fac t  thi s  is  no t  the  case.  I t  i s  more  an  inhe r i tance  of  

poss ib i l i t i es  -  a language  deve loped  and  passed  down.  

Joan  Jonas  i s  respons ib le  fo r  deve lop ing  and  ex ten­

d ing  th i s  language  -  ful l  of  movements  and  images  cu l led  

f rom our  arche typa l  myths  and  d reams -  for  a ll  o f  us.  

Thank  you  Joan  for  the  gi f t s  wh ich  you  keep  on  giv ing .  

Rob in  Win te rs  

Cooks  Fal l s ,  New York ,  1994  
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V o l c a n o  Sa g a  1  985 /  1994 

Volcano Saga is  a  mul timedia performance based on a 13th century  

Ice landic  saga which tel ls  the s tory  o f  a  woman and her  dreams.  

Af ter  go ing to  Ice land to  record the landscape,  Jonas developed the ideas 

in  a  so lo  per formance which was then turned in to  a v ideo.  In  th is  

ins ta l la t ion one sees d if ferent  aspects  of  both:  the or ig inal  s l ides of  

Ice landic  landscape used in  the per formance,  drawings made dur ing the 

per formance,  parts  o f  the or igina l  set  up and the f ina l  v ideotape.  
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I  remember  Joan  in  one  o f  her  per fo rmances  hav ing  Spau ld ing  Grey  
ho ld  up  d i f fe ren t  p rops  tha t  she  has  repe t i t i ve ly  used  ove r  the  years .  
Each  o ne  tha t  he  he ld  up ,  he  wou ld  ask  the  ques t ion  'do  you  remember  
th i s? ' .  I t  d idn ' t  seem to  mat te r  wha t  the  answer  was ,  i t  was  the  
ques t ion  tha t  was  impor tan t .  She  cou ld  te l l  a  s to ry  ( th i s  one  was  
sc ience  f i c t ion )  and  incorpo ra te  an  obsess ion  o f  her  own at  the  time-
a  rear  o f  amnes ia  o r  l os ing  her  m ind .  Her  work  i s  to ta l l y  persona l :  
she  makes  a  co l lage  ou t  o f  a  s to ry  tha t  she  f inds  and  weaves  herse l f  
i n to  i t s  fab r i c .  And  be ing  her  f r i end  means  tha t  you  as  we l l  become 
inco rpora ted  in to  the  d rama tha t  leads  up  to  the  per fo rmance .  

• f unny  th ing  i s  tha t  you  never  have  a  say  in  wha t  comes  ou t  in  
the  end ,  a f te r  you  have  been  to ta l l y  invo lved  in  i t .  

H^ r  be ts  look  l i ke  funny  assemb lages  o f  home-made th ings ,  th ings  

Q i a t  w e r e  obv ious l y  found  on  the  s t ree ts  and  h i - tech  aud io  v isua ls ,  
we  doesn  t  work  f rom a  c lass ica l  pa rad igm o f  e i the r  thea ter  o r  a r t ,  

cons t ruc t ion  o f  he r  p ieces  can  look  l i ke  any th ing  and  can  be  
ncerned  w i th  any th ing .  So  she  can  use  a  c lass ica l  sto ry  and  re la te  

t im°  a n d  b o w  s ^ e  s e e s  the  wor ld  a t  tha t  pa r t i cu la r  p lace  in  
fh«+ ' , a n  "  ' S  P r ° b a b l y  * b a *  fr e e dom (o f  the  a r t - fo rm o f  per fo rmance)  

o re  lm  ? r r a C , S  h ! "  ">  A n d  s h e  *»>«< " «  d.scard  
s ion ism^  G S  ' n  9 r t  W ' t b  a  F r e u d i a n  abandon.  She  can  mix  expres -
sonn  c n W '  m i n i r r | a l i sm and  do  i t  wh i le  danc ing  to  a  rock  and  ro l l  

and  the  n i "  9  S e n s e '  ^ e r  fac t ion  i s  to  p rove  Ga l l i l eo  wrong :  the  sun  
the planets and the stars revolve around her. if we let her. 



oi r i -L  ION o< 

R e v o l t e d  b y  t he  t h ou g h t  o f  k no w n  pl a c e s . . .  

S w e e n e y  A s t r a y  1 9 9 4  

While  the other  f ive insta l la t ions were made af ter  the per formance,  th is  

ins ta l la t ion has been created in  advance of  the theaterp iece that  wi l l  be 

presented in  June in  Amsterdam. Al l  ob jec ts  placed in  this  ins ta l la t ion 

wi l l  be incorporated into  the new per formance.  Based upon a medieva l  

I r ish poem, in  a version by Seamus Heaney,  Joan Jonas br ings the poem 

in to  her  own v isual  space.  
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Joan Jonas 

Sweeney Astray:  W o r k  i n  Progress  

I  

'Sweeney Astray ' ,  in  a  vers ion by Seamus Heaney,  

is  a  s tory about  an Ir ish pagan king (Suibhne)  who 

clashes with the cler ic  St .  Ronan who is  at tempting 

to  occupy Sweeney's  terr i tory.  Ronan curses  Sweeney 

who is  subsequent ly  dr iven mad during a bat t le  and 

is  t ransformed into a  creature  (though st i l l  a  m an)  

and is  doomed to  l ive l ike a  b ird.  While  wandering 

around Ireland living on watercress  and spring water ,  

various a t tempts  are  made to  capture  him.  

This  expuls ion f rom society enables  or  forces  

Sweeney to  speak -  to turn his  al ienat ion into poetry.  

He laments  his  losses ,  s ings praises  of  nature ,  com­

plains  of  hardships ,  and so on.  Eventual ly ,  he  re turns  

to  the fold only to  die  f rom a spear  blow from 

a je alous husband who wrongly suspecs him of  
adultery.  The curse is  fulf i l led.  

I  see this  as  a  music / theater  performance taking 

place in  an electronic  sett ing t ranspor t ing the theme 
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of  the guil ty ,  displaced ar t is t  (person)  into a  

d is integrat ing world.  The tradi t ion in which the 

individual ,  s tressed beyond endurance by war,  

re t reats  in to the wild ,  can he related to  what  might  

occur  in  the par t icular  chaos of  the present .  

On another  level ,  the  piece descr ibes  shamanist ic  

f l ight  as  Sweeney s ings praises  of  t rees ,  animals ,  

b i rds  and other  ecsta t ic  experiences.  These rather  

myst ical  express ions in  forms of  ear ly  Ir ish nature  

poetry are  musical  and potent ia l ly  magical  in  

possibi l i t ies  of  visual  and aural  representat ion.  

The paper  thin dis tance between order  and 

brutal i ty  however ,  gives  the poem i ts  movement .  

I  he  dichotomies  between nature  and cul ture ,  the 

l is ts  of  what  Sweeney misses  or  doesn ' t  as  opposed 

to  what  he prefers ,  give the poem a shape and a 

rhythm. During his  f l ight  an d wanderings,  Sweene\  

most ly  runs into other  sol i tary f igures ,  (except  for  

the  f irs t  and the las t  par ts  when he is  home ).  so that  

a l l  the  dialogue is  in  the form of  a  solo or  a duet .  

1 • '  m m & m m s m  m  m  m  m m  •  -

These pairs ,  opposi tes ,  comparisons,  give one the 

opportuni ty  to  experiment  with ideas  of  sound/  

music/ image/noise/movement  etc .  within this  
par t icular  s t ructure.  

Final ly ,  one of  the most  important  aspects  of  the 

poem is  the t ime in which it  takes  place:  the  crack 

between the old and the new,  when the new 

dominant  Chris t iani ty  col l ided with the older  

Cel t ic  temperament  in  I reland.  On one level  thi s  

became a s t ruggle  between the male (new) and the 

female (ear l ier) .  I  am not  interested in  explor ing 

the 'new'  in  this  case,  only the ear l ier  time when 

women had a  par t icular  voice and p resence.  

I  h is  is  the  subtext  of  the piece.  Not  to  interfere  

with the basical ly  very moving s tory of  Sweeney 's  

pl ight ,  but  to  question his  misogyny and to  give 

the women substance -  most ly  visually ,  bu t  a lso a t  
t imes verbal ly .  

l  or  this  purpose I  plan to  inser t  three texts  as  

plays inside the play by and/or  about  women from 
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the  t ime of  the poem -  for  instance,  the  love poem 

' I  of ten go to  the f lagstone where he once s tood. . . '  

Also,  when the two women and the one other  man 

are  not  actual ly  speaking they wil l  be  involved in  

act ions that  have to  do with visual  s t ructures  that  
re la te  to  the text .  

Amsterdam, 1992 

I I  

In 1992 I  began to  work with 'Revol ted b y the thought  

of  known places. . .  Sweeney Astray ' .  I  made a  video 

instal la t ion in  an old factory space run by Kunstwerk 

in  former East  Berl in .  The main prop was a  s ix  foot  

high glass  table  on which the actor  s tood.  The camera 

was on the floor  shoot ing up through the glass  so that  

i t  looked l ike the actor  was f loat ing or  suspended in  

space.  We worked with ref lect ions and juxtaposi t ions -

it  was l ike an animated paint ing.  A place for  a  bird 

man.  East  Berl in  was Sweeney 's  world then.  



Now, in  Amsterdam, I  have added for  a  s tage set  two 

project ion screens on wheels  -  one with a  cur ta in  

made out  of  scr im mater ial ,  the  other  looking l ike 

a  t ra mpoline -  for  s l ides ,  l ight ,  and defini t ion of  

space.  There is  a lso a  suspended video screen for  

the l ive video t ransmission.  I  a lso designed a wel l  

based on ones which I  saw in the Aran Is lands in  

I re lend where I  photographed s tone wal ls  and f ie lds ,  

e tc .  Other  s l ides  included were taken in  different  

locat ions.  

So with al l  of  the above we began -  six per formers ,  

a  camera man,  and four  or  f ive technicians ( later  a  

l ight  designer)  -  to work in  the space of  the Wester-

gasfabriek a  month before  the opening.  Alost  of  my 

preconceived ideas  or  thoughts  were immediately 

subordinated to  the s i tuat ion at  hand:  how to move 

props and people  around in the space to  make a 

moving picture  in  time represent ing Sweeney.  

On the whole,  the  problems that  have ar isen seem 

to be purely technical  involving cues,  placement,  
t iming and so on.  
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I t  is  interest ing and diff icul t ,  exci t ing and terr i ­

fying,  to  s it  outs ide of  my work and direct .  

I t  is  def ini te ly ,  as  usual ,  chaos.  But  because I  love 

to  cook and have spent  a  lot  of  time in kitchens in  

the  past ,  I  see  i t  as  mixing,  tas t ing,  combining.  

I t  is  my process .  

A year  ago when I  wa s looking for  the people  who 

might  perform,  I  t hought  of  asking a  visual  ar t is t  to  

play me -  par t ly  to  have something of  a  contrast  to  

the s tyle  of  the actors .  Like a  mark or  an accent .  

Miraculously we found someone who was interested 

in  doing it .  Now I  see this  idea as  my own way of  

being in  the piece.  It  is  actual ly  the way I  re la te  to  all  

the  characters ,  the  actors .  Because I  am a performer 

f i rst ,  I  sense everyone through my own senses/hody.  

And then of  course,  when I  look I  do n ' t  see me I  see 

her ,  them. So i t  is  a  combinat ion.  I  only t ry  to  pass  

on some of  my own language,  my way of  working 

with props,  my movements ,  and style .  Each one has a  

d i fferent  way of  behaving,  of  act ing -  this  interests  

me.  The people  themselves  -  what  they show me.  

How they look,  walk,  s tand.  Simple things that  shine 

through.  They inhabi t  the characters .  

The video also plays a  part :  an inside view of  the bird 

who appears  to  f loat  above the actors  themselves .  

I  am construct ing the piece in  re la t ion to  the set,  

to  the moving frames,  the frame of  the video,  the 

frame of  the glass  table ,  the  space.  We move through 

fragmented t ime,  s tep by s tep f i lmicly construct ing 

the sound,  each scene,  the breaks,  the  t ransi t ions,  

the l ight .  I  work l ike a  visual  ar t is t .  

How the piece wil l  f inal ly  be I  cannot  say now. 

I t  is  not  a t  this  point  about  I reland as  much as  i t  is  

about  the t ranslat ion of  the poem for  a  s i tuat ion in  

Amsterdam. It  is  a lso concerned with f inding ways 

to  represent  the characters  through the actors .  

I  watch my idea about  the women,  for  instance,  trans­

form.  Now I  focus on the main ideas  in  the text ,  not  

my thoughts  around the text .  The ar t is t  and the 

dancer  are  s i lent  in  the piece.  I  just  decided to  s tep 

in:  to  run the s l ides  and to  occasionally  walk through.  

Also s i lent .  I  hope i t  gives  some tension -  and I  l ike 

the presence of  a  third si lent  woman.  How i t  wil l  

read is  not  quite  known and I  l ike this .  

The men Sweeney meets  -  an antagonis t ,  a  f r iend,  

a  m entor,  are  al l  p layed by the same actor  and so are  

aspects  of  one man or  aspects  of  Sweeney 's  world.  

The women remain on the edges of  his  world,  a lways 

there .  He hops about  changing moods l ike an actor ,  

looking into the camera -  he is  caught  in  the video,  

the  point  of  view is  constant ly  changing -  he is  

f ramed,  they are  framed -  wil l  he  be t ransformed? 

Wil l  we? I  don ' t  know. Now we are  in  the middle .  

The rest less  bird 's  world.  

Amsterdam, 1994 
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Kees Veelenturf 

Sweeney Ast ray:  Background 

The madness of King Sweeney was one of the benefits of the 

battle of Magh Rath, which was fought in northern Ireland 

in the year 637. Our medieval source explains: 'And Suibhne 

Geilt having become mad is not a reason why the battle is 

a triumph, but it is because of the stories and poems he 

left after him in Ireland.' Who is Suibhne/Sweeney? 

The account of his final career, which consists of narrative 

and verse, tells us that he was a king from the north of 

Ireland, but undoubtedly he should be regarded as legendary. 

The oldest extant versions of Sweeney's story are written in 

Irish Gaelic, and are found in three manuscripts from the 

17th and 18th centuries. Linguists have dated the language 

of these tales to the 12th century, so the manuscripts offer 

very late compilations of early narratives and poems. 

Some centuries before the 12th however, the adventures of 

the mad king were already known in Ireland and remained on 

the repertoire list of narrators and scribes. Eventually, they 

were given the title of Buile Suibhne, the Frenzy or Madness 

of Sweeney - another meaning of buile being 'vision'. 

This tale and two others, The Buttle of Magh Rath and 

The Banquet of the Fort of the Geese, form a small cycle. 

The story of Sweeney is Irish but must have come from 

Britain. Three early medieval legends from Wales and south­

west Scotland make up close analogies. The Welsh poet 

Myrddin, the Merlin in the Vita Merlini by Geoffrey of 

Monmouth, and the lunatic Lailoken in the lives of 

St. Kentigern are all legendary forerunners of the literary 

Wild Man in the Woods. Sweeney must he a descendant 

of their mutual prototype, who perhaps was named Lalocant, 

and later came to be identified with Merlin the prophet. 

Basically their legends are the same, and Myrddin, Merlin 

and Lailoken are one figure. They all go mad in a hattle 

(Sweeney in Magh Rath \.D. 637, the others in Vrfderydd in 

Cumberland A.D. 574), because of a saint s curse (Sweeney), 

or a terrifying vision in the sky (Lailoken; cf. Sweeney), 

or fear of the fight (cf. Sweeney) and grief for the killed 

(Merlin). Similarly they all dwell in the woods living on 

roots, fruits, etc. As madmen, they are seers, and have 

contact with several visitors, to whom they prophesy 

(Myrddin, Lailoken, Merlin). Finally, they make friends 

w ith a saint (Sweeney w ith Moling; Lailoken with Kentigern) 

and die. Another common theme of these four legends is that 

ot the threefold death, albeit now residual in Sweeney's. 
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The interdependence of these early stories and their 

narrative motifs makes it obvious that the bird-man Sweeney 

has a long and moving history. 

The Irish madman whom we meet in the written sources, 

lives in the wilderness where he rests in the trees and keeps 

a special diet. He is hairy and naked or covered with feathers. 

He is very swift and makes great leaps or even levitates, while 

travelling great distances in his restlessness. He is taken 

by madness through a cu rse of a priest; through the loss of 

a lov er; an experience in battle; or through taking infected 

food or drink. Irish tradition has a place where the madmen 

of the island liked to dwell: Gleann na nGealt, which may be 

Sweeney's Glen Bolcain, and can be located in south-west 

Ireland. 

One of the earliest parallels to Sweeney's condition as a mad­

man l iving in the wilds is to be found in the Book of Daniel 

in the Old Testament. King Nebuchadnezzar is forced to 

live a lif e not unlike Sweeney's until he repents his haughti­

ness, whereafter his sense and worthiness are restored. 

Both Sweeney and Nebuchadnezzar are lords who do not 

adhere to a sacred code. Although Sweeney regrets his abject 

behaviour too, and as an outcast leads a penitent's life, 

his senses are not returned permanently. 

The curse placed upon Sweeney by the priest St. Ronan after 

he has insulted him is a theme shared with other early Irish 

tales. Comhdhan Mac Da Cherda becomes a madman after 

provoking a druid's curse by allegedly sleeping with the 

latter's wife. Conall Clogach incites a mob to throw clay at 

St. Columba's clerics and is condemned to insanity by this 

saint. Although in the narratives priest and lunatic are 

antagonists, they both operate in the same liminal sphere 

where man has the faculty of prophecy and insight into the 

unknown. This is acknowledged by Moling, the saint who 

welcomes Sweeney as a sympathetic soul. 

To an extent, folly and wisdom can be paired. This is the 

privilege of the poet and descendant of the shaman which 

Sweeney virtually is. Only at home outside of society's 

boundaries, the madman-seer can also be conceived as a 

parallel to the religious recluse-saint. For the mad exile 

though there is no lasting place of refuge, as is witnessed 

by the numerous place-names of his itinerary. Sense of place 

is one of the strongest features of Irish literature, but in 

the madman's experience it also implies a gloomy awareness 

of longing and restlessness. 

The links with the sane Irish prophet-poet, the ascetic 

hermit, and the shaman are also apparent from his feather 

dress and his ability to fly. Levitation, making big leaps and 

flying, are feats of other Irish literary figures as well. 
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Cu Chulainn, the young hero of the Ulster stories cycle, 

is capable of making high leaps. But levitation, which as a 

literary motif might be a development of the notion of 

swiftness, seems always to be connected with frenzy. It is 

the geilt or madman who, so to say, performs such extra­

ordinary tricks on a regular basis. 

Sweeney is a p oet, and tradition has ascribed a number of 

early Irish poems to him which are not included in his 

'biography'. Nature is a p redominant element of these lyrics, 

as it is in the contemporary poetry which has questionably 

been attributed to early Irish hermits. This seemingly 

Arcadian shade is probably best understood as an expression 

of dependence. For it is not a mere descriptive poetry, but 

rather Sweeney's personal reflection on natural phenomena 

versified. This is what we find, for instance, in his beautiful 

evocation of the trees of Ireland in the central part of the tale. 

Sweeney is one of the constant characters in the Irish 

literary firmament. In 1913, Buile Suibbne was edited and 

translated byJ.G. O'Keeffe. Subsequently, several other 

Celtic scholars have devoted their studies to aspects of the 

tale, such as language, thematic origins and treatments. 

In modern Irish literature Sweeney occupies an ambiguous 

position in At Swim-Two-Birds by Flann O'Brien. The poet 

Seamus Heaney re-created the medieval tale in a new English 

version, seeing Sweeney also as a figure of the artist. 

The frenzy of Sweeney has managed to retain its appeal over 

the centuries. The madman of the trees has migrated from 

Britain to Ireland, and from Irish Gaelic to English. Now an 

American artist collaborating with a Dutch theatre company 

present their own Sweeney on continental soil, using a fresh 

rendering of Heaney's English version by a Dutch poet. 

As it must have been in the beginning, it is still. A tale is 

heard, becomes recast, and begins a new life, so that some­

one may start to tell of the bird-man anew. Sweeney's is a 

never ending journey. 

J.G. O'Keeffe (ed.) Buile Suibbne (The Frenzy of 

Suibbne), being The Adventures of Suibbne Geilt. 

A Middle-Irish romance, edited with translation, 

introduction, notes and a glossary, 

Irish Texts Society, 12, London, 1913. 

Seamus Heaney, Sweeney Astray, Derry, 1983 

(reprinted London-Boston, 1984). 

Seamus Heaney, Sweeney's Waanzin, translated by 

Jan Eijkelboom, Amsterdam, 1994. 
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R e v o l t e d  b y  t h e  t h o u gh t  o f  k n o wn  p l a c e s  

S w e e n e y  A s t r a y  

C o n c e p t / d i r e c t o r / d e s i g n  

J o a n  J on a s  

T r a n s l a t i o n  o f  S w e e n e y  A st r a y  

b y  S e a m u s  H e a n e y  

J a n  E i j k el b o o m  

A c t o r s  

P i e r r e  Bo k m a  ( S we e n e y )  

E l i s a b e t h  A n de r s e n  

J a n i n e  H ui z i n g a  

G e r a r d j a n  R i j nd e r s  

M u s i c  

H a r r y  d e  W it  

D a n c e  

K a r i n  P o st  

C a m e r a  

T i t u s  M u i z el a a r  

P e r f o r m e r  

J o a n  J o na s  

L i g h t i n g  d e s ig n  

J a n  d e  Ke y z e r  

A n d r e  Sm a l  

J o a n  Jo n a s  

P r o d u c t i o n  

M i c h a e l  v a n  Is v e l d t  

T e c h n i q u e  

H a n  El l e n b r o e k  

A n d r e  S m a l  

L e o  v an  d e  Zi j d e n  

M a k e - u p  

D a v i d  Ve r s w i j v e r e n  

W a r d r o b e  

T i n e k e  T i l l e m a / M a r g a  v a n  B er c u m  

P r o m p t e r  

R o b e r t  J oo s t e n  

D e s i g n  r e al i s e d / C o s t u m e s  m a de  b y  

A t e l i e r  T on e e l g r o e p  Am s t e r d a m  

P r e m i e r e  T u es d a y  3 1  M a y ,  1 99 4 ,  

M a c h i n e g e b o u w  We s t e r g a s f a b r i e k t e r r e i n  

A m s t e r d a m  

C o - p r o d u c t i o n  T o n ee l g r o e p  A ms t e r d a m  

a n d  S t e d e l i j k  Mu s e u m  Am s t e r d a m  in  

a s s o c i a t i o n  w it h  t h e  H ol l a n d  F e s t i v al  1 9 9 4  
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P e r f o r m e r s '  B io g r a p h i e s  

El isabeth  Andersen  (1920) trained at the 

School of Dramatic Art from 1940-1943 and 

made her debut with the Gemeenteli jk Theater-

bedrijf (Municipal Theatre Company) in the 

1942/43 season. After that she played with 

Comedia for two seasons. From 1947-1960 

she was tied to the Haagse Comedie (Hague 

Comedy). Since 1960 Elisabeth Andersen played 

with Rotterdam's Toneel (Rotterdam Theatre), 

Centrum (Centre), Nieuw Rotterdams Toneel 

(New Rotterdam Theatre), Nederlandse 

Comedie (Dutch Comedy), Haagse Comedie, 

Globe (Globe Company), Theater, F Act, 

De Appel (The Apple), Het Publiekstheater 

(The Theatre of the Public) and Het Nationale 

Toneel (The National Theatre). A l ist of her 

roles is impossible to give; she has played more 

than 120 roles. Since 1979 her roles in Bloed van 

de hongerli jders (Blood of the Starvelings), 

De Hamletmachine (The Hamlet Machine), 

Hofscenes (Court Scenes), In het tuinhuis 

(In the Garden House) and Savannah Bay (Globe), 

De nacht, de moeder van de dag (The Night, 

Mother of the Day, Publiekstheater) and 

Hebriana (Het Nationale Toneel) are memorable. 

On three occasions she has received the 

Theo d'Or (1958, 1966 and 1984), and twice the 

Colombina and in 1953, 1954 and 1969 she was 

acclaimed the best actress of the year. 

In 1985, the year in which she became 65, 

Elisabeth Andersen said good-bye to the 

theatre. Since then she has appeared a couple 

of times. During her whole career she has 

regularly participated in fi lms and television 
series. 

Pie r re  Bok ma (1955) trained at the Academy 

of Dramatic Art in Maastricht from 1978-1982. 

During this time he trained with the Werk-

theater (Working Theatre). Unti l halfway 

through 1985 he worked as a free-lance actor 

with toneelgroep Globe (Het chemisch huwelijkl 

The Chemical Marriage, direction Gerardjan 

Rijnders), Regiotheater (Regional Theatre, with 

director Johan Simons), F Act, Baal and het 

Publiekstheater (De nacht, de moeder van de dag 

and Hamlet), with which he held a permanent 

appointment since 1985. When Toneelgroep 

Amsterdam (Theatre Group Amsterdam) was 

founded in 1987, Pierre Bokma went to this 

company with which he has played since, except 

for the 1990-1991 season. In 1988 he made the 

fi lm Leedvermaak (Malicious Joy, director 

Frans Weisz) and was awarded the Gouden Kalf 

(Golden Calf) in 1989 for his part as the bride­

groom Nico. With Toneelgroep Amsterdam he 

has appeared in Titus, geen Shakespeare! 

(Titus, No Shakespeare!), Mem Kampf, Lulu, 

Penthesilea, Vastgoed B. V. (Glen Garry Glenn 

Ross), Gyges en zijn ring (Gyges and His Ring), 

Othello and Richard III. From the hands of 

Peter Oosthoek Pierre Bokma received the 

Albert van Dalsum Ring in 1993. Apart from his 

dramatic work Pierre regularly plays in fi lms 
and television series. 

Ja n ine  Huizenga  (1958) studied subiect-

audience visual design at the Gerrit Rietveld 

Academie in Amsterdam from 1984-1989. 

She mainly works with photography. 

She participates in joint projects with graphic 

designers such as 'l ive magazine' (Theater 

De Balie, 1992); did the photography for 

the designer group Wild Plakken Amsterdam 

for their retrospective exposit ion at Centraal 

Museum Utrecht 'Beeld tegen Beeld' (Image 

against Image. 1993); designed the computer 

logo for De Digitale Stad (The Digital City, 

De Balie 1994). As a visual artist she worked 

for e.g. 'Tussen beeldende kunst en fotografie' 

W139 (Between visual art and photography, 

Warmoestraat 139), A rti et Amicit iae 'The 

Private Eye' (1991) and 'Posities' (Positions, 

solo. 1994). 

Ti tus  Muize la ar  (1949) has been working 

professionally with theatre since 1971. the year 

in which he was expelled from the Academy of 

Dramatic Art in Maastricht. He began playing 

with toneelgroep Globe (two productions) and 

worked for the Stichting Pirn Peters Productie 

(Foundation of Pirn Peters Production) at the 

same time, first as an actor but soon enough as 

a director as well (until 1979). He then played 

with the Projekttheater (Project Theatre) 

t i l l  halfway through 1981, chiefly under the 

direction of Frans Stri jards and Jan Joris 

Lamers. After that he worked with Lamers with 

the Onafhankelijk Toneel (Independent Theatre) 

for two years. In 1983 they founded Maat-

schappij Discordia (Discordia Society). 

For his play in the first production of this 

group. Uber die Dorfer (Peter Handke). under 

the direction of Jan Joris Lamers. Muizelaar 

received the Arlecchino. Until 1985 he played 

exclusively with Maatschappij Discordia; 

after that he worked as a free-lance actor with 

e.g. Art A Pro. het Publiekstheater. Toneel-

schuur Produkties (Shed of Dramatic Art 

Productions), Toneelgroep Amsterdam 
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(including Titus, geen Shakespeare! and Lief-

hebber) and Maatschappij Discordia. Since 1992 

he has been part of the artist ic direction of 

Toneelgroep Amsterdam with which he directed 

Mooi weer vandaag (Home), Cocktail and Maan-

licht (Moonlight). 

Kar in  Post  (1962) f inished her training at 

the Scapino Dancing Academy. She danced 

with Dansproduktie (Dance Production) 

and Dansgroep Krisztina de Chatel (Krisztina 

de Chatel Dance Group) among other things. 

With the latter she made Shower Power with 

Dries van der Post. In 1989 she danced with 

Dries van der Post in the duet programme 

Post & Post choreographed by Pauline Daniels, 

Beppie Blankert, Helga Langen and themselves. 

With Het Concern (The Concern) she made the 

solo Plotter in collaboration with visual artist 

Peter Struyken. In 1991 she initiated True Colour 

with choreographies of Pauline Daniels, 

Hans van Manen, Ted Brandsen and herself. 

Peter Struyken provided the settings. 

True Colour was nominated the production/-

choreography award of the VSCD. In 1991 she 

received the incentive prize of the St. Dansers-

fonds '79 ('79 Dancer's Fund Foundation). 

By order of the Springdance Festival '92 she 

made the duet Set Go in collaboration with 

Peter Struyken and Irma Baatje. In 1992 

she initiated with Dries van der Post Twine 

choreographed by Piet Rogie, Ton Simons and 

herself with settings by Peter Struyken. 

In 1993 she danced with Dries van der Post in 

Stelling by Amy Gale and Caroline Dokter. 

Her latest producton Take in which she colla­

borated again with Peter Struyken has recently 

premiered in Springdance 94. Apart from a 

repeat-performance of Set Go the production 

consists of two fi lms/videos she made with 

Jaap Drupsteen, and Take 1,2,3,4,5, choreo­

graphed by herself for six dancers. Karin Post 

is a member of the committee of Arts '92. 

Gerard jan  R ijnders  (1949) received direction 

training at the School of Dramatic Art and 

studied law at the University of Amsterdam at 

the same time. After his finals in 1973 he worked 

as assistant to the director, Fritz Marquardt, on 

Penthesilea with the Toneelraad Rotterdam 

(Rotterdam Drama Council). As a director he 

made his debut with Toneelgroep Baal (Baal 

Company) in 1975. In that same year Rijnders 

founded with others the theatre group F Act 

where he directed Schreber. In 1977 he was 

asked to take over the direction of southern 

theatre Globe together with Paul Vermeulen 

Windsant and Ulrich Greiff. Under his artistic 

leadership (until 1985) Globe became one of the 

most debated companies of the Netherlands 

(by Troilus and Cressida and the co-production 

with the Wooster Group from New York: 

North Atlantic, among other things). 

From 1987 he has been artist ic leader of Toneel­

groep Amsterdam, a new company which 

developed from the all iance of Het Publieks­

theater and theatre group Centrum. By now 

Toneelgroep Amsterdam has become known for 

its debated productions of both the classics 

(Medea, Andromache, Richard III) and modern 

repertoire (the 'montage performances' Bakeliet 

(Bakelite), Titus, geen Shakespeare!, Ballet and 

Count Your Blessings). Apart from being 

a director Rijnders is also an author 

(with more than twenty scripts to his name) 

and regularly an actor as well. In May 1994 the 

series Oude Tongen, written and directed by 

him, was televised. 

Ha rry  de  Wi t  (1952) has been working as 

an (electronic) composer for opera and music 

theatre projects from 1975. He worked by order 

of e.g. the Ministry of Welfare, Health and 

Cultural Affairs, Stichting Dansproduktie 

(Dance Production Foundation), Museum 

Hedendaagse Kunst Gent (Museum of Contem­

porary Art Gent (1986), Museum van Heden­

daagse Kunst Prato, Italy (1991), Lucinda Childs 

Dance Company (1987), Springdance, 

Ars Electronica, Marseille (1992), Dance 

Umbrella, London (1987), and the Festival des 

Arts Electroniques de Rennes, France (1988). 

He did e.g. solo concerts in Rouen, Hannover, 

Amsterdam (1985), The Kitchen, New York, 

Theatre de la Basti l le, Paris (1986); tours in 

Canada (1987) and in Italy (1989); performances 

in New York, Lisbon, Berlin and Reims (1988). 

He has produced some solo LP's: 'One Bar for 

Nothing' (1986), Tumult (1987), 'Sonus Lux' and 

'Heaven's Gate' (1987). He has worked with 

Pauline Daniels, Laurie Booth (1985), Jeffrey 

Shaw (1987), Kazuko Shiraisha (Japan, 1988), 

Beppie Blankert (1989), Hans van Manen and 

Peter Struyken (1989). He composed the 

soundtrack for Reise ohne Ende by Anette Apon 

(1988) and a solo project for the Austrian 

television in 1991. His latest project is a com­

position for De zang van een voortgaande 

beweging (The Song of a Continuous Motion), 

an installation of 99 concrete mixers by 

Barbara van Loon (1993). 
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W h e n  S we e n e y  h e ar d  my  b e l l  ri n g i n g  

h e  ca m e  a l l  o f  a  s u dd e n  h u r t l i n g  

i n  t e r r i b l e  r a g e  ag a i n s t  m e  

t o  dr i v e  me  o f f  a n d  b a n i s h  me .  

H i s  br a i n  c o n v u l s e d ,  

h i s  mi n d  s pl i t  o p en .  

V e r t i g o ,  h y st e r i a ,  l ur c h i n g s  

a n d  l au n c h i n g s  c a me  o v er  h im ,  

h e  s ta g g e r e d  a nd  f l a p p e d  d e s p e r a t e l y ,  

h e  wa s  r e v o l t e d  b y  t h e  th o u g h t  o f  k n o w n  p l a c e s  

a n d  d r e a m e d  st r a n g e  mi g r a t i o n s .  

H i s  f i ng e r s  s t i f f e ne d ,  

h i s  f ee t  s c u f f le d  a n d  f l ur r i e d ,  

h i s  he a r t  w as  s t a r t l e d,  

h i s  s e ns e s  w er e  m es m e r i z e d ,  

h i s  s i gh t  w as  b e n t,  

t h e  w ea p o n s  f e l l  f r om  h i s  h an d s  

a n d  h e  l e v i t a t e d  i n  a  f r a nt i c  c um b e r s o m e  m ot i o n  

l i k e  a  b i r d  of  t he  a i r .  

A n d  R o n a n ' s  c ur s e  w as  f u l f i l l e d.  



T h i s  ha s  b e en  m y  p li g h t .  

F a l l e n  f ro m  n o b l e  h e i g h t s ,  

g r i e v i n g  a n d  as t r a y ,  

a  y e a r  u nt i l  l a s t  n i g h t .  

2 1  I n  t h e  g r ip  o f  d re a d  

I  w o ul d  l a u n c h  a n d  s a i l  

b e y o n d  t h e  k n o w n  s ea s .  

I  a m  t h e  m a d m a n  of  G le n  B o l c a i n ,  

1 9  A  y e a r  u n t i l  l a s t  n i g h t  

I  h a ve  l i v e d  a mo n g  t r ee s ,  

b e t w e e n  f l o o d  an d  eb b - t i d e ,  

g o i n g  co l d  an d  na k e d  

w i t h  no  p i l l o w  f o r  m y  h e a d ,  

n o  h u m a n  c om p a n y  

a n d ,  s o  h e l p  me ,  Go d ,  

n o  s pe a r  a nd  no  s wo r d !  
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27 W h a t  d o es  h e  k no w ,  t he  m a n  at  t h e  w a ll ,  

h o w  S we e n e y  s u r v i v e d  h is  d o w n f al l ?  

G o i n g  s t oo p e d  t h r o u g h  th e  lo n g  g r a s s .  

A  s u p  o f  w at e r .  Wa t e r c r e s s .  

S u m m e r i n g  w he r e  h er o n s  s t a l k .  

W i n t e r i n g  o u t  am o n g  w ol f - p a c k s .  

P l u m e d  in  t w i g s  th a t  gr e e n  a nd  f a l l .  

W h a t  d o es  h e  k no w ,  t he  ma n  at  t h e  wa l l ?  
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32 My poor tormented lunatic! 
W h e n  I  s e e  y o u  l i k e  t h i s  i t  m ak e s  m e  s i c k  
y o u r  c h e e k  g o n e  p a l e ,  y o ur  s k i n  a l l  s c a r s ,  
r i p p e d  a nd  s c o r e d  b y  t ho r n s  a n d  b r i a r s.  
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36 C a l m  y o u r s e l f .  C om e  t o .  R es t .  

C o m e  h om e  e a s t .  F or g e t  t h e  w e s t .  
A d m i t ,  S w e e n e y ,  y ou  h a v e  c o me  f a r  
f r o m  wh e r e  y o u r  h e a r t ' s  a f f e c t i o n s  a r e  

W o o d s  a n d  f o r es t s  a n d  w i l d  d e e r ,  
n o w  t he s e  t h i n g s  d e l ig h t  y o u  m o r e  
t h a n  s l e e pi n g  i n  y o u r  e a st e r n  d u n  
o n  a  b ed  o f  f e a t h e r  d ow n .  
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40 I would live happy 
in an ivy bush 
high in some twisted tree 
and never come out. 

40 I am Sweeney, the whinger, 
the scuttler in the valley. 
But call me, instead, 
Peak-pate, Stag-head. 

45 Ailsa C raig, 
the seagulls' home 
God knows it is 
hard lodgings. 

Ailsa Craig, 
bell-shaped rock, 
reaching sky-high, 
snout in the sea-



4 9  W h o e v e r  o f  u s  i s  th e  f ir s t  t o  h ea r  

t h e  cr y  o f  a  he r o n  f r o m  a  l o u g h ' s  b lu e - g r e e n  wa t e r s  

o r  t h e  c l e a r  no t e  of  a  c or m o r a n t  

o r  t h e  f l i g ht  o f  a  w oo d c o c k  of f  a  b ra n c h  

o r  t h e  w h ee p  o f  a  p l o v e r  d is t u r b e d  i n  i t s  s l e ep  

o r  t h e  c r a c k l e  o f  f ee t  i n  wi t h e r e d  b r a n c h e s ,  

o r  w h o e v e r  o f  u s  i s  th e  fi r s t  to  s e e  

t h e  sh a d o w  of  a  b i rd  a bo v e  t h e  w o od ,  

l e t  hi m  wa r n  t h e  o t he r .  

L e t  us  m o ve  a l w a y s  

w i t h  t he  b r ea d t h  o f  t w o  t r e e s  b et w e e n  u s .  

A n d  i f  o ne  o f  u s  he a r s  a ny  o f  t he s e  th i n g s  

o r  an y t h i n g  l i k e  t he m ,  

l e t  bo t h  of  u s  s c a tt e r  im m e d i a t e l y .  
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5 8  T h e  Mo u r n e s  a r e  c o l d  t o - n i g h t ,  

m y  st a t i o n  i s  d e s ol a t e :  

n o  m i l k  o r  ho n e y  i n  t hi s  l a n d  

o f  s n o wf i e l d s ,  g u s t in g  w i nd .  

6 1  A l m i g h t y  Go d ,  I  d e s e rv e d  t h i s ,  

m y  cu t  f ee t ,  m y  dr a i n e d  f a ce ,  

w i n n o w e d  b y  a  s h e er  w i n d  

a n d  mi s e r a b l e  i n  my  mi n d .  
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6 5  T h e  he a d s  we r e  pu r s u i n g  h i m,  

l o l l i n g  a n d  b a y i n g ,  

s n a p p i n g  a nd  y e l pi n g ,  

w h i n i n g  a nd  s q ue a l i n g .  

T h e y  n o s e d  a t  h i s  c a l ve s  a n d  h i s  t h i gh s ,  
t h e y  b r e at h e d  on  hi s  s h ou l d e r ,  

t h e y  n u z z l ed  t h e  ba c k  o f  h i s  n e c k ,  

t h e y  w e nt  b um p i n g  of f  t r ee - t r u n k s  a n d  r o c k - f a c e ,  

t h e y  s p o ut e d  an d  p l u n g e d  l i k e  a  w a t er f a l l ,  

u n t i l  h e  g a v e  t h em  t h e  s l i p  an d  e sc a p e d  

i n  a  s wi r l i n g  t o ng u e  o f  l o w  cl o u d .  
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6 7  I  ha v e  d e s e r v e d  a l l  t hi s :  

n i g h t - v i g i l s ,  t er r o r ,  

f l i t t i n g s  a cr o s s  w at e r ,  

w o m e n ' s  cr i e d - o u t  e y e s .  

7 1  C o n t e n t e d ' s  no t  t he  w or d !  

I  a m  s o  t e r r i f i e d ,  

s o  pa n i c k y ,  s o  ha u n t e d  

I  d ar e  no t  ba t  a n  e ye l i d .  





8 5  I  a s k  a  b le s s i n g ,  b y  Sw e e n e y ' s  g r av e .  

H i s  me m o r y  f l u t t e r s  i n  m y  b r e a s t .  

H i s  s o ul  r oo s t s  i n  t h e  t r e e  of  l o ve .  

H i s  b od y  s i n ks  i n  it s  c l ay  n e st .  

Joan  Jonas  

B o r n  N ew  Y o r k  1 9 3 6  

L i v e s  a n d  w o r ks  i n  N e w  Yo r k  

Performances 

1 9 6 8  
O a d  L a u ,  S t .  P e t er ' s  C hu r c h ,  N ew  Y o r k;  

S t .  P e t er ' s  G y mn a s i u m ,  N e w  Yo r k  

1 9 6 9  
M i r r o r  P i ec e  I ,  L o e b  S tu d e n t  C e n t e r,  N e w  Y o rk  

U n i v e r s i t y ;  1 0  D o w n t o w n ,  G i ll e s  L ar r a i n e ' s  l o f t ,  

N e w  Y o r k;  B a r d  C o l l eg e ,  An n a d a l e - o n - H u d s o n  

1 9 7 0  
U n d e r n e a t h ,  Al a n  S a r et ' s  l o f t,  N e w  Y or k  

M  i r r o r  P i ec e  II ,  M ir r o r  C he c k ,  YM C A ,  

N e w  Y o r k;  U n i v e r si t y  o f  C a li f o r n i a ,  S an  D i eg o  

J o n e s  B e ac h  Pi e c e ,  L o ng  I s l a nd ,  N e w  Yo r k  

1 9 7 1  
C h o r e o m a n i a ,  J oa n  Jo n a s '  l o f t ,  N e w  Yo r k ;  

L o e b  S t u de n t  C en t e r ,  N e w  Y o r k  U n i v e rs i t y  

N i g h t  P i ec e ,  U n i v er s i t y  of  C a l i fo r n i a  a t  I r v i n e  

N o v i a  S co t i a  B ea c h  Pi e c e ,  I n v e r ne s s ,  

C a p e  B r e t on ,  N o va  S c ot i a  

1 9 7 2  
O r g a n i c  H on e y ' s  V is u a l  Te l e p a t h y ,  

L o  Gi u d i c e  G a l l e r y,  N e w  Yo r k ;  F e s t i v a l  o f  M us i c  

a n d  D a n ce ,  s p on s o r e d  b y  G a l l er i a  I ' A tt i c o ,  R om e  

O r g a n i c  H on e y ' s  V er t i c a l  R ol l  Ac e  G al l e r y ,  

L o s  A ng e l e s ,  S an  F r an c i s c o  Ar t  I ns t i t u t e ;  

C a l i f o r n i a  I n s ti t u t e  of  t h e  Ar t s ;  V a l e nc i a  

D e l a y ,  De l a y ,  L ow e r  We s t  S i d e  of  M a n ha t t a n ;  

T i b e r  R i v e r ,  s p on s o r e d  by  G a l l e ri a  I ' A t ti c o ,  

R o m e ;  D o cu m e n t a  5 ,  K a s s e l  

1 9 7 3  
O r g a n i c  H on e y ' s  V er t i c a l  R o ll ,  L e o  C a st e  1 1  i  

G a l l e r y ,  N e w  Y o rk ;  F e s t i v al  d ' Au t o m n e ,  

M u s 6 e  G a l l i e ra ,  P a r i s ;  G al l e r i a  T o s e l li ,  M i l a n  

1 9 7 4  
O r g a n i c  Ho n e y ' s  Ve r t i c a l  Ro l l ,  T h e  Bo s t o n  

M u s e u m ;  C o n te m p o r a n e a ,  R o m e  

F u n n e l ,  T h e  K it c h e n ,  N e w  Yo r k ;  P r oj e c t  ' 7 4  

K u n s t h a l l e  C o l og n e ;  W a l ke r  Ar t  C e n tr e ,  

M i n n e a p o l i s ;  U n i v e r si t y  o f  M a s sa c h u s e t t s ,  

A m h e r s t ,  T e x as  G a l l e r y ,  H ou s t o n  

C r e p u s c u l o ,  T h e  E ng l i s h  G a rd e n  b es i d e  t h e  

t o w e r  o f  S .  S p i r it o ,  s p on s o r e d  b y  G a l le r i a  

S c h e m a ,  F l o r e n c e  

1 9 7 5  
T w i l i g h t ,  A nt h o l o g y  F i l m  Ar c h i v e s ,  N e w  Y or k ;  

L o s  A ng e l e s  I n s t it u t e  o f  C on t e m p o r a r y  Ar t  

N a t i v e  D an c e ,  An d / O r ,  S e a t t le ,  W a sh i n g t o n  

1 9 7 6  
N a t i v e  D an c e ,  T wi l i g h t ,  S an  F r a n ci s c o  

M u s e u m  o f  Ar t  

M i r a g e ,  A nt h o l o g y  F i l m  Ar c h i v e s ,  N e w  Y or k ;  

A k a d e m i e  d e r  K u n st e ,  B e rl i n  

J u n i p e r  T r ee ,  I n s ti t u t e  o f  Co n t e m p o r a r y  A rt ,  

U n i v e r s i t y  o f  P e n n s yl v a n i a ,  P h i l a d el p h i a  

1 9 7 7  
M i r a g e ,  V a ng u a r d  T h e at e r ,  L os  A ng e l e s ;  

S a l l e  P a t i n o,  G e n e v a ;  K u ns t h a l l e  B a se l ;  

I n d i a / A m e r i c a  F e s t i v al  o f  M u si c  a n d  Da n c e ,  

s p o n s o r e d  b y  G a ll e r i a  I ' At t i c o ,  R o me  

T h e  Ju n i p e r T r e e ,  T h e  Ki t c h e n ,  N e w  Yo r k ;  

S t .  M a r k s  C h ur c h ,  N e w  Yo r k  

1 9 7 8  
T h e  J un i p e r  T re e ,  V i en n a  P er f o r m a n c e  

F e s t i v a l ;  J o a n  J on a s '  l o f t ,  1 1 2 ,  M e r c e r  S t r e e t ,  

N e w  Y o r k;  F r a n k l i n  F u r na c e ,  N ew  Y o rk  

1 9 7 9  
T h e  J un i p e r  T re e ,  S t e d e l ij k  V an  A b be m u s e u m ,  

E i n d h o v e n ;  W h i te c h a p e l  Ar t  G al l e r y ,  L o nd o n ;  

S a n  F r a n ci s c o  Ar t  I n st i t u t e  

U p s i d e  D ow n  an d  Ba c k w a r d s ,  

D e  A p p e l ,  A m st e r d a m ;  S o n na b e n d  G a l l e r y ,  

N e w  Y o rk ;  T h e  P er f o r m i n g  G a ra g e ,  N e w  Yo r k ;  

M o n t r e a l  M u s eu m  o f  Fi n e  Ar t s  

1 0 9  
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1 9 8 0  
Joan Jonas Retrospective, O r ga n i c  Ho n e y ' s  
V e r t i c a l  R o l l ,  F un n e l ,  M i r a ge ,  U p s i de  D ow n  
a n d  B ac k w a r d s ,  D o ub l e  Lu n a r  D o gs ,  

University Art Museum, University of California, 
Berkeley 

U p s i d e  D ow n  an d  B a ck w a r d s ,  Los Angeles 

Institute of Contemporary Art; The American 

Center, Paris; Kunstmuseum Bern 

1 9 8 1  
D o u b l e  L u n ar  D o g s ,  Contemporary Arts 

Museum Houston; II gergo inquieto, 

Teatro Falcone, Genoa; Kunsthalle, Basel; 

Stedelijk Van Abbemuseum, Eindhoven; 

Performing Garage, New York 

1 9 8 2  
D o u b l e  L u n a r  D o gs ,  Documenta 7, Kassel; 

Nelson Gallery, University of California, Davis; 

La zattera di babele, Genazzano 

He Saw Her Burning, West Berlin; Progetto 
Genazzano 

U p s i d e  D ow n  a nd  B a c kw a r d s ,  

Stedelijk Museum, Amsterdam; 4th Biennale 

of Sydney; Woman on Fire, Kino Arsenal, 
Berlin 

1 9 8 3  
H e  S aw  H e r  B u rn i n g ,  Museum of Fine Arts, 

Montreal; Whitney Museum of American Art; 

Museum of Fine Arts, Santa Fe 

1 9 8 5  
V o l c a n o  S a g a,  De Appel, Amsterdam 

1 9 8 6  

V o l c a n o  S a g a,  Schouwburg, Maastricht; 

Carnegie Museum of Art, Pittsburgh; 

The Art Institute San Francisco 

1 9 8 7  
V o l c a n o  Sa g a ,  The Institute of Contemporary 

Art, Boston; The Museum of Modern Art, 

New York; Performing Garage, New York; 

Contemporary Art Museum, Winnipeg 

1 98 8  
B r o o k l y n  B r id g e ,  Festival 6lectronique, 

Rennes 

1 9 9 0  
V a r i a t i o n s  o n  a  S ce n e .  Wave Hill, 

New York 

1 9 9 3  
V a r i a t i o n s  o n  a  Sc e n e .  Podvil Berlin; 

Martin Gropius Bau, Berlin; Centre d'art 

contemporain de Vassivi6re-en-Limousin. 
France 

1 9 9 4  

R e v o l t e d  b y  t he  t h ou g h t  o f  k no w n  p l ac e s . . .  
Sweeney Astray. Westergasfabriek, 

Amsterdam in conjunction with Joan Jonas 

Retrospective, Stedelijk Museum Amsterdam. 

Directed by Joan Jonas and performed by 
Toneelgroep Amsterdam. 

Outdoor Per formances 

1 9 7 0  
J o n e s  B e ac h  Pi e c e ,  New York 

1 9 7 1  
N i g h t  P ie c e ,  U.C., Irvine, CAL 

Nova Scotia Beach Dance. Inverness, 
Nova Scotia 

1 9 7 2  

D e l a y  D e l a y .  New York; Rome; Kassel 
1 9 7 4  

Crepusculo, Florence 

Fi lms 

1968  
W i n d ,  5  m i n . ,  s i l e n t  

1971  
P a u l  R ev e r e  (with Richard Serra), 9 min. 

Veil. 6 min., silent 

1973  
S o n g d e l a y .  1 8  m i n .  

Videotapes 

1971  
M i r r o r  C he c k .  6 min., b/w, silent 

1972  
L e f t  S i de  R i g ht  S i d e .  7 mi n . ,  b/w 

Duet. 4 min., b/w 

Vertical Roll. 20 min., b/w 

O r g a n i c  Ho n e y ' s  V i s u a l  T e l e p a t h y .  
23 min., b/w 

1973  
T w o  Wo m e n .  20 min., b/w. silent 

Barking. 3 min., b/w 

Three Returns. 12 min.. b/w 

1974  
G l a s s  P u z z l e.  26 min., b/w 

Merlo, 16 min., b/w 

Disturbances. 11 min., b/w 

1976  
G o o d  N ig h t  Go o d  M o r n i n g .  
11 min., b/w 

M a y  W i n d o w s ,  12 min., b /w 

1977  
I  Wa n t  t o  L i v e  i n  t h e  C o u n t r y  (And Other 

Romances), 28 min. color 
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1 9 8 1  
U p s i d e  D o wn  a n d  B a c kw a r d s ,  
28 min., color 

1 98 3  
H e  S aw  H e r  B u r n in g ,  20 min., color 

Double Lunar Dogs, 25 min., color 

1 9 8 4  
B i g  M a r k e t ,  24 min., color 

1 98 8  
B r o o k l y n  B r i d g e ,  12 min., color 

1 9 8 9  
V o l c a n o  S a ga ,  28 min., color 

Selected Video Screenings 

1 9 7 2  
And/Or, Seattle 

Leo Castell i Gallery 

Documenta 5, Kassel 

1 9 7 4  
Centro Di, Florence 

Galerie Impact, Lausanne 

Art Now '74, Washington 

Biennale de Sao Paulo 

1 97 5  
The Video Show, Serpentine Gallery, London 

Woman Space, Los Angeles 

Berlin International Filmforum 

Carnegie Mellon University, Pittsburgh 

Contemporary Arts Center, Cincinnati 

The Whitney Museum of American Art, 

1 97 6  
Mus6e d'Art Moderne, Paris 

Oberlin Museum, Oberlin 

Scottish Arts Council, Edinburgh 

1 9 7 7  
The Kitchen, New York 

Frauenkunst - Neue Tendenzen, Galerie 

Krinzinger, Innsbruck 

Documenta 6, Kassel 

1 9 7 8  
Art Metropole, Toronto 

Museum of F ine Arts, Montreal 

Museum of Modern Art, New York 

Nova Scotia College of Art and Design, 

Halifax 

Rolf Ricke Galerie, Cologne 

San Francisco Art Institute 

Television Beige, Brussels 

University of Oklahoma 

1 9 7 9  
Videowochen, Folkwang Museum Essen 

Kansas City Art Institute, Kansas City 

Video Roma, Rome 

Whitney Museum of American Art, 

New York 

1 9 8 0  
Guggenheim Museum, New York 

American Center, Paris 

Long Beach Museum, Los Angeles 

1 9 8 1  
P.S.1 Long Island 

Bonini Editore, Genoa 

Arts Council of Great Britain, London 

Kunsthalle Bern 

Tokyo Film Festival 

US Film and Video Festival, Chicago 

1 9 8 2  
Documenta 7, Kassel 

Anthology Film Archives, New York 

Arsenal Berlin 

Stedelijk Museum, Amsterdam 

1 98 3  
Ars 83, Ateneum Helsinki 

Australian National Gallery, Melbourne 

Palais des Beaux Arts, Charleroi 

Museum of Fine Arts, Santa Fe 

1 9 8 9  
De Appel, Amsterdam 

Festival electronique, Rennes 

1 9 9 0  
Videotheque de Paris 

1 9 9 2  
Pat Hearn Gallery, New York 

Galerie Tugny Lamarre, Paris 

Insta l lat ions 

1976 
S t a g e  S e t s ,  Institute of Contemporary Art, 

University of Pennsylvania, Philadelphia 

1 9 7 7  
D r a w i n g  R o o m ,  School of Visual Arts, 

New York 

T h r e e  T a le s ,  Documenta 6 ,  Kassel 

1 9 7 9  
T h e  J u n i p er  T r e e ,  Stedelijk Van Abbemuseum, 

Eindhoven; Whitechapel Art Gallery, London 

U p s i d e  D o wn  a n d  B a c k wa r d s ,  
Sonnabend Gallery, New York 

1 9 8 0  
U p s i d e  D ow n  a n d  B a ck w a r d s ,  
Museum of Fine Arts, Montreal; 

Kunstmuseum Bern 

1 9 8 1  
D o u b l e  L u n a r  D o g s ,  Contemporary Arts 

Museum Houston 

1 1 1  
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B i b l i o g r a p h y  

1 9 8 2  
U p s i d e  D ow n  an d  B a ck w a r d s ,  

Documenta 7, Kassel; P.S.1 Long Island City; 
Stedelijk Museum Amsterdam 

1 9 8 4  
H e  sa w  h e r  B u r n i n g,  DA AD Galerie, Berlin 

1 9 9 0  
V a n i s h i n g  P o i n t,  Gallerie Lallouz, Montreal 

1 9 9 2  
R e v o l t e d  b y  t h e  t h ou g h t  o f  k n o wn  p l ac e s . . .  
Sweeney Astray, Kunstwerk Berlin; Inter­
national Artist's Museum, Lodz 

1 9 9 4  
V o l c a n o  S a g a ,  Cleveland Center for 
Contemporary Arts 

M i r r o r  P i e ce s  a n d  O u td o o r  P i e c e s,  
O r g a n i c  H on e y ,  M i r ag e ,  J u ni p e r  T r ee ,  

V o l c a n o  S a ga  a n d  R ev o l t e d  by  t h e  t h o ug h t  
o f  k n ow n  p la c e s . . .  S we e n e y  A s t r ay ,  
Stedelijk Museum, Amsterdam 

E x h i b i t i o n  C a t al o g u e s  
a n d  B o o ks  

Documenta 5, Kassel, 1972 

India America, Musica e Danza, Galleria I 'Attico, 
Rome 1972 

Price, J. Video Visions, New York, 1972 

Aspects de I 'art actuel, Galerie Sonnabend at 

Muse6 Gallerie Paris, 1973 

Vergine, Lea. II Corpo Come Linguaggio 

(La 'Body Art' e storie simili), Milan, 1974 

Americans in Florence, Centro Di. Florence. 1974 

Impact Video Art, Galerie Impact Lausanne. 1974 

Project '74, Kunsthalle Cologne 1974, Marlis 
Gruterich, 

Performance, Musik, Demonstration' 

[catalogue supplement] 

Kirby, Michael (ed.), The New Theater, 

New York, 1974 

L'art corporel, Galerie Rodolphe Stadler, 
Paris, 1975 

Video Art, Institute of Contemporary Art 
Philadelphia, 1975 

Southland Video Anthology, Long Beach 

Museum of Art, California, 1976 

Video Art: An Overview, San Francisco Museum 
of Art, 1976 

Korot, Beryl & Schneider, Ira. Video Art 

An Anthology, New York, 1976 

Documenta 6, Kassel, 1977 

Filmex, The Los Angeles International Film 
Expo,1977 

Davis, Douglas & Simmons, Allison (eds.). 

The New Television, Cambridge. Massachusets. 
MIT Press,1977 

Video Art '78, Herbert Art Gallery, Jorden Well. 
Coventry, 1978 

Battock, Gregory. New Artists Video: A Critical 

Anthology, New York. 1978 

Goldberg. Roselee. Performance: Live Art 1909 to 

the Present, New York, 1979 

Hier et Aprtsl Yesterday and After, Museum of 

Fine Arts. Montreal, 1980 

Music. Sound, Language. Theater. Crown Point 
Press. Oakland, 1980 

Inespressionismo Americano. Bonini Editore, 
Genoa, 1981 

Other Realities: Installations for Performance, 

Contemporary Arts Museum Houston, 1981 

Documenta 7, Kassel, 1982, vol.1 

National Video Festival, The American Film 

Institute, Washington D C., 1982 

'60/ '80 Attitudes, concepts, images, 

Stedelijk Museum, Amsterdam. 1982 

Video, Metropoles Festival for Video und 

Filmexperiment, Alhambrahalle MOnchen, 1982 

Video and Film 1982, Festival for Video and 

Experimental Film. Munich, 1982 

Visions m Disbelief. The 4th Biennale of 

Sydney. 1982 

Herzogenrath. Wulf. Videokunst in Deutschland 

1963-1982, KOInischer Kunstverein, 1982 

Arman, Bour. Jonas. Kirkeby. Berliner Kunstler-

programm DA AD at KOnstlerwerkstatt 

Munich, 1983 

Ars 83. Art Museum of Ateneum Helsinki, 1983 

Joan Jonas. Scripts and Descriptions 1968-1982, 

University Art Museum Berkeley/ 

Stedelijk van Abbemuseum. Eindhoven, 1983 

Video as Attitude. Museum of Fine Arts, 

Santa Fe, Mexico. 1983 

Battock, Gregory & Nickas. Robert. 

The Art of Performance: A C ritical Anthology, 

New York. 1984 
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Huffman, K.R. Video: A Retrospective, Long 

Beach Museum of Art 1974-1984, Cali fornia, 1984 

20 years of art collecting. Acquisitions 

Stedelijk Museum, Amsterdam 1963-1984, 1984 

Almhofer, Edith. Performance Art: Joan Jonas, 

Laurie Anderson, Carolee Schneemann, Colette, 

Bohlau Verlag, Wien, 1986 

The Arts for Television, Museum of 

Contemporary Art Los Angeles/ 

Stedelijk Museum, Amsterdam, 1987 

Video Art: Expanded Forms, Whitney Museum 

of American Art, 1988 

European Media Arts Festival, Osnabruck 12-16 
1990, Osnabruck, 1990 

Hall, Doug & Fifer, Sally Jo. Illuminating 

Video: An Essential Guide to Video Art, 

San Francisco, 1990 

Technologies et Imaginaires, Art Cinema, 

Art Video, Art Ordinateur, Rencontres 

International, Vid6otheque de Paris, 1990 

Video Art, Electronic Arts Intermix, 
New York, 1991 

Video et Apres: La Collection video du Musee 

d'art Moderne, Centre Georges Pompidou, 
Paris, 1992 

Inga Pin, Luciano. Performances, Happenings, 

Actions, Events, Archives, Installations. 

[No location; no date] 

Steiner, M. Berlin Video, Berlin [No date] 

A r t i c l e s  

1 9 7 1  
'Publications', Avalanche, Winter 1971, no.2, p.7 

Jonas, Joan, and Serra, Richard. 'Paul Revere', 

Artforum, vol.10, no.1, September 1971, 
pp.65-67 

1 9 7 2  
Jonas, Joan. 'Organic Honey's Visual 

Telepathy', The Drama Review, vol.16, no.2, 

June 1972, pp.66-74 

de Jong, Constance. 'Organic Honey's Visual 

Telepathy', The Drama Review, vol.16, no.2, 

June 1972, pp.63-65 

'Video', Avalanche, Summer 1972, pp.6-7 

Reiring, Janelle. 'Joan Jonas: Delay, Delay', 

The Drama Review, vol.16, no.3, September 1972, 
pp.142-151 

Simonetti, Gianni-Emilio. 'Festival of Music and 

Dance', Flash Art, no.35/36, September-October 
1972, p.4 

Kurtz, Bruce. 'Video is Being Invented', 

Arts Magazine, vol. 47, no.3, December 1972-

January 1973, pp.37-47 

1 9 7 3  
'Review of v ideotapes exhibited at Leo Castell i 

Gallery, New York', Art International, 

January 1973 

Anderson, Laurie. 'Joan Jonas', Art Press, 

no.7, November-December 1973, p.20 

de Jong, Constance. 'Joan Jonas: Organic 

Honey's Vertical Roll ', Arts Magazine, vol.47, 

no.5, March 1973, pp.27-29 

Liss, Carla. 'Show Me Your Dances', 

Art and Artists, vol.8, no.7, October 1973, 
pp.14-21 

Spear, A.T. 'Some thoughts on contemporary 

art', Oberlin College Bulletin, vol.30, no.3., 

Spring 1973, pp.97-8 

1 9 7 4  
Borden, Lizzie. 'The New Dialectic', Artforum, 

vol.12, no.6, March 1974, pp.44-51 

Carroll, Noel. 'Joan Jonas: Making the Image 

Visible', Artforum, vol.12, no.7, April 1974, 
pp.52-53 

Frank, Peter. 'New Dance/Art', Dance Magazine, 

vol.48, April 1974, pp.55-57 

Freed, H. 'Video and Abstract Expressionism', 

Arts Magazine, vol.49, December 1974, p.69 

Jonas, Joan. 'August 1974 - Fawn Grove, P.A.', 

Art-Rite, no.7, Autumn 1974, p.4 

Rubin, Vittorio. 'Music and Dance in the USA', 

Data, vol.4, no.13, Fall 1974 

Wortz, Melinda. 'Collectors Video', Artweek, 

June 15, 1974, p.16 

'Unskirting the issue', Art-Rite, no.5, 
Spring 1974, p.6 

Artitudes, July-September 1974, 
no.12, p.85 

1 9 7 5  
Grosshans, Katherine. 'Joan Jonas in Seattle', 

Artweek, November 1, 1975, p.4 

Hayum, Andr§e. 'Notes on Performance and the 

Arts', Art Journal, vol.34, no.4, Summer 1975, 
pp.337-339 

Jonas, Joan, with Krauss, Rosalind. 'Seven 

Years', The Drama Review, vol 19, no.1, 

March 1975, pp.13-16 

Pluchart, Francois. 'L'art corporel', Artitudes, 

no.18, January-March 1975, pp.90-91 

Welling, Jim. 'Joan Jonas Performance', 

Artweek, April 12, 1975, p.4 
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Zimmer, Will iam. 'Joan Jonas: Leo Castell i 

Downtown', Arts Magazine, vol.49, no.9, 

May 1975, p.17 

Art-Rite, no.10, Fall 1975 [Special issue on 

performance] 

1 9 7 6  
Crimp, Douglas. 'Joan Jonas's Performance 

Works', Studio International, vol.192, no.982, 

July-August 1976, pp.10-12 

Grolitsch, Gerhild. 'We are Feminists', 

Flash Art, vol.68/69, 1976, pp.17-20 

Krauss, Rosalind. 'Video: The Aesthetics of 

Narcissism', October, no.1, Spring 1976, pp.51-64 

Lippard, Lucy. 'The Pains and Pleasures of 

Rebirth: Women's Body Art', Art in America, 

vol.64, no.3, May-June 1976, pp.73-81 

Lorber, Richard. 'Towards an Aesthetics of 

Videodance', Arts in Society, vol.13, no.2, 
Summer-Fall 1976, p.242 

Ross, David. 'Provisional Over-View of 

Artists Television in the USA', Studio 

International, vol.191, no.981, May-June 1976, 
pp.265-272 

1 9 7 7  
Jarmusch, Ann. 'Joan Jonas: Suspended in 

Shadow', Art News, vol.76, no.4, April 1977, p.89 

Shapiro, David. 'View of Kassel [Documenta 6]', 

A r t f o r u m ,  v o l . 1 6 ,  S e p t em b e r  1 97 7 ,  p . 6 1  

Silverthorne, Jeanne. 'Performance as 

Metamorphosis: The Art of Joan Jonas', 

Philadelphia Arts Exchange, vol.1, no.2, 

March-April 1977, pp.11-14 

[performance at Documenta 6, Kassel], 

Architettura, vol.23, October 1977, p.231 

1 9 7 8  

Smith, Amanda. 'Joan Jonas', Dance Magazine, 

vol.52, March 1978, p.30 

1 9 7 9  
Pontbriand, C. 'Notion(s) of Performance', 

Parachute, no.15, Summer 1979, pp.25-52 

Silverman, Jil l. 'Joan Jonas at 112 Mercer 

Street', Art in America, vol.67, no.3, 

May-June 1979, pp.143-144 

White, Robin. 'Joan Jonas', View, vol.2, no.1, 

April 1979, pp.1-24 

1 9 8 0  
Jonas, Joan. 'Statement at Intermedia Festival', 
Live, no.3, 1980, pp.15-17 

Maul, T. 'Joan Jonas: Guggenheim Museum, 

New York", Flash Art, no.96/97, 

March-April 1980, p.51 

Pieters, Din. 'Cage, Marioni, Barry, Jonas', 

Stedeli jk Museum Bulletin, Amsterdam, 1980. 

Rosenthal, A. 'Images of Silence', Artweek, 

May 17, 1980, no.11, p.7 

Stofflet, Mary. 'Personal and Cultural 

Narratives', Artweek, January 26, 1980, p.5 

Stofflet, Mary. 'Jonas and Cultural Biography', 

Artweek, June 7, 1980, p.5 

Stofflet, Mary. 'Jonas' Futurism', Artweek, 

July 5, 1980, p.5 

Wortz, Melinda. 'Wolf Calls and Frog Songs: 

Upside Down and Backwards'. Art News, 

vol.79, no.7, September 1980, p.213 

1 9 8 1  

Burri. Peter. Mit Joan Jonas ins All ', Basler 
Zeitung, April 15, 1981 

Junker, Howard. 'Joan Jonas: The Mirror 

Staged'. Art in America, vol.69, February 1981. 
pp.87-95 

Kalil, S. 'Joan Jonas: Performance Recorded 

Through Installation Site'. Artweek. September 
19, 1981, p.16 

1 9 8 2  
Howell, J. 'Joan Jonas'. High Performance, 

vol.5, no.1, Spring-Summer 1982. p.98. p.182 

Shaw. L.E. 'Kathan Brown and Crown Point 
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M i r ro r  P i e c e s  an d  O u t d o o r  Pi e c e s  
1 9 6 8 / 1 9 9 4  

1  W i n d  1 9 6 8  

1 6 m m  f i l m ,  b l a c k  a nd  wh i t e ,  5  m i n . ,  s i l e nt .  

2  M i r r o r s  ( r e co n s t r u c t e d ) ,  pr o p  f ro m  

M i r r o r  Pi e c e s  1 /I I  1 9 6 9 / 1 9 7 0  

P e r f o r m e d  b y  Fr a n c e s  B a r t h ,  E v e  C o re y ,  

S u s a n  Fe l d m a n ,  Pa m  G o d e n ,  

C a r o l  Go o d e n ,  De b o r a h  H o l l i n g w o r t h ,  

K e i t h  H o l l i n g w o r t h ,  Ba r b a r a  Ja r v i s ,  

J o a n  J o n a s ,  Ju l i e  Ju d d ,  J an e  L a h r,  

L u c i l l e  L a re a u ,  J ea n  L a w l e s s ,  

S u s a n  Ma r s h a l l ,  Ro s e m a r y  M a r t i n ,  

T o m  Me y e r s ,  J ud y  P a d o w ,  L i n d a  P a t t o n ,  

C o r k y  P o li n g ,  Pe t e r  P oo l e ,  

S u s a n  Ro t h e n b e r g ,  An d y  S al a z a r ,  

L i n c o l n  Sc o t t ,  Mi c h a e l  S in g e r ,  

G e o r g e  T r a ka s ,  P a m  V i h e l .  

3  M i r r o r  Ch e c k  1 9 7 0  

V i d e o ,  b l a c k  an d  w h i t e .  Pe r f o r m e d  b y  
J o a n  J o n a s .  

4  M i r r o r  c os t u m e  d es i g n e d  fo r  p e r f o r m a n c e  

O a d  L a u  a n d  u s e d  i n  t he  f i l m  
W i n d  1 9 6 8 .  

5  H a n d h e l d  wo o d b l o c k s  ( r ec o n s t r u c t e d ) ,  
p r o p s  f r o m  

5 a  J o n e s  Be a c h  P i e c e  L o n g  Is l a n d ,  
N e w  Y o r k  1 97 0 .  

P e r f o r m e d  b y  Ba r b a r a  D i l l y ,  J o h n  E r d m a n ,  

C a r o l  G oo d e n ,  T an n i s  H u gi l l ,  J oa n  J o n a s ,  

E p p  K o t k a s ,  K a t e  P ar k e r ,  L i nd a  P a t t o n .  

S u s a n  Ro t h e n b e r g ,  Gw e n n  Th o m a s ,  
G e o r g e  T ra k a s .  

5 b  D e l a y  D e l a y  1 9 7 2  

P e r f o r m e d  b y  A e ri e l  B ac h .  M a r i o n  C aj o r i ,  

J a m e s  Co b b ,  C a ro l  G oo d e n ,  

J e n e  H ig h s t e i n .  T an n i s  H u g i l l ,  
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P e n e l o p e .  J a ne l l e  R e i r i n g ,  K a r e n  S m i t h .  

5 c  N o v a  Sc o t i a  Be a c h  D a n c e  1 9 7 1  

P e r f o r m e d  b y  J oa n  Jo n a s  a n d  N a n c y  T o p f .  

6  H o o p  ( o r i g i n a l  p ro p  f r o m  5 a  a n d  5 b ) .  

7  S t o n e  c i r c l e  ( r e c o n s t r u c t e d ) ,  ( 5 c ) .  

8  H a n g i n g  w a l l  d e si g n e d  by  R i c h a r d  S e r r a  

( r e c o n s t r u c t e d ) ,  p r op  f r o m  

C h o r e o m a n i a  1 9 7 1  

3 3  s l i de s  pr o j e c t e d  on t o  w a l l  f r o m  o r ig i n a l  

p e r f o r m a n c e  b y  J oh n  E r d m a n ,  J o an  J o n a s ,  

E p p  K o t k as ,  K a t e  P ar k e r ,  L i n d a  P a t t on .  
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E p p  K o t ka s .  G or d o n  M a t ta - C l a r k .  

M i c h a e l  O l i v a ,  S t ev e  P ax t o n ,  P e n e l o p e ,  

J a m e s  R e i n e k i n g . R o b i n  W i n te r s .  

1 0  P h o t o g r a p h s  o f  S a r d in i a  b y  J oa n  J on a s  19 7 3 .  

1 1  A f r i c a n  ma s k ,  p r op  f r o m  

V a r i a t i o n s  o n  a  Sc e n e  1 9 9 0  

W a v e  H i l l ,  H u d s o n  R i v e r  

P e r f o r m e d  b y  J oa n  Jo n a s ,  J o rg e  Z o n t a l .  

K i k i  S m i t h ,  J an e  S m it h ,  J i l l  W o o l e y ,  

S e t h  K i n g ,  A l v i n  C ur r a n .  M u s i c  b y  

A l v i n  C ur r a n .  

1 2  3 7  s l id e s  t a k e n  f r om  t he  

M i r r o r  a nd  O ut d o o r  P ie c e s '  

R o o m  2 4  R o o m  2 3  

O r g a n i c  H o n e y ' s  V i s u a l  Te l e p a t h y /  
O r g a n i c  H o n e y ' s  V e r t i c a l  Ro l l  
1 9 7 2 / 1 9 9 4  

1 O r g a n i c  Ho n e y ' s  Vi s u a l  T el e p a t h y  1 9 7 2  

V i d e o t a p e ,  b l a c k  a nd  wh i t e ,  2 3  m i n . ,  s o u n d  

C a m e r a  b y  J oa n  J o n a s ,  a ss i s t e d  b y  

L i n d a  Pa t t o n .  

2  V e r t i c a l  R o l l  1 9 7 2  

V i d e o t a p e ,  b l a c k  an d  w h i t e ,  2 0  m i n . ,  s o un d  

C a m e r a  b y  R ob e r t a  N i e m a n .  

3  A n x i o u s  Au t o m a t i o n  

b y  R i c h a r d  Se r r a  1 9 7 2 .  

V i d e o t a p e ,  3  m i n . ,  b l a c k  an d  wh i t e ,  s ou n d .  

C h o r e o g r a p h y  Jo a n  Jo n a s .  

S o u n d  b y  P h i l i p  Gl a s s .  

4  3 7  s l i d es  o f  o r i g i n a l  p e r f o r m a n c e .  

5  C l o s e - c i r c u i t  ca m e r a s  w i t h  cl o s e - u p s .  

R e c o n s t r u c t i o n  o f  p e r f o r m a n c e .  

6  B l a c k b o a r d  w i th  d r aw i n g .  

7  O r i g i n a l  pr o p s  on  t a bl e :  t w o  f an s ,  d o l l ,  

s i l v e r  s po o n ,  k no t t e d  w oo d ,  b r a s s  p l a t e ,  

r o c k .  

8  T h r e e  c o s tu m e s .  

9  R e c o n s t r u c t e d  m i r r o r  o n  wh e e l s .  

S e l e c t i o n  o f  o r i g i n a l  d ra w i n g s  a n d  

p h o t o g r a p h s .  

1 0  P a p e r  w a l l .  

1 1  P h o t o g r a p h s :  O r ga n i c  Ho n e y  ( 3  d e t a i l s ),  

c o s t u m e  ( d et a i l ) ,  d og .  

1 2  F a n .  

1 3  O r i g i n a l  p os t e r s :  O rg a n i c  Ho n e y ' s  V e r t i c a l l  

R o l l ,  O r g a ni c  H on e y ' s  Vi s u a l  T el e p a t h y .  

M i r a g e  
1 9 7 6 / 1 9 9 4  

1  M i r a g e  1 9 7 6  

S e l e c t i o n s  f r o m  16 m m  f i l m ,  b l a c k  a n d  

w h i t e ,  i n t e r cu t  w i t h  v o l ca n o  f i l m .  

C a m e r a  f o r  M i r a ge  b y  B a b e t t e  M a ng o l t e .  

M i r a g e  i n co r p o r a t e d  th e  v id e o  

M a y  Wi n d o w s  1 9 7 6  

B l a c k  a n d  w h i t e ,  1 4  m i n .  S ou n d  p e r f o r m e d  

b y  J o an  J on a s  a n d  J a m e s  N a r e s .  

2  G o o d  N i g h t  Go o d  Mo r n i n g  1 9 7 6  

V i d e o t a p e ,  b l a c k  a nd  w h it e ,  1 1  m i n . ,  s o u n d .  

C a m e r a  b y  J oa n  J o n a s .  

3  S i x  m e t a l  c on e s  ( r e co n s t r u c t e d ) .  

4  F u n n e l  1 9 7 4  

P h o t o g r a p h s  o f  p er f o r m a n c e  b y  

B a b e t t e  M a n go l t e .  

5  O r i g i n a l  m as k  a nd  h o o p  f r o m  pe r f o r m a n c e  

o n  t ab l e  ( r e co n s t r u c t e d ) .  

6  B l a c k b o a r d  w i t h  d r aw i n g .  

7  2 5  s l i d e s  o f  o r i g i n a l  p e r f o r m a n c e .  
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Jun ipe r  T ree  
1 9 7 6 / 1 9 9 4  

S o l o  v er s i o n  p er f o r m e d  by  J oa n  Jo n a s  an d  

a s s i s t e d  b y  P am e l a  R af a e l l i .  

C o l l a b o r a t i v e  v er s i o n s  p er f o r m e d  by  J oh n  

E r d m a n ,  J oa n  Jo n a s ,  S h ei l a  Mc L a u g l h a n ,  

L i n d a  Za d k i a n ,  Ti m  B u r n s ,  Si m o n e  F o rt i ,  

P o o h  Ka y e ,  L in d z e e  S mi t h .  

1  O r i g i n a l  p a in t i n g s .  

2  R e c o n s t r u c t e d  w oo d e n  ho u s e  st r u c t u r e .  

3  R e c o n s t r u c t e d  m ir r o r  wi t h  pa i n t e d  nu m b e r s .  

4  3 8  s l i d es  o f  or i g i n a l  p er f o r m a n c e .  

5  S o u n d t r a c k  b y  Jo a n  J on a s  wi t h  so n g s  by  

S i m o n e  Fo r t i ,  a d ap t e d  f or  i n st a l l a t i o n .  

6  P o s t e r  de s i g n e d  by  Pa t  S te i r .  

a - i  O r i g i n a l  p r op s :  k i mo n o  ( a) ,  m et a l  s u it ­

c a s e  ( b) ,  bo x  co n t a i n i n g  b on e s  ( c) ,  do l l  ( d) .  

t h r e e  p a pe r  ma s k s  (e ) ,  do g  ma s k  ( f) .  

k n i f e  ( g) ,  wo o d e n  b al l s  (h ) .  

k - o  R e c o n s t r u c t e d  p ro p s :  l a dd e r  (k ) ,  l i gh t s  ( I) ,  

t w i g s  (m ) ,  gl a s s  j a r  (n ) ,  a pp l e  ( o) .  

R o o m  2 1  

Vo lcano  Saga  
1 9 8 5 / 1 9 9 4  

1 Volcano Saga 1985 

40 slides of original performance performed 

by Joan Jonas. Narrated by Lindzee Smith 

and Rhonda Wilson. Music by Alvin Lucier, 

with fragments of Icelandic song, 

accordian music and Cape Breton fiddle 

pieces. (One photo collection S. Hallouz.) 

2 Volcano Saga 1989 

Videotape, colour, 28 min., sound. 

Performed by Joan Jonas. Tilda Swinton 

and Ron Vawter. Narrated by 

Ruth Maleczech. Music by Al vin Lucier, 

with fragments of Icelandic song, accordian 

music and Cape Breton fiddle pieces. 

3  Eight white chalk drawings on black paper 

(One drawing collection Elizabeth Lecompte). 

4 Twelve drawings owned by the artist. 

5 Two drawings of lighthouse. 

6 Reconstructed triangular plinth and perspex 

hanging screen. 

a-i Original props: oar (a), white sphere on 

pole (b). duck (c). fish (d). blackboard (e), 

tools (f). puppets (g). mask (h), wooden 

triangles (i). 

R o o m  2 0 8  Videosteps 

Re vo l ted  by  the  though t  of  known  
p laces . . .  Swee ne y  As t ray  
1 9 9 4  

1 S l i d e  s c r e en  d i s pl a y i n g  21 s l i d e s  

2  C h a i r  d e s ig n e d  b y  J oa n  J on a s  

3  W e l l  d e s ig n e d  b y  J oa n  J on a s .  M u s ic  f r o m  

w e l l  c o m po s e d  b y  H a rr y  d e  Wi t  

4 G l a s s  t a b l e  d e si g n e d  b y  J oa n  J on a s  

5  D o u b l e - s i d e d  v i de o s c r e e n  

6  W a l l  p h ot o g r a p h  o f  t r e e  

7  W a l l  d r a wi n g  b y  Jo a n  J o na s  

Three Returns 1973, 13 mi n .  

Barking 1973, 2 min. 

Disturbances 1974, 11 m i n .  

Glass Puzzle 1974, 26 mi n .  

I Want to Live in the Country (and Other 

Romances) 1976, 28 mi n .  

Upside Down and Backwards 1980, 28 mi n .  

He Saw Her Burning 1983, 19 mi n .  

Big Market 1984, 24 m i n .  

Double Lunar Dogs 1984, 24 mi n .  

Brooklyn Bridge 1988, 6 m i n .  
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