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Long Beach / Erlka Suderburg

Planes of Memory, currently at Long
Beach Museum of Ar, re-creates several
video Installation pieces from that me-
dia’s formative period: Bruce Nauman's
Live Taped Video Corridor (1969), Beryl
Korot's Dachau 1974 (1975) and Peter
Campus's mem (1975). All three of these
pieces convey a sense of:the intricacies

and challenges inherent in attempting to -

apply, manipulate and integrate video
technology in a sculptural and institutional
situation. The works share a commitment
to applying a raw and malleable technol-
ogy to issues of space and representation
while fitting this new form into and oppos-
ing it to the art world's pigeonholes labeled
minimalism, structural film and conceptual
art. These pieces are cast in the pseudo-
utopian mode of video art that was meant
to turn technology back on itself, to in-
troduce.the self-reflexive cathode-ray
tube, to subvert television’s grip on the im-
age and somehow o integrate these con-

cerns into widely divergent appﬁcaﬁons;/

Nauman’s Live Faped Video Corrid
offers a phenomenological/minimalist in-
vestigation. The experience of the piece is
not one of interpretation, but of actual
physical investigation. Nauman creates a
thin white corridor that you enter, spurred
on by a realization of self-observation and
the seductive video glow emanating from
two stacked monitors at the end of the tun-
. nel. Displayed on the bottom video moni-

tor Is the real-time image of your back
disappearing down the tunnel; the top-

monitor plays an extended tape loop ofthe
empty corridor. The time and space of the

piece Is defined only by ydur experience of -

_It. The ability to understand the empty cor-
_ ridor tape for what it is doesn lessen the
discomfort of knowing that somehow your
image belongs there—a sister image to
what you've watched yourself create for
the bottom monitor. The conditioned re-
sponse of knowing you should in fact be
there cancels out your own logical, per-
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ceptual explanation, As you confront the

* Night at the end of the tunnel, it is your per-
- formance and your Interjection into the

space that Is investigated. The physio- -
logical and emotional effects - of time
beoomemesub;ect. mdyoucomplete the
object.

Nauman moves his art loward a kinship

with an investigation of man's nature,
not the nature of art. Edmund Husserl's
phenomenological system of understand-

ing a method of inquiry only after close .
- pose a strict formal sequence: the road
outside Dachau looking -fike any other

attention to your own intellect and con-
sciousness, suggests an analogy:-Nau-
man’s corridor becomes a laboratory for
confrontation. But the corridor also ac-
cumulates a distinctly 1980s patina of sug-
gestions of surveillance. As you move lo-
ward the image of yourself, you are in-
tensely aware of the camera eye boring
into your back. Watching yourself enter the
tunnel, you are struck by the desire to
observe the camera itself, even though
doing so will discontinue the image you
are creatmg. The commumcahon between
bodylsub]ect and survelllance/ob;ect
completes the entry into personal tem-
poral and physiological investigations.
Campus's mem also uilizes closed-

_ the demand of a visage to be reeogn;zed
and peered at, the pleasure of looking and"

the license (while engaged in art) to cx'-
amine your outer image.

// ~Korot's Dachau presents four ‘neatly

circuit video that pulls you into a lonely but |

" fascinating funhouse. Entering a darkened
*“room, you are presented with an angled
plane of light cast from a video projector.
You can either passively observe this |

geometric shape as a type of projected
minimal light sculpture or step closer to
find faces distorted and projected into the

_plane. Often, tentative hand dances begin
_ as spectators enter the closed-circuit fink.

Explorations of the Kimits of possible.
- distortion and the Inclusion of the entire

body begin. Spectators stumbling into the |

room might find a group of people en-
gaged In elaborate, delicate -upper-torso
“dances” designed lo discover the limita-
tions and rules of Campus's system. As in

Nauman’s piece, the ultimate confronta-

tion is with the visual presentation of self,

. mounted video monitors ‘in a darkened .
room with traditional audience seating. .

it -has a specific ‘duration {twenty-five
minutes) and It plays on the patteming
possibilities of a “becalmed” four-eyed

.view of a monument of monsters. Korot

employs structural film methods to com-

nutobahn; the bridge entering the gate
edgedbywmowsmdaossodbypaddlng
fourist feet and finally, one angle of

a corridor through which people drift, .

occasionally glancing at a barely dis-

. cernable photograph of the living dead

once piled into the wooden bunkhouse

_that spectators now visit. The monitors |

_shift .angles and viewpoints with the

)

mechanized “clunks” of surveillance cam-

. eras. A "cool” medium is focused on the
. unthinkable. Unlike Alain Resnalis's Night

and Fog (1955) to which Korot's piece
bears a certain connection in intent and
formal strategies, Dachau does not have
a voice-over to ask the essential, plaguing
questions. Instead, a soundtrack echoes

. the tourists’ feet, repeating in a chill-

Ing Instant three distinct peals of laugh-

. ter from off-camera. Like Resnais, Korot

removes the site from sensationalism, let-

- ting the image of present-day Dachau

reflect itself. The tourists appear to be
visiting an aged and pristine set of
stables—until the image of ovens too large
to hold bread is interjected into the for-
mal equation. The strength of the piece
Kes in its ability to unleash several haunt-

. Ing questions for audience and artist alike
. who are grappling with the representation
- of the unthinkable. The questions: the role

of tourists . at such a site, the continu-
Ing debate of leaving these images as

monuments to a memory easily skewed by

- history. and, finally, the question of how

horror Is represented without the facile

" parrative excess of American felevi-
. sion’s - Holocaust' -or - the -complicated
-brilliant personalization of Edgar Rietz's

Heimat. Korot raises the same questions’
Resnais does in Night and Fog, but she

raises them in'a more oblique way by us--
Ing strict formal_constructs without an .

-omnipotent " voice authority or ‘the pre-
‘sumption of supplying tnswers lnd sen-

sational illustration.

Within her formal and ethical model of
reprosenlallm. Korot goes beyond Cam-
pt.ns;:andNaqmangsanalandlempqral
lnvestigations, but she shares with them ™
a rigorous questioning.-of perception and
Intent. This collection Is an important
restatement of issues still pertinent today
to definitions of an art form and its
representation.0 /
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