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In “The Ecstasy of Communication,” an
essay that mig}lt be better described as a
diatril)e, Jean Baudrillard railed against
the (]isappearance of a “whole intimate
universe — projective, imagdinary and sym-

bolic” that correspomle(} to “the ()]jject’s
status as mirror of the sul')jcc't, and that
in turn to tl'u: imaginary l.l(:l‘)l‘l‘l:-“ of the
mirror aml ‘scene’...a clomustiu scene, a
scene of interiority, a private space-ti me.”!
Put more simply, he }_‘I(;‘l‘l;ci\:’e(.] that Iay the
early 1980s when this essay was pulnlisl‘lcd,
binaries like su]}jectf({:lﬁect and pul)]icfpri—
vate had ceased to be meaningfu[, the

mirror and scene I1aving been wp]ace(l
]}y the screen and network or, in his for-

mulation, I)y the “smooth opcrational

surface of communication.” This is now
a familiar way of (lescril)iug one aspect
of ]mstmoclernism. ]}ut it nevertlte]ess

continues to provolze responses tllat, [ilze
Bauc[ri“arcl’s, lTIigITt be considered nos-
lalgic. Karyn Olivier's wm'la, while not

related to a critique of the simulacrum

or the }1ypcrrca], exhibits a similar nos-
talgia for the (Ieptiw of the mirror and

scene; aml it is prcciscfy in rclati(m to

Baudrillard’s terms— su]mjcctfo]ajec’c and

pu.lolicfprivate—that her practice is situatecl.
Rather than la menting the breakdown of
the l}ounc]ary between the components of
t]wse lainaries, lmwever, Olivier migl"lls be
said to compiicate it in various ways, not
in order to transcend this nostalgia but to

explm‘e a continuing susceptihilily to it.

In some cases Olivier makes the specta-
tor's participation inl:egral to the worle,
confusi ng the roles of suljjcct and (:Bjcct.
Her 2003 installation, Bench (Seating for
One) consists of a sturdy, Erccs‘camliug
brick wall with a shelf-like metal seat
sticleing out of the center. Placed at a
{otf} five clcgrce anglc to the walls of the
ga“ery, its monolithic presence recalls the
forms of minimalism. But sitting on the
cold metal hench pm&uces an acute aware-
ness that this piece only functions when
one’s back is turned to it: the sculp’cural
ol}ject clisappears as the viewer becomes a
[igure to the wall’s grounc]. From this
vantage point, it's not the brick wall that's
now correcting our posture but the bare
walls of the ga“cry that become the focus
of attention. By eltf:-:ctively turning the
space of the ga“cry into the ulaject of
cmn’ccmplatiou . the work transforms the
pruvcrlmia] white cube into the mirror of
the sul)ject At the same time, the act of
sitting quiet!y ina puljlic
place (an(l, more speci{ica“y,
in a ga”cry or museum)
with “no’tl‘ling" to look at
returns us, momcntarily,
to the private space-time
of Baudrillard’s intimate
universe since this situation
lends itself to introspection.
Refusing to be cafegorizecl
solely as either sculpture or
archil;ecture, the brick wall
is also not quite J;urrj.iture;
oscillating between su]}ject
and oleect, the viewer's
iclentity seems simﬂarly
am])iguous. And as the

Bench (seating for one), 2003. Installation view from above.
Bricks, mortar, steel, ])1ywnm| and studs. 7' x 14' x 34" (including seat)

agent of this alterna’ting shift in perspec-
tive, we can't ilelp but become aware of it.

Like Benc:’f, It’s not over ‘til it's over (2004)
isolates the viewer, this time in the even
more pu])lic setting of Socrates Sculpture
Park in Long Island City, New York. A
forma].ly austere, unadorned replica of an
old-fashioned carousel sits somewhat for-
lornly in the middle of an empty fiel{l, its
perpetua].ly revulving plal;[orm occupied ]3}*
a single chair. Absent the crowds and the
sensory overload of its usual context, and
rotating clockwise (that is, in reverse), this
now defamiliarized structure engenc}ers a
sense mt sulitunle 1‘at1'1er than amusement
or convivia]ity. Instead of n{:fering a
f.'aljleau to contemplate, this installation
involves us in a kind of plotlcs-:- scenario—
a word that, not unincidentally, is redolent
of Baudrillard’s scene. Without the bells
and whistles or the |1a1)i’tua“y frenetic
environment, the carousel is revealed
as the ]'Jaua], low-tech diversion that it
is, cspccially in comparison with the
faslpaced thrill o{, say, Microsoft’s
Xbox™. In contrast to Benc!r, this work
reminds us that it's not the thrill of the
ride but the social encounter pmvicietl l)y
this type of entertainment that has been
supemcded a]ong with the mirror and
scene. It's not m)sta]gia for an edenic
para(lisc that is manifested l}y It's not
over, it's the dim memory of ordinary,
reIativciy uncump]icatcd social interac-
tions that ma]zcs the rcp]acemen{ of
f:l‘lis nuhn()(lctl l:()rm ol: entertainment
Iay the ecstasy of the “smooth opera-
tional surface of communication” all

the more conspicuous.

Rll'di_g'e:.e.hm:.'c.‘T Line (2004) thematizes the
human absence that acts to solicit the
viewer's participation in Bench and It's not
over. In this case, however, it's a mechan-
ical lmcl_v that's missing. TroIlcy tracks
embedded in the floor pass tllmugh an

arched passageway, mirrored overhead !)y



Singletwin. 2003

Slweir(:cle, .-‘Lu;[s, paint, tuul(liug, electrical oul‘lets, thermostats. 12' x 50" x 50"

the para“ | cables from which the ‘cr<_a”ey's
electrical conduit is suspendcd. The

work’s site speuilticity isn't cxp]icit but
might casily be intuited: the piece was
installed in the basement of what is now
SculptureCenter (a]so in Long Island

City), which was [‘0:‘:11::1‘]}? a tm“cy repair
slmp. Rid’gewooa‘, Line conjures up the

absent train through its framing of the
space, much as we reﬂexivcly fill in the
missing Imtly in Rohert Morris's 1964
Untitled (Hand and Foot Hold) in which
a lead bar with a cast of Morris's hands
lmng:‘. on the wall about five feet above
another bar with a cast of his feet, giving
the impression that an invisible {igurc

inhabits the space in between.

In some ways Rr'algeu-'OOJ Line can be seen
as the counterpart to S:'ng}ctwa'n ,a 2003
installation that involved the (hlplica’cion
of various structural elements found in
the exhibition space—a thermostat, a

co'umn, an illuminated “Exit” sign, etc.—
which we mutixw]y encounter in any num-
ber of pu]}lic placcs, Like the llaunting
presence of the trollcy, Sr'ng:’ctwin s

(Ioppelgangers make for an uncanny ef[ect;
and the uncanny is a clefining feature of
the tmstaigia that emergecl in the modern
era, accorcling to Anl;lmny Vidler. “Linked
l)y Freud... to the impnssiHe desire to
return to the wmnl:," he writes, “the un-
canny has been intcrpretccl as a dominant
constituent of modern lwstalgia; with
a cm-re::pumling spatiality that touches
all aspecls of social life.” The correspon-
dence between nostalgia and spai:ialil'y is
nowhere more evident than in Olivier’s
alterﬁ:d architectural spaces, but the pro-
saic cast of their uncanniness goes a lung
way toward stripping this nostalgia of
scntimcntality As with ]\’fa’gewoodl Line,
the uncanny has a human rather than
su]wrnatural dimension in Sing.-"etwi}:—a
result of the (lcaclpan inclusion of a mis-
placcd sewer grate in the former and
11011vi:L111ctioning electrical devices in the
latter. Singfetwfn s wry comment on how
ufl;er]y unremarkable and relenl.less]y
functional our 1}11]31ic spaces have become
reminds us that we've ceased to notice
their—and our own— anonymity.

Nosl;a]gia is emp’tiecl of patl'ms in Winter
Humg to Dry in which a very I(mg, very
thick clothesline traverses the entire
lengtlm of the ga]ler'v‘ The clothesline’s
absurd expanse is rendered even more
preposterous lay a ]arge pilc of unseason-
able appare] (at least for a clut]ws]ine)
loaded in the middle. The stack of woolen
sweaters an(l l‘u:avy winter coats, which
contrasts sl'larply with the weiglltlessness
of clothes lwng out to (ll'y, paroclics the
simplc teclmu]ogy of this outdated device.
Even more significantly, the dense mass
of clothes acts as a surrogate for the IJOC]V
[nverting the terms of Kr'qsa‘rgler.uocu.a‘JI Line,
the presence of the lmciy is felt where it
is usua“y absent and the pile of clothes
becomes a seemingly embodied mirror of
the sul)ject. Experiencing the prop pieces
that Richard Serra proclucec] in the late
1{—)005, we tencl to gauge tlleir weig}n[ in
relation to our own. Here, the weigl'li is
not only pllysical, it's psyclmlogical: it
isn't just a factor of the gravitational pu_u
of the material (leat‘l in Serra’s case) but
of our associations with this particu]al‘
()l)jec’c. Another increasingly rare Sig}‘lf,
the clothesline is now the stuff of memory
rather than an cvery(lay encounter. And
vet it's not the heaviness of our encounter
with this work but the liglltnoss of its
tunguc—in—clwclz inversions that prevents
us from a“owing 11ostalgia to have the
last Iaugll,

Mary Leclere

1 Jean Baudr]uan}, “The Ecsta-_-'y of Communication,”
in The Anti-Acsthetic: Essays on Postmodern Cu}mrc,
ed. Hal Foster (New York: Bay Press, 1983), 126.

All Baudrillard quotations are from this source.

2 f\lﬂimn_\’ Vil."ur, The Architectural Uncanny:
Essays in the Modern (-ﬁ:f;oum‘ry (lell)rillgc, MA:
MIT Press, 1992), x.
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This Panel: Ric{gew(md Line {BQT Ghost No. 6004}, 2004 Installation Overview. Steel, cch, cement and wood. 10" x 6'7" x 45'
Cover Panel: Winter Hung to Dry, 2005, Artist's winter clothes and cable. 57' Approximate
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It's not aver ‘til it’s over, 2004. Steel, \\'um.l, [a|1riu, rape, Iiglltin;. maotor, casters and chair, 14' x 24’
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