The Real Experiment
(1983)

Crande “Therr arr oo pectares beve ™
" aee,” il e Mred voss,

Wesiern s aotaally bus two svant-garde hstorics: one af artlike am
and the other of hfclike are. They've been hemped sopether as pares of
a sucocsson of movements fervently commutted o ianovation, bos they

A supposed confict berweon ag1 and lific bas been a themse i Wiess-
erm art ar fexst snce ancent Rome, resofved, o 3t all, inothe dialectics
of the artlike artwork—as, for example, in Robert Rauschenberg’s
sestement: “Faimting i3 relsted vo.an and life. Nether can be made. (1
iy b0 act im that gap between the twa )™

Simptistically pur, antkike art holds that art s separate feom life amd
everything clse, whereas lifelike art holds that ast 0 comneciod 1o life
ﬂ'mﬁhuﬁmm&mnﬂgmim
and art 31 the service of life. The maker of arthike art wends © be 2
specsaln; the maker of bfelike art, a generakis,

The usual quesiions of subgect matter and style become relevant onoe
woiu accepe cormn culeural pivens, like the specalig notion of “an”
the submotions of “pocery™ and “music.” and the notions of “exhibe,™
“aodeence,” “creativity,” and “othetic valuc” These are normually taken
for gramied. But Wesiorn culnure appears ro be chamging so markedly
that these gavens arc af best encertain. What if they weren't “givens™?
What if | had ealy a sague ides sbour “an”™ bur didn't know the
-~ comventions that told me when 1 was in jts presence or was making
ifm}mmiﬂc—ﬂﬂﬁhﬂ What if | dida's
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ping? Would that not be art? Wikat if [ didin't realize that art happened
at certaim times and an certam places? What ol | were 10 e swake
imaginmg things m bed at 4 4,807 Would thas be the wrong place and
the wrong time for art? What if | weren't aware thae art was consid-
croil more marvelous than hife? What if | duln’t know an artist was
mexnt to “create” art? What of | were to theak art was post paymg
attention? What f | were o forget o think about art constaniiyr
Cousld 1 still mzke, do, engape m 2nt? Would | be doing semetbang
else? Wosld that be okay?

(N the twa, artlike ant and lifele art, avant-garde stlike art oc-
cupecs the anentin of the majonty of artists and the publac. T s
usually seem as serpms and as 2 parnt of the mainstream Western art-
histoeical tradition, in whach mind 1s scparare from body, indvadaal
i scparate from people, crvilization is scpasate from nantre, 20l each
art = separate from the cther. Diespite the oocassceal socso-cultural and
sparitual anterprctations of this art, artists im thas tradinon have tondid
eo see their work 24 engaped m 2 profesaonal dialogue, coe art gestisre
responcing to a previcas one, and so foeth.

Avant-garde arilike 3 15 supported, tandily but steadily, by hagh
culture’s mstimions, the galleries, mascums, concert halls, theasers,
schools, government agencies, and professional urmale These share
the same separating point of view aboot art and lifes that amt coodd
ﬂuquhhlﬂ'e’lpmﬁqmauhqguitmﬁrznﬂqhm!ﬁmﬁfg
s as not g0 be confused by it amd sucked back into its mire. Thew
mstiturions need artists whose wosk 8 artlike.

Avant-garde anlike art hasically believes in for dioes not elsminase)
the continuity of the wradimonally scpasate gences of visual an, mase,
dance, Iecrature, theater, and so forth. The comdnnations of thoe
genres that are comeongplace in dance, film, and particularly opera are
hacrarchac arrangoments, with one of the genrnes {dunce, say, or muosic)
presidang over the others and all 1he genres slennfiably distinet. though
iserrelated. Either singly, or in sarelle order, they need, and ges the
support of, gallerses, museams; comcert halls, theatens, schools, govenn-
ment agencees, and professional jourmals. Hands in gloves,

There 15 mo essemtzal difference between a fean-Bapeiste-Siméoe
Cherdin pasnting hung im a muscam and a Frank Seells paintimg himg
in a muscum. Semifarty, there 5 no essential differenee between the
myasic of Mozaet 3 concert hall and the mmsic of Karihesme Seock-
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cqually in late Western culrural hatory. Evory time vom walk imto 2
myuscnim or concert Ball, it instamaly triggers references 1o chat history,
anul if yeam don't know much abeat it, you will miss much of the
rcaming of the are

Cafl the musewms, comcert halls, theaters, jowrnals, and so fonh
frames of mand. These frames of mind are whar give the Chardin,
Seella, Mozar, and Stockhausen their meanang. Thar is whar wradiion
15, and 1t w the real contemt of the works. In fack, museumns, concert
halls, and theasers meedn’t have a thing im thems; they ane still the signs
for are. Like the dog in Ivan Pavien’s conditioned-reflex experiment,
we spontancously sabnate a million artworks when they are oven men-
toned

Axant-garde lefclike a2, in contrast, concorns an intermifent muaority
{Futurszs, Dradas, Gutai, Happeners, Fluxanists, Easthwoekers, Body
manntic arists, Conceptualists). Avant-garde hiclike art is not nearly
as serpous 25 avand-garde arthike art. Ofters w15 quote humosows, Ioisn't
wery imcrested m the grear Wiestern radinmen, exther, since 1t tends 1o
mux thangs up: body winth mand, mdivadual wah people in general
ervilization with mature, and so oa. Thus 5t mixes up the traditional
- art geares of avonds them entizcly—for example, 2 mechanscal fidide
playimg arousd the clock o a cow in 2 barnyard. O going 10 the
baundromat. Despite formalist and sdealise imterpeesations of art, life-
lrke art makers” peEncigul dialogue s not with an but with everythang
else, oee event suggesting anciher. I you don't know much shour life,
~ you'll mzs much of the meaning of the lifdike an thar's bormn of it
Indecd, it's never cerain of an anea who creaces avant-garde hfckike
~ For these reasons, avant-garde lifelike an has never At into tradi-
- tional ares soations, cven when they offered ther suppon. These
- mstaunions “frame” lifeltke art ngin out of lie into art (moee or less
- mepaly, at thar). “Look” | remember 2 critic exclaiming omce as we
- walked by a vacant lot full of scamered rags and bowes, “how tha
~ ewienids the gestural panting of the fifties!™ He wanted to cart the
- whole mess w0 a mnecum, Buot life bracketed by the physical and cul-
Féﬂﬁhﬁﬂﬂ!ﬁﬂmmm:hmd
 bigh an's presumed greater valwe. The critic wansed everyane to ser
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the garbage as he dsd, throwgh art hastory; not a5 urban dirt, not 25 a
playgroussd for kids and a home for e, not as g blowing abos e
the wind, boxes ronting in the raine Avant-garde Efelike art does very
well in such real-life circomstasces. [116 mea 2 “thing” like 2 picce af
masic or a soulpruse that is put intp a specal 2t container or seting.
It 15 imseparable from neal bic

The noot message of all ardike an o scparatencss and specialness;
amd the corresponding ooe of all kifelike are 28 comnectedmess and wide-
angle awarencss. Artlike art’s message 1s approprizscly conveyed by the
separase, bound “waork™; the message of Efelike am s approprizacly
conveyed by a process of events that has s defimne outline, For each
timlnfmﬁnmmmiudfi:thtm&ag:.rrguﬂmd'th:
derazle. Artdike 21 sends s messape on 3 one-way street: from the
artist g0 e Lifelike art’s message o sent oo a feedback loop: from the
artmst §o us fincluding madhines, amimuals, nature) and arcand again 1o
the artist. You cam't “wlk back™ w, and thu chamge, am ardike anwork;
beat “comversation” is the very means of hfelike an, whach 5 always
changing.

Ir-should be casy 1o disinguish the two avant-gardes, since they
have such dificrens ways of bemg in the world and 1 are. And now
is probably as good a wme as any for a cordial pamting of the ways.
Omce vou step aside from the traditional veew of the ans, and there s
mhpmytﬂumwthim,ﬁt‘wdm-pﬁmﬁ
like 2 romuantic vestage of hastles fought o win prizes no longer desir-
able 1o an anist committed o Living sicentively. For inatance, achicvimg
a2 respected place in 2 musesm or operz house nowadavs may be Aac-
tering. bus ot 15 pointlcs, becamse ot reframes the lEewoek as conven-
uoeal are. By dropging thoughis of svant-gasdism (a2 milsary meta-
phor at that} and competition with traditional modenn 2, we become
free 8o necall some of the moves soward a lifelike art praciiced not poo
Bang apu.

There was Body arz, Mubumedia amd mass-media ant, cosed-
crcan video and electric-lght an. computer art, punk art, herbal art,
zoo ant, czrihart, 3 1o be caten, and art that chemecally changed or
disagrpeared. We encoungered art thut emitted soumd In responsc 1o
our body beat and brain waves. We were invited o participaie in
Enviroements that oould be altered and re-creaied by cach of us. We
nﬂtp‘ﬁdﬂtﬂi#iﬁﬂﬂﬂh}htbﬂd:ﬁdﬂﬂﬂﬂﬁgdmm
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the deserts, pointed to the sky, and submerged mn wacer, We went to
“swhool™ whwere sastistics, graphs, and maps instrocied s & science,
ecology, and sexsal mores. We attended, and sook part sn, riaadisue
performances, slice-of-life performances, meditanonal performances,
and political performances And we sawr an emphied of everything
exceps curselves—wiho became the art by defauk.

L TR TR o L

The importance of these innovations was not just that they mncreased
art-making possshilities enormously All that refuse, techmology, plant
Eie, amd hardwane; all those intimate treatments of the arnst’s body;
all thuse excurniioas along the highways and cut ingo the countryside—
all refereed us again and again to their sources in the real wordd, Tt
was these domains outside the woeld of art that compelled our fresh
aticntion. It was the street, with its vital sctivty; the body, with ars
swrat and digestive porses; the mind, with its funoes productioes, that
excited sveryone,

The implications of it all woren't so appasent in the 1960 But
hindsight and more experpence make @t possible soday to sammarize
the characteristscs of an emergang hifelike art:

L. The key experiment was not sumply the investion of new art
genires by which the perind i usally known bet the recognimn of
the secularizaton of the entire an wtsstioe: genre, frame, public, azed
purpose.

1L The crincal move in the experiment was the shaft of ast away
Froo it famslar contcxts, the stedsas, muscess, concert hally, the-
aters, eoc., to anywhere clsc in the real workd,

5. Various porformative modics became the effective way o deal
Muﬂgi“—mﬁqhﬂnhmpﬂ
0 do i, o becemse you were changing apartments.

£ The wnsctaral modeds for the experument were real {nos
merely implict) proosses: for cample, sexsoaal changes; food that
5. The passible houndarics between lifelske art and the ress of
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ke was, sad when o or the other “began™ and “ended™ were of no

& The typacal am pubb and e wsed 10 gotng 1o exhitenions,
concerts, andd plivs became ierclevans. Instcad, there were small
grosgs. of travedons fo far-off seos. parcipanis m eeganined eveni,
thoskicds 00 comemoier tranes, and st mn ther an by chemadives.
The emerging pubic for thn Ifedike art was oo longer sdeal amd
unifiend but was diverufiod, mobale, and pamicular sn imeercin, Bee
peopie in the real world,

7. Lidchke a1t did not csercly label Ide o s It was comtinuoss
with tha life, mflecting, probing, testing, and cven suffesing &, b
alwars antestivedy. (Thut's the source of ity humor; when you leok
chosely a1 vour suffering, @t can be pectry foney . . )

& The purposc of hifelike arm wa thesspetics to reimegrate the
pecemeal reality we ke for gramnl Not just intcliecoaally, b
Earecthe, 13 experence —in this memens, in this house, 32 this kitdben
unk . __

A prescripon didn’t exist then. There were writngs and mani-
festos, of course {by Geonge Brecht, John Cage, Robert Fillou, Al
Hamsen, Deck Higgms, Michael Rirby, fean-Jaoques Lebel, Geoepe
Maciunas, Claes (Ol denbrarg, Mami Junc Paik, Dampel Spoerri, Ben Vag-
nier, Woll Vostell, me, and, somewiar fater, Jerome Rechenberg), but
they were not cohesive, nor were they always carmed out i practice.
That would kave been tos tall 2n ceder. Even af artusts entaited what
had 1o be dome, the prospect of a clean beeak from everything in the
high-arts world was not only fnightening bt enclesr im method. The
Western tradition im which artists were trained, and seill sre trained,
provedkod nonc of the key questions; neither dud it provide altermarive
enoddels.

Few avaded themselves of detailed studies of non-Westorn cultares.
Chaly the “arts” of these cultures were admared. Thus mistakes &
intorpretation were made. African carved figures, for maance, were
seen through Cubist cyes as micnsely expressive geoenetric soadpenre;
they were not serously undersiood as a part of religuoos pracrice and
ihdﬁlrﬂm‘cpimﬂiﬁmjﬁnm—mﬂﬂfumﬂpu
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as such. I'm not sayeng that what the Cubists saw and wanted 1o use
was not valuable to the amt of their tme. I'm saying thar certain non-
Wemern cosmologics maght have given us, m the kaic fiftes and cardy
sixiaes, am ineegrative dhecnanve to our sooety of overspecialization,
IF we had stodied more carefully the role-of so-called art in cultures
that wsaally dadn’t have a woed for it what was happening wnder owr
noses would have been dearer. Well, we weren't curmous ecnough. In-
sicad, we fousd] chat nonart could be sransbermed imte Bagh art on che
Western model simgply by frammg # properiy.

It follows that the casicss and most commen coarse taken then was
Duchamp’s. We selecied some agpect of nonan—stoncs from a mv-
erbed, factory soands, 2 tank of hah, ourselves—and pot it them, s
on exhibs or on 2 Wage.

The second course was slightly bolder. We selected cortam nonart
sics—a forest. @ garage, a bascment, a dead-end strect—amal 1ben
fosand reaidy made, or constrocted, the equivalents of galllenes, concert
stapes, and o forth, 1o these gpaces that sigmified art we presented
something mare or less lifelie that ondy minmally engaped the sar-
roumdlimg envirorment

The third course, not rare but less neticcable bocause it igponed
pubficity, was a sort of proto-moceptual srt. We brackesed life wnth
all that we kncw about high art bot resricted the art we made to our
imaganatuen., Whenever we foand something mteresting, we concerved

 amagivwork. We saw poople cromng the strett, and they became mod-
ern dance. A fzmsly squabble was 2 modern plax A difif face was
meccherm scalpeure. We entered o the “a” or not, 25 we wached.

Bt the problem was thas these experiments concentraaed mostly
on enlargang the range of usable genres. | remember vivilly both the

- excriement of [eeling that the entine world was available for our art
Htilhenupﬂg;u:rngilrutrmgwuh mlht-u'u‘]tﬁ.‘l'l'::um
::tiﬂ:ﬁ,min]md’uulimlmnd:mn
“Here is what I mezn, In the first example (the Dhachamg model)
Fmdnnn!h limited to what aciually could fir into muscums,
uﬂnmﬂ hwhtﬂdr:nﬂ:ih:m:#ﬂmh
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nonad desciplines and personal ordeals simply coaldn’s . Wi were
always obliged 1o puz oo a shore. S0 moi of lifc was excluded for the
sake of high ar.

In the second example (making gallenes @ages and so forth in
the madst ol lifc), we couldn’t ccape the babit of audicnces. thar soll
came 1o 3o what we were doang (or 1o particpate 2 lietke ), just as chey
had always come 1 the stapdand exhibstions, conoeres, plays, dances,
and films. All the traditional exthetic hahity of detached specatorbip,
the usual howar or so of strention aftor dinner. all the expectations hased
om what they had learned aboat the arts were brought 1o the new
sifuaisem mntact. It was a linle like slamming.

The third cxamiple (discovening bagh art everywhere) was the mos
sophdsticared release from the tangible side of normal an producnon,
It tzcidy acknerwdodged that culture, like reality, 1 created & the mind
anil can be de-created. It was cheap aml Blexible and lefi nochimg
hehimd. ¥et for all thar, the amist doang this kind of mental framing
was like the critic who saw Actsom pasnting im a rubble-strewn loc thae
critic was an art bever who couldin't v good-bye to traditson. The
connection the critic made was witly at the time, but with ane foot in
siraight art anid anc foot in Bfe, it was wlf-canceling.

I cach of these steps bowand a lifelike ast, if the genne was serik-
ingly fresh, the frame, the publsc, and the purpose of our choices were
sl typacal of artfike are. It wasat esough 1o discover that an clovaror
nide or a sandwich could be art; we had 1o ask where thar art belonged,
whom it was for, and why, The philosophacal semse of what was hap-
perang was usclcar to mxag of us, and the mmpressson Ieft upon the
curous and inseresiod was one of novelty rather than of a shift to a
mﬁnﬂr-lﬁ:ﬂ':m*ﬂtu'hhi:w in which realsty was a “seamdess fabaric”™

30 i was necessary o chamge the whole simazion, not pust the
genre, which was the easiest part to change. It book some years 1o aron
thimgs our. Many lifehke artists comimued o put togetber more or less
artified packages of elements drawn from the everyday envirenment
most cffectvely from the political arcnal; a secomd generation has
multimedia poctry readings, now-wane conoorts, TV shows, and ng-
mme show-hiz performances. Bua for these armas tracking the “rneal
thing.” the investiganon had to bead away from the traditional com-
maunsy of the fine arts as well as from the tradstional commumity of
the comamercial aresx

2o
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Here 15 2 real evesst that ook place in 1973, An artist named Raive
Puasemp (wiho had begun in New York 25 2 Conceptizalinr working
at the soco-metrc odge of the geare) ran for mayor m - Resendale,
New York, and was eloced. Although he lived there ar the time, he
wan mot 2 native of long-term resident of Rosendale and was consnid-
ered a “polineal unknown.”

Rosendale Village, a commaunsty of ffteen hundred poople establisbed
in the seventeenth centuey, was i Anancal troekle, bad seroas water
supply and scwage problems, and coubdn’t govern itself s amly real-
maic solution had been known for some 1mme: 1o disimcorporate and
become part of the grographically birger Rosendale Townshap, B
disincarporatson was an emotionally charged issue for mamy in the
village: with no other alicrnatives apparent, balls went ungaid, sewage
Backed up inao houses and pollsted the bocal stresm, and buman ini-
rative socmed paralyzed. Pausemp, wivo had been am art instructor in
the arca and was director of imstructonal resources at mearhy Ulster
- Commmunity Collepe, believed be could do something positive abour
the villlage's problems. He would apply to Rosendale what bhe had been
desng 2 an anist m group dymamnics and predictine behavice, He
would consider the projoct an arteork @ the form of 3 polatical prob-
lem.
" S0 e ran, succesfully, for the office of mayor. His camgasgn dudn't
‘mention art. Ner did it mention disincorporation. Insiead, it proposed

 am upbeat commumity involvement in the pofitical proces. “that acoce-
- maated the positive” (as local newspapers described atlL

- Dusang the next two vears, Puiscmsp and bis associate Mark Phelan,
- who was cdeceed on the same ticket 2 trosee, guaded Rosendale to is
 survival through dissolutinn. n 2 bookler published in 1980, entitled
-~ “Beyond Arc Dissolution of Rescndale, N.Y.,* Puesermnp documented
&wﬂhm&mghmﬁnﬂmﬁ*kplhmmﬂc
md#mdm“ﬂmymm
wtﬂtﬁﬂh—d&:mmmm
mmmm#rwmﬁuﬂwm
IwmﬂMMMﬁqﬂfmmhmﬂm
by save the viflage bue o redioce bocal tawes and costs. Residents
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got their first ook at the ne-by-lne cxpenses of runnmg a village
povernment and saw peecisely how much they could save by handhng
their affairs responsibly. Taxes admanistrakive procedisres, serviees, and
the pofice fosce were reorgamized. Villzge assets were adentified, as-
sessed, and reviewed for posible iquidanon and revenues. The water
amil sewage problems were solved when voters approved a bond 1ssue
and the willege recenved federal and siate assistance. Eventually resa-
dents saw that the incvitable next siep for Rosendale was to cease being
a separsic entity. The moment at [ast was right. and they voted o
dlesolve.

Townspeople didn't discover, through ther mayos, a new solition
1o their problems. They knew what their solution was. Neither did he
urge them, romantically, w stick 1o theer independence 31 2 nme when
this would have been dearly fotde. He came 1o Rosemilale, dietacked
Fromm sts hdstory and pesomalics, and made it posishile for cvoryone to
ser whar had 1o be done. The vote to dissalve was chewrs, not hee

But 1t mast be added thar bessdes heldping the village to put ics
practical affairs im order, Pussemp was able 1o reduce long-standing
Eactiomaltem and to reassire townspeogie that daschation «hd not have
to mean the loss of meighborhood and commumaty (a5 some kad
feared). Through the process of coming to graps with the wllage’s
troubles and decading e dissolve, they spent more teme together and
asvamed imore conscos tespoesilicy for their comenumity than they
hail fer a bong time. 1o this small sags it was ceaal that although
Pussermp had approached the survival problem of Rosendale with a
Conccptual artist's theory of socaal behavior in mind, he applicd thas
theary in day-by-day homan terms.

With the sk accomplishod, he fele that his esefulness had emded
fand that 1bc artwork was complercl. He susbmisted his resignation as
mayor for reasons of family heshth, and Mark Phelan ssccceded him.
The documents indicate that the nows of his resignanon was recervod
sadly in the town Pusiemp left anmd expeessacns of publsc appreces-
rion and sended with bis family in Uah, whor teday be 5 a masketer
of ski resorts and trave] tours. He says thae be hardly over thimks of
art anymare bur that the Rosendale progect was sipmficant {or overy-
theng be did subsoquently,

The story of Bosendale, New York, might never have been pub-
kished f Pumsemp’s friend the performance antist Paul McCarthy
hadn't urged him to pehlish s MoCarthy was sght in sappesing that

L
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artists would welcome an accoust of what Pousemnp had dose; since
the bookbet sppeared, it has been quastly making the roands of those
trying oo break out of the conventions of their trainang,

The seqoenoe of cvents i Rosendale, undike so many innovative
warks of art of the smtics and seventics, was pot simply 2 novel ant
event bor gense) that was otherwise encased i perfectly nosmal hagh-
art eontexts. Its genre was unevaal, bat so were its frame, ns public,
and 3ts purpose. WNeone of these resembled what we had come to rec-
egmze 2% are. Thar's why it is exemplary

The pemre was the vilfage and its sarvival problens. The frame
was concentrated in a geographacal place, Rosendale, New Yook, and
spres] catward 10 Rosendale Townshap and Ulster County. The pub-
B, more peoperly the paricipants, were the pownspeaple, Mayor
Puausemp, county officals, Bwyers, nepresentatives of the foderal gov-
ernmenl, anif the pubdlichers and readers of area newspapers. The pur-
'Furrlih:ﬂlu[hﬁmgp.u:d fmsﬂmmlh:n;tuti:mawr:
a local dllness and allow illage Iafe, and Pussensp’s life. to go on moee
comnstructively

Taken vogether, these foar charscteristcs of lifelile an—uthe whar,
where, who, and why—make up what [ call the whole ssimtion, oc as
much of irascan be identified at present. Anyone can see that che four
parts merge and that the artest merges with the srtwork and those who
partopate im ik And the “work™ —ibe “work™ merges with its sor-
roandangs and doeen't really exma by isell.

If we look at the dissluton of Roscmidale for a minoie s if it
were just another anwork, one of its mosr [sherating smphcations for
artags i the absence of the image of the famwous artis ar woek, This
mot cherished of Western dieams—fme—has not come ap yet m
this essay, but bere is the apgropriate place. Af no fime did Pumsemg
announce that he was an artis and that he considered his term as
mayor of a troubled village to be an artwork. Nor is it Eikely thar bis
bookler wosmld have beem primted without Paul McCarthy's urgng.

The reason thas artiste submergence s 5o crucial should be self-
cvident. In practical terms, whar's the point of saying you're an st
ﬁttﬂqﬂﬂld‘lrﬂg{:h‘:ﬂiﬂ?fﬂﬂﬂmﬂiﬂc
le, they might feel insulted, and yoo would never become mayor.

mose basically, it is in the narore of lifelike ant 1o reduce and
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chiminate the fame aswocissed wath rock stars, socahites, and shoe-
term politicians. If you view the world as & umity, with al shangs
comnected, inchoding yourself and your work, then being celebrated
with the exagperated attention and flanery that go with sardom almost
imvariably beads to sell-mmporance, separation, amd, @ time, soditon.
We don't vet know how 10 bonor somecone, or 1o be bonored, wazhom
g0 gettimg 1 the way. It is emough vo specalase here that the disso-
bation of Resenidale Village for the sake of s connmued life was equiv-
alemt 1o the dissclution of Raive Puusemp's political ant cascer for the
sake of Bis lsfe.

Mow consider a different example of lifchke art, ene thar was self-
comanizrmeent and ended with personal reevaluazion. Thas second ac-
tvity began with subjective procccupation and ended with a neariy
mystical sense of namure. All of us are part herd amimal and jpart bone
wodl, 5o the two events shoald Form a nice relaneaship, cach 1lhams-
nating the other. Since each was unmarked »t the time as art of amy
kimvl, i i+ anderstancadile that the st of thas work chooses o be
nameless, simply 10 betver emphasize the experiential aspect of what
went oe.

Each day of a week around 3 pow,, when the wind rose an the
disnes, 2 woman took 3 walk and watchod her tracks blow away beband
her. Every evenang she wrote an acoount of her walk in a jourmal. To
begin each socoessive day, she read her gournal story ard then tried w
repeat exacily what had happened. She described thas expenence,
tarm. as faithfully as posishle, antil the week had clapsed. Half in jest
she wrnte in ooe passage, ~1 wanted o see if | couldd seop change.”

Her jourmal entrics were rich en details, snchading notoaly the facts
of Footsteps up and down the dunes, the Blowing sand, the color of
the sky, the time taken, the distance covered, and so forth, but her
feclings 2s well. She described the seme of breaking the casth, of
disarhing the immaculate and fragile amusts of glass partscles; she
wrote of her secret pleasizre in making her marks in that remote realm
free of othesss she accepeed with samfacton the absorpeon of ker
eracks hack invo the earth as if they were hersel

There was also fear. She was afraid of the imbalance and disorni-
mmﬁ:np:rm&mammﬂ:ﬁnﬂth:hjﬂ:mhm:-:
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by boundarics. She was afraud of beimg knt. Now and then she was

dhizzy, The sming of the sand on ber skin soomed an amack on her
person. She was afraid, above all, of rthe vastoess of natwre and it

mhifference. Grapped so dunmg these tmes, the woman ofien found

heersedf walking nearly backward, with her head ruened arouned, her
eyes bolding on 1o the Lasy shallow cravers of her seeps befone they were
oblieerated.

On rthe second day, Eﬂiﬂ:ﬂﬂ.ﬂtﬁﬂ:ﬂi:ﬁﬁﬂhmr@ﬂt

 what she had done and il the day before. She thoughs that her pazh
~ was different (the dumes, of cowrse, hail changed). Nevertheless, she
- persevered. She moticed that she was scuffing the sand in an effort
imapreis upon it ker determination. Several imes she reread ber jour-
 pal. Bt felt more and more "like 3 scrpt bo learn” She walked wich
~ puspose, locking not e bat back “vo confirm that my tracks were
- saill there.” She wrote of the “absardity™ of her whole plan, and of

 tming to laugh 2t hendf. There was an enmistakable defiance in ber
- wuteng that afterncoa.

Draring the next days she developed a fzscinanen For the pob of re-

* ereating her vesterdays, especially smee the effeat made her more st
~ temtive to the unavordable faces of change.

T = F = -

=

i ]

= - T T T —

O Thesrselay 1 came upos 2 small deperssaon withs beach: reses grow-
- img up the dunc slope | pickod 2 few and rwesied their shoet wems
Ehin my wast s At the same time | was pracicing st being hnt
@5 1 had been on Wodnewday, But on Wednestsy | hail bern ansious
!Ilﬂ:ltlnjh.mﬁthtlhrt nn'I'I:uuh;EF:i:r.hﬂﬂ'nl:ﬁht

-8 dseovering the roses. Both feclings were = me =t onee. |
l,ﬁiq;]'mdch:ﬁ find the roses, andd | was again kost!

B O O 68 =i

?“5 fior-an hour or 5o she befieved she had really dose what she set
o .‘ lllhilﬂlﬁn:pdﬂ.l:‘rhrm;lﬂpﬂﬂn]tﬂﬂnflb{hr
e, which deseribed 3 pasticularly falflling experience towasd the
Et:ﬁu‘mmhﬁmhmﬂphmhﬁz.mbmh

]
il

SR Sy iy

e _;'ﬁ:iﬂll,rﬂmghﬂmﬂtrd:ﬂmamhr
o . She absorbed and mdiated a transcendence she

e

-ﬁf'fl
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associabed with certain deserted wcacoasts im bate summer. She wroie

The following day the mntended 1o try again, bar the wind daed. Long
with thosc of [erally hindrods of anamals. She folv alone o2 crowal.
“My tracks dudn’t bedong there: | was am intruder,” she wrote, She
went theoagh the motions and emotions of Ber previoes hliss ro Ltk
avaml. The silence madie her aware of the dragping of Ber feet 5n 1he
sand, ared of the hollow sound of her beeath, Birds she couldn’t soe
gating s she walked wp and down the dunes. The jowmal entry for
that dsy crmphasized that she felr aien. =1 was impatxcns o be fin-
mhed. . . . Around 6 roe, Bocks of terns stacked and retrested and
attacked, swooping o withen a fow vards of my head. . . . | kept book-
mg at the kength of my stride, comnting my steps for no reason. | was
cermibly aware of time”

The wind blew again oa the sixth and sevembr days. Chddly. she
sal, she could not semember most of the details of her walks, only
that what happened seomod very dear and matter-of-faor. Her remmarks
were concises “T walked withowt Bnipue or hurre |saw the sand hlow-
img off the tops of the dumes. The gray sky lay fat againat the homnon.
i ate an apple | beoaght with me.”

Only voe segment of ber journal was partscubar, howeves. Repeas-
imig the depreaing events and mood of the fith day was problemancal.
The wind had erased her carbier footprimis, and she couldn’t hear
anyibang beyond her emmediage body. The terns seemeed o have van-
ished. She tried to sesioee her feeling of discoancciedness. tncd over
and over o walk in the same mervous manner. And 1o some degree,
she wrote, she soccecdad as an scter meght “bocome”™ a rode. *| canned
out the forms of my walk and mv daypdreams yeserday, bor | was
outside of them watching.” In 3 posscey she noted with some ireay
that “relating to the mpettions of the previous davs was a linle like
refacing 1o a thard cousin rasce removed.”

The sum appeared mmermvittestly Between the douds, and the
waoman unbattoned and butioned ber swraizr with the rise and fall of
&mhmmﬁh&mﬂm&gm
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as masses of sand were blown up coc side of a oes and dumped down
the vther. Once she sbood soll for soene manutes and was bened 1o ber
ankles. Another time shee allowed berself 1o be pushed aloag a dunc’s
kip by the wind at her back amd by millbons of granules eroding under
Beer feet, “The dancs, too, move i re,”

Hier ponirnal entry on the last might concluded: ~ are dinser aboun
& oclock, 2nd now 1'm going to bed.”

What docs thas add =p 10f For the art buff, who might at keast
accept the practicality of Puasemp's effocts as mayer of 2 small willage,
the dunc walks kave no apparent coachoson, They wone smobserved,
thar transformations of the oormal wore not notably Invenove, and
one 15 left wath the woman morely goang. 1o bed. There is the poist.
She went to bed qualianvely changed. The mesming of her week was
miernalized; it was “expenienosd mesnmg.” im the phrase of the pay-
chologist Skeila Boh, not just inpellecoual meaning. It was manifes
her self-image, and possbly im her subsequemt behavios, not in an
objective artwork, The reader may say, “so what, everything has mean-
mg—my bunch, your remasles, last vear's weather repons” Amd agasn
that'’s the pomnt! If only we paid attcation; but we don’s. Excroses of
the sart the woman designed for bersell may make this anention pos-
sible,

The cvent descnbed vook place around the same vear as the Rosendale
dissobutson, Like it, the wonuan's expenicaces bear no reemblance o
ﬂ'lr.::ﬂﬂu ut:.TEtgrnrt-m a succession of treks over some sand
ﬁu:dmmhghmhmmmﬂthm
a seven-day duration, and the foved peant of the woman's berse no
;Einpﬂruhmnglltgrm::ud Frame was zn audecnce of ope (if
We can ise that word asdiesce at alll: the woman ofwerving Bersedl
-hh}'mlwr.lp:q:u she haid plannod. And the purpse, overlapping
everything else. was self-knowledge.
ﬂmmg}mmﬂrmgﬂtm;ﬂudmmwbﬂh
ald beoome pedious. 've gone this far to show how the last gemer-
ot experimentsl art (expenmental because it was la{clike)
rd shart of meabiring 10s vinson becawe it st dang 1o habats
with artlike art. | wanted 1o specify which habits these were

"*.'I.':
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and 1o describe two lifeltke arrwerks thar weren't clmging o such
buabuts.

With thas m mand, ['d like to acknowledge a goation that many
will want to ask about an art that 1s like life. The question ts midesd-
mg, but it comes wp frogacntly, out of habit. It & this: if Efelike art
doesn't resemnble art as we've knowm it, but resembles real Iife, whar
then makes it 2st7 Wouldn't it be perfectly reasonable 1o say that wihas
bappemed en Resendale was simply the polities of a wmall town, and
the dume treks were simply a series of namare walks? Saymg ths
woakint necessanily disparage ewther of them: # would ooly distn-
gaish them from what art 15 and does. Thae soands fair cnowgh, if by
art we still mean ardike art. Wie'd have to agree, in that case, that there
s motring in perticular that makes the rwo evenas an. They arc really
rwao life sitaazions, which might be more approprisiely stadied by the
socual soiences, iF they were o be studied 3t all

But let’s say that art 1s 3 weavimg of meaning-making activizy with
any ar all parts of sar lives. (Thoegh swkward and a moathiul, the
statemnent emphasizes purposive and imerpretive acts imstcad of mene
roanme behavior, whether siach aces are politics or nature walks) This
definition shifts the model for art from the special history of the beld
po a bevad terrain embracing not ondy lifchke art bat relagous, philo-
sophocal, scientific, amd social/personal explorason. The grave concern
of 3 growing number of speculatrie theolograns, soentists, political
thimkers, and new-age futorologists i to trv to make sense out of the
countless disconnected, and sometimes very dangenous, reces of oar
culture and 1o redisoover the wiole, Lifclike 211 can mean 2 way (ome
way} of sharing responsibilsty for what may be the warld's mest pres-
g problem.

In this holistac sense, the Rosendale evenss and the dume walks are
art. If the defimirnon will socms arhitrary, juna rememnbor that this “sense
of the whole™ evolved oot of radmional art’s roots. The artlike arts,
responding to imomal developmments as well as 1w global pecsares.
produsced a IMfelike are. Lifelvioe art 1s azt by parentage, and that s what
cawscs it 30 many of the problenns | mentcmed befiore. 11 hasn't evolved
bong enough to be 2 musant. Artists may have to remind themoelves
constantly 1o heed ity ewential mazure: 1o be 3 means for meegratng

thermius ingo what the amhropologist [iane Rothenberg and the poat
Jerume Rothenherg have called “the symposinem of the whale.™ Ul

i
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mately, the “art” of Efelike art may be as vesngmal as our appendhx:
but for the prewens we may neither deny it nor glorify iv

What &2 stake pow is 10 understand that of all the isegrative roles
ﬂhmmﬁgihrmﬂmmﬁrmm
‘commueications, politics, or social crganazation), none is so crucial to
‘ot srvival as the one thar serves s=lf-knemdedse. Self-kpondedze =
].'hlt]'-:lu start on the way o becoming “the whebe,” whether thas

takes the form of social aciioa or personal transformation. The
w“mtm?muﬂﬂ"ﬂ:md so Hatly, v vague, encompassng
anything from relatively Bght insights that come up in the course of a
hm&hﬂaﬂhﬂgwdmﬂwm:m
il turn 2 persan's bile around. What 1 have in mind when [ say
“sedf-knowledge™ is the laticr. It is the passsge of the separaie el o
_ﬂ::gnhﬁ:ﬂhﬁﬂ:mmnhﬂu]mguwuunmg
1 bettings go of the separate self. The Rosendale dissolution and the
fuane trcks are not presented here as pinnacles of enlightenmena {there
peohably are no sisch: things), they are just stheps along the way, and the
artisty’ cyes may bave opened ug a linle.

|
gLt

pudedes B necessary and oficn pandod work. But s not new
out —ar the work of lifelike 2 alone. It has been at the core of antlike
s well. All those 1atements abous art being 2 “calling.” 2 “way of
1'::|:umu.:l|::||:l:|" “scarch for tnoth,” a “revelation.” the “con-
e of 1ke age.” the “collective deczam,” the “forees of nabare. an
thetypal act” and 3 “mythmaking™ refer 1o the transormdental as-
soms underlying astists’ practice of & in the firs place.
ﬁmlﬂﬂlmﬁ:nfﬁmw:fﬁtm role of art after
ald War 11, Wetings and daily ralk abowst art durimg the sixtscs and
2 wnmwﬂmm:ﬂmnﬂ.m
hrrilg-ﬁtm.nm-—]-'h.:m.nﬂmn] structurahsm, and sermiotics.
T pmm:ufmmd prefoniomaliseic, whibe en the popular,
p level it scemed all about carcensm. The saprapersonal imphi-
s € mmkn;..hmn#ﬂ.mmﬂ:umﬁmmfnm—

= I.l.h'r'l-lr pralls
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have become so fixed and so confeing 1hat any residimal “spari™ i
might appeal to is vermually inaccesnshle.

Consuder= 1f hfelike ant restores the possthiliey of the practice of
art a5 a praciiee of cnlightemment, i complements whan varmss poy-
chotherapies and mednamonal disciphines have always done. Lifelike
art can be thought of, not as a substitote for these, but as a direa way
ol placeng them ina context of contemporary imagery, metapher, and
site. What ecosrned in Rosendale Village 2nd on the dumes is normally
exciuded from the therapewtic sesssan and from, say, the daly practice
af zazen (the Japancse form of Buddhia siting meditatson), both of
which arc cazmed ot under the gudance of a weacher. Lifelike arn w
seli-condocted and self-responsible. Lifclike an cam be, for therapy
and meedintatson, a bridge into daaly affairs. It is oven posable that some
Bfelike art could become a disapline of healing and meditation s
well. Something like this & already happenng. If 5t develops mone
mitentionally (amd we don’t keow of it will), we ozay see the overall
meanang of an change profowndly—Ffrom being an end o bang a
mcans, from boldmg ous a2 promuse of perfocoion m some oehier realm
to demonstrating a way of living meanmghully in this coe.

Supposa you btelephone your own answering davica and
leave a message that you called—you might ke some-
thing about yourses!,

Suppose you offer 1o sween a friend's howse, and then
spraad the gathared dust through your own place—you
might i=am someathing about friendshep.

Suppose you waich a clesr sky and wait for a clowd to
form—you might leam something about nature. Supposa
you walt longer, for the sky 1o Ciaar—you might leam
something eise about yoursalf.
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