L

SIS 4 VARV E )

Title In the Shadow a Shadow

EEL Vag—r - VafR

Author (s) Joan Jonas

578 Language HAGE « 9538 Japanese, English
F4 TR - CEE & Bhpkid

Book title The Inamori Foundation : Kyoto Prize & Inamori Grants
ZH ] 34

SRR 2018

HiRE INFEMETEN FREt
Publisher Inamori Foundation

F1TH Issue Date 8/31/2019

BH 4 ~L — ¥ Start | 166

page

T X— End page | 218

ISBN

978-4-900663-34-3




YEPZEE BRIV Ny AEEY SIS @l Ny

3

Va—v--JatA

COBEIFRCHYHE ) TEFET, WEZOBIIBY T L, FHREOZHEIC
DEDFECEEIZEZ, ERIAFELTBY $95,

TELDTAH, Bld=a— -Nr Ty v—IdhHo7z BHOMHETHLTO—1 ¥
A+ F=1) ZO@MBHOPFETHILTWE L2 (Fig. 1)o KALHBE T2 %L
720, RO OFRIE T/ SADOHMZBIT L) LE L (Fig 2).

R, I VT A LV ARIORE > T L7z (Fig. 3). FAIAEZEL
TT o REf->TBY., WHIMERO—RITD L > TV E T, LTid. BRI
o2 —F—ZIHEATYT, AEVWTAIIEREE X bR & U EdfEe = 2 —
I— 7 ERFEMECATE T L Fo0 BHIARTIZHHEN T T T NADTT
AN EZIRAE—HECES N EFi > TITE E L7z, O L TZDO AL LiliA
TWAHIZ, BRI =7 T —HOBE N OB LT LA TWET,
1EIC 5 T TORMIC, AORKIZ=2a—TF—20hT6lbFIBLE LT L
(Fig. 4)o RGN LR EIERTIDFRE N . DD D F A TOFRI
BNE L7z BN T OFRIIGWZRRZIE, -5 r & onwkBoTnwE L
=0 B DBRBD 2 4ERMIE, N—F Y MIHIFEFRIZVE LT, 2D XD
WCBREEDVE D D il 72 2 & T RAOFIIZERINE I NEBIDTER SR TwWE T L
720 [Z2AH LI & HRIHGEZZORIIEbERITIUI L O L o722
LEEZTVET,

IFAR=FTESLLTNT, WObEXE->TwE L7z (Fig. 5). FAIZIEHEAW
DHNLDONEL DY FRHATL . LKITHEEAF Y I TRIEPEZBIT L TWT,
BHELRHPEE T L, B = AL DR LF A CHZ T N=DIEX T LT,
FLTRIIAIZT =T 4 A MIHBEHIEDFE Lz ZUL. IREBIAERICRA
I ELITINE QRGN D)o/ BoThnE T, a0y 7 REORFE
T2MAMEDFFZ VT Lz Z0Z &, ROERHOREEIZOWTOE Z I
REGEEG 2% Lz o, BaTKE& CGEBE 24T XLDFFA
72HllE o THERWICEELRLDTL,

WHUTEES L L7z BHIT A v 7 - F—F =L\, BVITAHIITY Y RAIa—Y
YA UT FARBHLTRFATOII I U THhHoIhE, FonThogk
W7 NEREHE L T L7z R D P LINzDid~T vy 79 —T, €h
MHY—=HA, TU—=FT7 24 DI 2=V ANV, FLTHHAHA0EDT L E
EMLE A T E L

166

Commemorative Lectures

In the Shadow a Shadow

Joan Jonas

Thank you very much. I am honored to be here and very deeply moved and
honored to receive this award.

Growing up I spent summers at the summer home of my maternal grandmother,
Florence D’Olier, in New Hampshire (Fig. 1). With a friend, I would put on amateur
theater performances, and spent a lot of time in the woods and the fields that
surrounded the house (Fig. 2).

I had a dog named Cindy (Fig. 3). I have had dogs all my life and they have
become a part of my work. Winters we lived in New York City and as a child I went to
the Metropolitan Museum and the Museum of Modern Art with my mother. My mother
took me to the opera, and I brought my dolls to play with. I remember noticing male and
female Wagnerian characters on the stage while playing with the dolls on my lap. My
family moved six different times within New York before I turned eleven (Fig. 4). I went
to two different schools: one progressive and one more conventional. At the more
progressive one I just wanted to paint. For my last two years of high school I was sent to
boarding school in Vermont. This continuous displacement led to the forming of an
outsider’s life view. My memory is that, “OK, this is a new place.” I have to adjust, each
time.

My father lived on a boat and was constantly moving around (Fig. 5). I never knew
when he was going to show up. He spent some time in Mexico every year and had a
talent for photography and cooking. He introduced me to the modernist poets and
literature. He encouraged me to be an artist, I believe, because he never succeeded in
his own attempts at becoming a writer. In graduate school at Columbia University, I
studied early 20th century poetry, which greatly affected the way I think about the
structure of a work. The form of the haiku was very important to the Imagist poets, who
were a major influence on me.

My parents divorced, and my mother married Dick Turner, a jazz musician in his
youth and also a talented amateur magician, which were both also thwarted talents. My
earliest influences were magic shows, in addition to the circus and Broadway musicals,
and of course ‘50s television and movies.

My father’s second wife had a sister named Jeanne Reynal who was a mosaic artist
and collector. She was very involved in the New York art scene of the time, and knew
Arshile Gorky, Willem de Kooning, Marcel Duchamp, among others. It was through this
indirect exposure to this world that I became aware of the contemporary art circles of
New York.

In university my studies were in art history, literature, and sculpture. I then went
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to art school and continued with sculpture while concentrating on drawing—drawing
being the basic element of my work. When I switched from sculpture to performance, in
the mid- 1960s I had to think about this new form and consider how to work with it in
order to develop a new language (Fig. 6). I made this statement at the time: “I didn’t see
a major difference between a poem, a sculpture, a film, or a dance. A gesture has for me
the same weight as a drawing: draw, erase, draw, erase—memory erased.”

While I was studying art history I looked carefully at the space of paintings, films,
and sculpture—how illusions are created within a framed space, and how to deal with a
real physical space with depth and distance. When I switched from sculpture to
performance I just went to a space and looked at it. I would imagine how it would look to
an audience, what they would be looking at, and how they would perceive the
ambiguities and illusions of the space. An idea for a piece would come just from looking
until my vision blurred. I would also begin with a mirror, a cone, a TV, a story

Sassetta and Piero della Francesca, are two Renaissance painters that I really
loved. I was interested in the geometric forms and how the space of architecture was
depicted in the space of the city. In Sasseta I was drawn to the form, the delicate colors,
the magic; in Piero it was the placement of figures in the space of architecture—how
they stood and seemed to gesture.

A major direct influence was Alberto Giacometti. His figures, sometimes tiny,
sometimes enormous occupied and commanded a focused space. This element of
illusion was also in the circus and the magic shows I had seen as a child. This idea of
alchemy; the transformation of material is essential.

From the very beginning nature has been a context for my work. Since childhood
I have loved the outdoors: playing in the woods in New Hampshire, putting on plays
with my friends in various wild gardens, and watching thunderstorms move across the
valleys. These were high points. The first time I really understood why people made up
stories about gods was when I went to the Southwest of the U.S. and saw the landscape
there. It was so overwhelming in an unexplainable way that I understood why it had to
be explained by myths and stories. When I made Wind, in 1968 it was filmed outdoors
on the coldest day of the year, though it was based on an indoor piece (Fig. 7). The wind
became a character and a force. The wind turned what could have been familiar
everyday movements into a comedy of chaos. Forces of nature in the landscape
continue to be a major presence.

I was very influenced by film as well as by modernist poetry and literature.

I learned so much from looking at the early films of Vertov, Eisenstein, Pudovkin,
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Ozu and others. I was drawn to the idea one image next to another, and, in a related way,
to the use of a series of close-ups to build a narrative. I was affected by the use of
landscape and the contrasting close-ups of animals, flowers, children, and people. The
Russians, like other early filmmakers, were attracted to the activities of everyday
movement. After seeing silent films, one was more aware of how sound could be used in
a particular way. When I was in high school during the 1950s in Northport, Long Island,
I saw my first Japanese film. It was called Ugetsu by Kenji Mizoguchi, and it intrigued
and startled me at the same time. I was taken aback by its style of acting and its
imagery. I had never seen anything like it. I began my study of film by attending film
screenings in New York at Anthology of Film Archives established by Jonas Mekas.
Recently they sponsored the restoration of my two films Wind and Song Delay.

Metaphor is an aspect of my visual language (Fig. 8). How does one tell a story
with sound and image in time? What is the function of an image? In modernist poetry
the structure of the haiku can combine two images to make a third. Like Ezra Pound’s
“In Station of a Metro” from 1913.

The apparition of these faces in a crowd;

Petals on a wet, black bough.

When I began to work in time based media I had to invent ways of structuring
sequences of images, so I worked with the language of montage in composing my work
(Fig. 9).

In the 1960s when I knew I wanted to make performance based work I attended
dance workshops, performances and happenings by visual artists and dancers in New
York (Fig. 10). I was also looking at film, painting and sculpture; how art is a dialogue
with the past and the future.

I am constantly looking for both familiar and strange objects in flea markets at
home and away that might become props in my work.

The objects I use are not literal adaptations of the elements in the story or
concept, but are symbolic, archetypal. For example, the actuality of the form “the cone”
was an instrument to channel sound to the audience (Fig. 11). I could whisper in their
ears, look through it, listen to it, yell through it, sing—always directing sound to a place.
Funnel, a piece I did in 1974, was based on the form of a cone. I made many paper cones
of different sizes and proportions. I started working with 9 foot tin cones in 1976 and
continue to be inspired by this shape.

My inspiration includes travel, collecting objects and the practices of other

cultures and their rituals.
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Ritual is part of my language. My own ritual, although I am interested in the rituals
of other cultures. In studying art history, every painting has a story. And many practices
began in ritual. The Noh theater began as ritual. I studied the early periods of art, the
Minoan and the Mycenean period. I spent a year in Greece and several months in Crete
because I was drawn to the Minoan myths, of the women diving I n the sea with
dolphins. In the 1960s when I was doing research and getting prepared to go into
performance, I saw the Hopi snake dance in the Southwest. Which was amazing,
outdoors, and beautiful.

All of these ideas have continued through the years and have been applied in
different ways to later works. They have to do with my way of performing, my way of
disguising myself, and working in relation to the camera.

How to alter the image through the various media and then alter what is there
later through editing. Using layering devices and reflection to alter how the audience
perceives what they see.

I have continuously stepped from the making of a performance to making
autonomous films and video works to installation and back while moving images and
ideas from each to the other.

The first prop that I used was the mirror (Fig. 12). And, as you saw in Wind, we
had costumes with mirrors pasted onto them. I got the idea from reading the
Argentinian writer Jorge Luis Borges. I was very intrigued by how he wrote about
mirrors and space and the infinite multiplication of space as a library (Fig. 13). The
endless library that went on and on (Fig. 14). So I made several performances with
mirrors in the late 1960s. These pieces consisted of a group of about 17 people walking
very slowly, very carefully moving in choreographed movements, in the space. The
mirrors faced the audience. In turn, the audience saw the reflected fractured space, the
other performers and themselves. So what you’re seeing now is a recent reconstruction
from notes and photographs of Mirror Piece I and II, which was originally performed in
the late 1960s and early ‘70s. The mirror was a metaphor for me (Fig. 15). A device to
alter the image and to include the audience as reflection, making them uneasy as they
view themselves in public. The fragility of the mirrors and glass that could actually
break, also caused discomfort.

Beauty with an edge offset.

Other outdoor pieces also involved the viewpoint of the audience (Fig. 16). My
early work developed in a particular context and place. In the 1960s, some parts of New

York looked like ruins—parts of the Lower West Side, for example, and the docks
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nearby along the Hudson River. These were places to explore.

The first outdoor piece, Jones Beach Piece in 1970 was about perception in the
distance. How sound is delayed by distance. One sees the action and split seconds later
one hears the sound (Fig. 17). Space is flattened by the distance (Fig. 18). Certainly one
can relate it to the history of painting and representation, of flatness and the idea of
trying to create the illusion of depth through perspective or color and form.

I went to Japan in 1970 and saw the Noh theater. It had a significant influence on
me and my work. It was then that I started experimenting with masks and used them in
the outdoor works. Masks hid my face from the audience and gave me another persona.
They inspire me to move in a different way, behave in a different way, and mask my
personality, which I like. The sound of wood hitting wood in the Noh inspired me to
work with wood blocks clapping the sound delay in my outdoor performances.

What you're seeing now is a piece called Nova Scotia Beach Dance (Fig. 19).
Although the piece was happening on the beach itself, it was seen from overhead by a
group standing on the cliff above (Fig. 20). I have spent every summer since 1970 in
Cape Breton Canada and every summer I record the landscape and perform for the
video camera.

When I moved to Soho in 1968 it was relatively empty, and artists were able to
move into old, recently abandoned factory lofts that had the beauty of another time
(Fig. 21). It wasn’t expensive to find a place to perform or exhibit one’s work. You could
work on the streets, lots, and docks without getting permission from the city. My
performance and video reflected that setting. It was an atmosphere grainy and rough.
This performance is Delay Delay from 1972 with a group of people who as usual were
friends and artists—for instance Gordon Matta-Clark is in this piece. I would work on
location, in this case, the empty lots of the lower west side of New York for a few months
with ideas, developed previously at Jones Beach and for the Nova Scotia Beach Dance,
and then rehearse with the group before performing in public (Fig. 22). For Delay
Delay, the audience sat on the roof of a loft building on Chambers Street overlooking
these empty lots where old factory buildings had been recently torn down (Fig. 23).
This work dealt with the perception of distance from an overhead view.

The film Songdelay was based on Delay Delay and shot in this location (Fig. 24). In
order to recreate the illusion of the space—in other words the distance and the activity
over a wide viewpoint—I worked with a filmmaker, Robert Fiore, and we used two
lenses: a telephoto lens, since you wouldn’t be able to see the sound delay in the

distance through a normal lens, and a wide angle lens to record the area of the empty

175



B2 IS EATH C 2 CE E 9 (Fig. 17). HiBEAZEM 2 FIHIZT 20T (Fig. 18).
ZIUSRRIRFZHORELIZBIT 5. ZRICOMEH 2 miiihiefa L TROBEIC L > T=
PILZEMTH 0D L) IR L R UDIT A Z LN TELHDTT,

19704EIC HARZ G, RERZEE L T Lz ZOBBRIZAE & L RO/EMICK X
B R 2 F Lz ENh SRR % - 7255k Z i BAMEmICZN S % H
WTHALZEIZLE L7z, WENIRDEEZBE»HEEL, R ) —D2D AL G2
72DOTY, WHEIFRICHG S ILEI B & %, IRDBOEMRL, MEZEVERL I,
F72, HTARZNLEE. KROREFT B AL, B X 5200 V-2
WTDI8T F—< ¥ AR DVWTWE T L7z,

LG TE WPV T WD DL Nova Scotia Beach Dancek \» 9 1E i T3
(Fig. 19)0 787 4 =< Y AT TITONE LA #RICH 5 EO RIS A
PONIz LRI NEBICE L7z (Fig. 20 )0 19705ELRT - &0 RAEAF 5D —
TT7VNVETHBEZBIL, ZORGEZONTONRT =<V A2 EFTH AT
TRlsk L TWE T,

196S4EICY —F—IZB ML 722 A1k, 2T EALHDEATES T, 7—
T4 A MBIEE &) EZOEICEEIN WIS 7 MBI EATE
F L7z ZNHITIERORROFEL DB D F L72(Fig. 21 ). 787+ =<V ARE
IRDT2ODOHFTE, SIFEEL BWVEB TS I e TE T L, T, b, 2z
W, PRI TS, Za—IF—2ilirbOF R LILHE) 2 TE&E L7
FADIRT F =3 Y A EWYFIERMIEED L) ZRIRW A LI LTV E T, Tio M
HI D 5P C LTz S OWMi{RIZDelay Delay &\ ) 19724E0 HIRD 72737 + —=
Y AMERTY o KIKIMADLDOKART =T 1 A bbb T+ =<3 A% L
F L7z PIZIECOEMCIET—FY - =y =0 5—=2 L T3, FAldw
DHFERIST + =< Y AEATH) BT TED/EMIOWTOTA FT7 &M T3, =
DOYEROEIFT T T — « ST A b - A FOZEEIMTL, 8 HEZOWAC,
Ja—v X E—FTRVOWZ ERNova Scotia Beach Dance THRIESETE
2T AT TIZODVTnANASLEEZ TnE LI, ZLT, X7+ =< VA% AT
LENII AT =% LT T (Fig. 22). Delay Delay Tid. #BHRIZ
FrN=X + A M) = DOENDREIEST, ZLETE THOW LS Tw 2
ZexERIEL 9 (fig 23). SOMEMTIE. WA 2T 5 BB O MBI DN
T AT L7

176

Commemorative Lectures

lots. It was pure accident that boats went by up and down the Hudson River in the
background as we recorded. We were very lucky. Every time we started to record the
wood clapping sound delay the boats went by.

Here we see an image of Organic Honey’s Visual Telepathy—the first video
performance that I ever did (Fig. 25). I bought a video camera in Japan in 1970 and
started working with closed circuit video system, which was quite a revolutionary video
system at that time. Artists seeing themselves live performing and recording at the
same time. This was unlike recording in film, where you can’t see the results of a
recording until later. It was a radical moment.

This device altered my way of performing I began to perform for the camera. I
didn’t want to be recognized as myself, so I wore masks, I dressed up, I played with
disguise. I developed imaginary characters or states of mind, alter egos. In a way, |
found myself in the mirror works and through video transformations.

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 possibilities of female imagery, thinking always of a magic show, I
attempted to fashion a dialogue between my different disguises and the fantasies they
suggested. This was in part inspired by the feminist movement of the time. I always kept
my eye on the small monitor in the performance area in order to control the image.

There was a live camera in the performance space. At first I operated the camera
but later I had a camera person as performer. All movements and shots were set up
before hand and rehearsed. There is a small monitor in the space so that, I, the
performer could frame my actions.

The audience saw this live performance simultaneously with the image
transmitted from the camera to the projection and or the monitor. This was often a detail
of the live action, so the experience was of a double narrative linked. In subsequent
video performances I continued to explore this space of perception.

I am interested in drawing during performance (Fig. 26). A drawing in a
performance is different than drawing alone in my studio where there are no witnesses.
The performance affects the drawing. As Organic Honey I drew for the monitor while

looking at the monitor and not at the drawing.
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I think continuously of how to work with screens, how to design the screen and
how to work with projection on the screen. I am interested in creating my own special
effects using my own technological trickery (Fig. 27, 28).

Mirage from 1976 was designed particularly for the Anthology Film Archives
(Fig. 29). It was the last of a series of video performances, working with early black and
white technology and was structured in relation to the projection screen of the
cinematic. Because one could change the size and shape of the screen, various
movements were performed in relation to these shapes (Fig. 30). A large monitor
turned on its side played pre-recorded videos such as May Windows, and Good Night,
Good Morning (Fig. 31, 32). These works were recorded by a camera turned on its side
to fit the vertical format. In this piece I included two 16 mm films—a drawing film and a
film of volcano eruptions, both projected. However the screens were mostly blank
serving as backdrops for my movements on the small black wooden table or stage
(Fig. 33). Sometimes if the screen was backlit one could see through it and we
performed behind the screen, working with the transparency. I did not include the live
camera linked to the closed circuit. Props included a group of 9 foot tin cones, a small
hoop, and a Central American wooden mask of a man.

For the 30 minute film shot by Babette Mangolte I made a series of drawings on a
blackboard (Fig. 34). Drawing and erasing in this case, images, or symbols, that were
part of my vocabulary. This is a weather symbol, and a heart I draw over and over—a
basic iconic image. I was inspired by films of Maya Deren, the American filmmaker who
spent time in Haiti filming the voodoo rituals. Practitioners were making drawings over
and over again on the dark ground with lines of white powder. I refer to this piece and
I've used this drawing film in other works or as part of the installation version of Mirage.
Mirage is a piece that I go back to, in order to develop certain aspects of it in new work.
It interests me to go back to an early work, take a part of it, and work with it in relation
to other material. I'm interested in how the content is altered by juxtaposition or by
being in a different context.

I sat on top of a television set which was turned on its side in a vertical position
and made a series of gestures (Fig. 35). The image of the cone inspired me to include
volcano footage. The whole piece involved the idea of opposites. It was an abstract piece
dealing with light and dark.

This is The Juniper Tree, the first version for children (Fig. 36). In 1976 I started
working with narrative or story telling inspired by prose fiction. As with the mirror, the

video, the outdoor work...narrative, I would say, was another altering medium in which

179



INT F =V ADZEMIEITA THATHH ) F L7z, MIESTTH AT 2 iE
LTWELZEA RIS, 74— =, LTOHoE e BL LI F LI T
TOEEL ¥ a v PEFRNHER LT, U=V 2frnE Lz, ZOZMICIE, /8
T+ =X —CTHILINEE ZMATTELIENTEL LI, NELEoy—%FE
LEL7

BBRIIZDFGA TINT+ =< VA%, AATHLTAT 27y aryPEZSI—, b
LLIZZFDOMGITEEENDA A=Y LRIFCEIA Z 212 ) $9, Z2ICI3HT
AL X TV AEWEDRIERAME LI E N T WA Z D% L, “HDE) DAV EEIE
BB L E L7 BOETFTANT 4+ —< VA ThH, FATT DHEZZRBIZOWTHER L
Wl ¥ L7z

RIS T+ =< Y AT O —A ¥ 7 %479 SIS Y 9 (Fig. 26). €h
i, G RCWARVH, 25 IVF T ATHIK Fa—A V7 LIZB R ) 5, /X7 4 —
RUAN RO —A VAN E R G2 5DTY, A==y 7 - N=—=L LTORITE
S =225 Ty FILTIERL, B2y =2 /AR Fu—Af 7% LFE L

IR 7 ) = DT, A7) =Y OFREE. A7) — OB RO
THIZ TEZTVET. HOOFAMIMNZR M) v 7 2 HWTHG 72T OFRRIR D
729 LICBR A FE o T E 9 (Figs. 27, 28 ),

19764EDVES Mirageld, 7YY — T4V A - T—=H A TADTDIFFR
WESNI2HDOTT (Fig. 29). ZHUE, FIIOE 7 il Bl L7-—#Ho 7
FIRT = VAV = ADHEONE L 725 DT, WHORA 7 ) — U ZH5bET
MAVTONE LTze A7) —VORESRBAEZHIENTELDT, Ib
DOVIIE U TEF EFRBED/ 87 + —~< v A% 7V E L7 (Fig. 30). BATICHE
PNTZRERE=F —Tld. May Windows<Good Night Good Morning7a &0,
H Bh Lofkm SNz Emz AL F Lz (Figs. 31.32). 2N ORI,
DT +—=v MIEI LI TH AT ERET T SN DTT, ZOEMTIE
FO—A Y7 2GH L7zb DL KIUOBEKEZM LD L) 2KD16 mm~7 4V
LEBLE Lize LA LARDS, EEBDIZEA EORFIZIZA 7 ) — i b $%
BHAINT, MELRBOROT—TNVPRAT =V DL TORDINT + —< V ADHE R L
HoTwELA(Fig. 33)s BHTAZ ) = OFEMHQLNERSL L, A7) — v D3
HCTNT =<V ARATI R OREEN L TRDLZEDNTELLIICLE L,
CONVENTIE, T4 7 H A TOBEBDO Y AT MMEH L EFR-ATL . ANEEE L

180

Commemorative Lectures

the image relates to a story and is affected by the story. This is the first version of The
Juniper Tree, based on a fairy tale by the Grimm Brothers (Fig. 37). It was made for
children which interests me, to have children react and respond to the work.

I later altered that piece and turned into a work not just for children, though
children could have seen it (Fig. 38). I made a structure or stage set.

For instance, I represented the tree with a ladder which is an iconic way of
representing a tree. The wood and rope structure was the house (Fig. 39). I made red
and white drawings. When I begin working with a story, I analyze, take it apart, and I
note the colors. In this case, red and white: “red as blood and white as snow.” Very
traditional fairy tale colors (Fig. 40). In this particular fairy tale there is a boy and a girl.
In the performance for children we played all the characters in this version I
represented all the characters...on the red cloth I drew an anatomical heart and turned
it into a face, representing the boy (Fig. 41). On the white cloth for the girl I drew a
valentine heart and turned that into a face, each step at different moments in the
performance. I then hung the drawings on the wall (Fig. 42). They became a part of the
set. I make drawings in performance relating to the content, while exploring each time a
different medium (Fig. 43).

This was in the Whitechapel Gallery in London before it was renovated. It was
slightly altered for this beautiful space. Installations are adjusted for various situations.

In 1994, when I had a show at the Stedljik Museum in Amsterdam, it was the first
time since Stage Sets that I had a major show of installations that were translations of
performances (Fig. 44). I also made a new work that was first an installation and then
was translated into a performance in collaboration with a theater group in Amsterdam. It
was called Revolted by the Thought of Known Places based on an Irish 8th century epic
poem Sweeney Astray. This is the installation of Organic Honey (Fig. 45). I wanted the
audience to experience the work in a different way, I take all the elements—the video,
the sound the structures the screens the props—and I reconstruct them. In other
words, I take the performance apart, so it’s not based on linear time but exists in a
different experience of time—the audience chooses what to look at and when. As they
walk through the piece, the sounds of the different videos play together (Fig. 46). Later
when [ started working with more lyrical sound there were different solutions with each
installation. This is what interests me now, the form of the installation. This way of
exhibiting a work in a space that I construct.

This is the installation version of Mirage, as I mentioned earlier, the two films side
by side: the drawing film and the film I made to go with it (Fig. 47). The second film
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consisted of footage shot in the early seventies, and includes footage shot off the TV at
the time, because I wanted to bring everyday current events into the work, and
juxtapose what I was doing in the privacy of my studio with what was going on in the
world around me. I think even since The Juniper Tree, when I work with a narrative or a
story, I'm very aware of what’s going on in the world. The Juniper Tree relates to the
idea of being the female, for instance. And in this case with Mirage, the Vietnam War,
Nixon, and so forth, are referred to.

This is the performance version of Volcano Saga (Fig. 48). I began to work with
projections in color as backdrops, reflecting the narrative, and placed in relation to the
space of the performance. The video is edited to form a parallel narrative to the live
action in and around it. In this case it’s on three different screens, two projections show
continuous moving images—narratives relating to the story. The third screen is behind
a piece of glass that I stand behind at times and use as a sounding board, knocking on it
or painting on it. The projections are series of color images, or stills that I took when I
visited Iceland to work on the piece and record the landscape.

I continue to explore this way of telling a story. I do not illustrate the story I
represent it often using metaphor.

The projection and the live performance form parallel narratives. I perform in the
image and beside it, always in relation to it.

I worked with a composer Alvin Lucier (Fig. 49). In each of my works, I've either
made my own soundtracks or worked with a composer. Tilda Swinton played the main
part in Volcano Saga. The characters in an Icelandic Saga are more three-dimensional as
they are based on real historical figures. Fairy tales were two-dimensional. Cardboard
cut outs either good or evil. I wanted to have an experienced performer—in this case
Tilda—to play the part of Gudrun, the main character, a woman who was married four
times. She has a series of four dreams that foretold her future. Ron Vawter, an actor
from the Wooster Group, played the seer who interpreted these dreams.

After several large scale epic works I started to think in miniature terms and not
have myself appear live.

I began to make a series of sculptural objects. Long wooden boxes echoing the
shape of a cone but squared inside the larger end is a stage with a video backdrop
(Fig. 50). The viewer stands and looks into the box. This piece was the first one I did, it
was called Tap Dancing (Fig. 51). It's a poetic documentary about a form of dance that
they do in Canada. And it’s based on a particular folk dancer. It’s called ‘step dancing.’
This is a little girl. All the children learn these dances. And I made a number of props
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and objects that represent the stage set within this miniature theater. I've made six of
these and they’re all different subjects and different shapes. This is My New Theater III
(Fig. 52). You can also see another My New Theater behind this.

This is another example of drawing in relation to my body, I put a wet sheet over
me and I drew its outlines on the sheet in charcoal (Fig. 53). It looks like my skeleton
on the outside of my body. After this I began to do these drawings in performance by
tracing over a large piece of Japanese paper held against my body. I've made many of
these drawings. The drawing on the blackboard is of one of my objects that I collect.

So, in 1968 when I began to publicly perform I had the desire to develop my own
language. I feel the following works, my most recent, are a coming together of all of the
ideas of the early works. I have developed them into longer and more complicated
narratives (Fig. 54).

Lines in the Sand was based on a long poem called “Helen in Egypt” written by H.D.
or Hilda Doolittle (Fig. 55). H.D. was an American writer living in the early part of the
20th century who was analyzed by Sigmund Freud in the 1930s. I also include quotes
from her memoir “Tribute to Freud.” It was written right before the Second World War,
I grew up in the Second World War. War is a background condition. There’s a section
from H.D.’s book about her analysis with Freud, that refers to this time before World
War Il in a certain way: “there was something beating in my brain.”

Helen of Troy was blamed for the Trojan War, of course a woman had to be
blamed. H.D.’s account is based on a classical reference that stated that Helen never
went to Troy, but went to Egypt (Fig. 56). The Helen that was in Troy was a phantom, a
copy. And that it was actually a trade war. I was thinking of the fact that we are still at
war and that the true reasons are never made explicit. I am interested in these historic
mythic female figures and the echoing theme of the double.

For part of my research I visited Las Vegas where we recorded scenes in a casino
called Luxor. The fake (Luxor) was juxtaposed against the real Egypt, represented in
the work by the photographs that my grandmother took when she visited Egypt at the
end of the 19th century (Fig. 57). This was an echoing of the theme of the double.

I do not play Helen (Fig. 58). There are two of us performing echoing the real and
the fake. In this case, I'm making a drawing of a step pyramid that involves moving with
my body while making a mark on a large piece of paper that’s suitable to the scale of the
performance space or stage. I often become obsessed with one form—in this case, the
pyramid and the sphinx, drawing the image over and over again in real time for the

performance (Fig. 59).
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Around 2003 I started to develop The Shape the Scent the Feel of Things (Fig. 60).
The title of the piece is a quote from H.D.’s writing, but the piece was based on a book
by Aby Warburg, “Images from the Region of the Pueblo Indians of North America.” In
the early part of the 20th century Warburg, a German art historian, visited the
Southwest and saw certain ceremonies of an indigenous peoples, the Hopi. Through his
writing, I returned to my own memory of seeing the snake dance of the Hopi in Arizona.
The piece was designed for an immense space in the basement of an old factory that
became the exhibition space of DIA Beacon. In 2005 I began to work with Jason Moran,
the jazz composer, who composed music and played live in the piece. This has been a
long lasting and important collaboration. We continued to work together for Reading
Dante, Reanimation and They Come To Us Without a Word.

I designed a large screen on wheels that moved in and out of the corridor
sideways, moving towards and away from the audience, shrinking and expanding the
space. The screen appeared as a fourth wall, advancing, receding and moving out of the
space. Major (props) included a stuffed coyote, a long snake like structure on wheels,
and various sound devices that I played in relation to Jason’s sounds, Jason is playing
live.

This piece was really developed around the text which then developed into a script
which I worked on for two years. I also spent two years recording video in many
locations. My research took me to the desert landscapes of the Southwest of America,
and Southern California, and woods and beaches of Canada. The haunting images from
Salton Sea, for me, represented the decay of certain American culture and became a
backdrop for the song “Pastures of Plenty” by Woody Guthrie, which is ironic
juxtaposition.

This scene where I paint the snake is an example of how layers of actions occur in
relation to the space and the projection (Fig. 61). I move with the music to paint the
snake in a condensed period of time while the other performer Ragani Haas pulls and
swings the snake like row of linked canvases on wheels. Projected behind this is an
image of a stick being used as a drawing tool to draw curving lines in the sand.

Here is the final scene, only possible because of the unique layout of the DIA
space (Fig. 62). The character Warburg walks down the length of the enormous
warehouse space, past the columns, the metal doors roll open, letting in a flood of light
as Warburg leaves the sanitarium and the music plays.

Reanimation was based on the Icelandic writer Halldor Laxness’ Under the Glacier,

a work of fiction written in 1968. I shot it partly in Norway and partly in my loft in New

187



FHENRTA TTHN LR THHRET DD TY,

TR 2B D 3 ) — X% EV I F L7ze PEE% #AE S8 2 BV AR O
Ty RELRFTOWINAL 2oTBY, ZOHRIEHEEZTRE LERICE>TW
F9 (Fig. 50 ). SEHIFOMIL, hE2lXEd, ZoOEMIFEDT ) —XT
SN NES T2 b DTy Tap Dancing&\ W\ F3 (Fig. 51). A+ ¥ THbLNATWV5
TV RIOWTORNE FX 2 A 5 ) =T, FFED T+ —7 74— T55D
TYo TR [AT Y 7Y 2] EMHINTOE T, TN EREZDTTT, T
DF-ELLHNINLDY Y AZFE T, £ L TRIEZD/NELREGNOEG Y v
e B/NERR L TV 2 %72 SAWELE Lze SNETITANDDI ) LI/
Yilfo TWE T2, TNHIEETEHELIL LR 275D TY, AWMy New
Theater III'TY (Fig. 52 ). WIZIIPNOHIHDMy New Theaterd Wi T3

CNEFELRO Fa—A v 7o—FIT, FAOHKRIZETLHDTT, HHFDOH
KE2HmNTY =V TEW, ZOY—VDEPSRRTHROHRREZREF L1
(Fig. 53)o Z1UIF 2 THEROIMINCD 2 BHED L ) T TOHK. FAI/T 4 —
RUATIOMED Fu—A Y 7%79 L) 12k ), —BOKE RAME B0 BRI
MIT, FNELZoTHiET L, COXI B Fa—4 v 7272 SAWELEL
720 BARD Fa—A 7, BAED724 7V 2 D—D0% i 72b DT,

19684E1Z/87 + —< Y AD K Z IR/ L &, RIIHTHBOEISHEZHF TT
WEZZWE W) LA TS T E Lz, D EEOERIL. oEROEToOT A
FTRFEDLELDLEELEZZ T, MFENSZ LD EL, L) BERYRERRE S
B CE720TY (Fig. 54)o

Lines in the Sandi%. HD.Z2 % - F¥» ) MU X o TEPN: [ZVT
DAL F—] EIFEN L FWFHIIIEDOWTWE L7z (Fig. 55). H.D.AZ20H4 I
WL 727 A ) B MNMER T, 193040V — 27 20 b - 784 M2 X DR &%
J72 AT, R oniEsk [7 o4 Mcs s RO IHLE L.
ZIUZEE R R RO E RN E PN D DT, FRIERIEFRKEHICEL T L
720 WD RSMIH ) T3 [ROWOFTHAHWRE L T 5], Zhug7eAs
b & DL DGHTI O TEPNIHD.ORD L D—HITY . FIUddH 5 HKTHE
TR O Z OB OWCER LD DL EZL T T,

FaA 7TONLV AT A THRFOFEMLEZADINTE Lz, bEAARMEDIHE
I NRFIUE R SR o720 TY, HD.OGERIE, AL A=l haAf 71247 -

188

Commemorative Lectures

York. While in Norway I met a Sami singer named Ande Somby (Fig. 63). We recorded
his songs which are part of the sound track. Jason Moran composed and played the
music for the performance version after the first version of the installation was shown in
Kassel for dOCUMENTA (13) (Fig. 64).

Reanimation was my first piece where I wanted to include questions about the
problems in the environment in my work. Of course, I had always been thinking about
these things. I was struck by Laxness’ writing and its focus on the poetic presence of
glaciers, nature and its creatures. I used crystals in the piece because glaciers are made
of crystals (Fig. 65). Because my work is always set in the present I had to take into
consideration when creating the piece that glaciers are melting. I used footage from a
1973 video called Disturbances shot is a swimming pool with shots of women swimming
under water.

From my time in Kitakyushu with the Center for Contemporary Art Kitakyushu, I
had worked with shoji screens (Fig. 66). So, I reconfigured the piece and had these
paper screens made for the video projections for Reanimation. It really alters the
perception of the image because it divides the image into a grid pattern (Fig. 67). The
audience can walk into the architectural space and be surrounded by the projected
images. Also, part of the piece, but outside of the room like space, are two large My New
Theaters, playing other video material.

In the performance of Reanimation I made a drawing with ink and ice. This is an
image of the drawing projected through the crystal and metal structure (Fig. 68). I
thought of the black ink on the white snow as a kind of polluting element.

This is just another example of how I work with drawing and here I draw on the
snow with paint (Fig. 69).

This is an example of how Jason Moran and I work together (Fig. 70). I loved this
motif and he’s reused it in different ways. I am making drawings of birds as fast as I can
and sliding pieces of paper away, one after another, inspired by the music. I was
particularly inspired by one of Halldor Laxness’ descriptions of a bird standing in the
storm.

They Come to Us without a Word...I1 was invited to represent the United States at
the Venice Biennale in 2015 (Fig. 71). Again, this is an example of one work segueing
into another (Fig. 72). I quoted Laxness about bees, and the miraculous aspect of how
bees function (Fig. 73). I wanted to make a piece about animals and include children as
performers (Fig. 74). For me this represented the fact of our fragile environment that

children will inherit (Fig. 75). In each room there were two projections. One concerned
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the main subject—the bees, the fish, the wind, and the homeroom in which the children
drew animals for instance. The other projection concerned ghost stories from the oral
tradition of Cape Breton, Canada. I thought of the ghosts of creatures (Fig. 76).

This video was in the wind room (Fig. 77). 1 find a lot of my props and friends and
teak stone in Canada, and that fan is one of them — a giant fan.

In this piece, Stream or River Flight or Pattern, birds are a major presence in the
work (Fig. 78). I also continued to work with children. I recorded video in Vietnam,
Spain, Singapore, and Italy (Fig. 79). I projected the videos on a wall in my loft and then
performed in front of them and recorded it, as I have done so often throughout the
years. The thread of my work from the very beginning has always been my role as
performer (Fig. 80). I step into a piece and move, guided by the music, the text, the
props and both inspired and working in the space with other performers.

This was made in San Andreas, Spain, working with some of the people in my
workshop, and we work in shadows, juxtapose the local landscape of San Andreas
(Fig. 81).

I continue to explore these ideas in my recent piece about the ocean, Moving Off
the Land (Fig. 82). The situation facing the planet is dire and I am profoundly saddened
by this crisis (Fig. 83). However, I am grateful through my work to have gained a deeper
understanding for creatures both in the ocean and on the land. I believe if we
understand the importance of these miraculous creatures we can better understand
ourselves and live in harmony.

I just in closing would like to again thank the people I work with: Sekeena
Gavagan, David Sherman, Jun Jung in New York, and all the children and people that
have performed with me. I really enjoy working with other people. It’s one of the
reasons why I do what I do. Thank you.
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Joan in New Hampshire, summer. Courtesy Joan Jonas. Joan's father, Curtis Edwards. Courtesy Joan Jonas.

Fig. 5

Joan Jonas, Oad Lau, 1968. Performance at St. Peter's Gymnasium,
New York, 1968. Photo by Peter Campus.

Joan and friend performing, New Hampshire. Courtesy Joan Jonas. Fig 6

Joan Jonas, Wind, 1968. 16 mm film.

Joan at age 5 or 6 with dog Cindy and cat in New Hampshire. Courtesy Joan Jonas.

Fig. 7

Joan at age 12 with mother Jane Turner and brother Jimmy Turner. Courtesy Joan Jonas. Jonas in mirror costume, 1968. Photo by Peter Campus.

Fig. 4 Fig. 8
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| Judy Padow, Joan Jonas, and Eve Corey, New York, c. 1968.
Photo by Peter Campus.

Joan Jonas, Funnel, 1974. Performance at Contemporanea, Rome, 1974.
Photo © 1974 Richard Landry.

Fig. 10

1974.

Joan Jonas, Mirror Piece I, 1969. Loeb Student Center, New York University,
- New York, 1969. Photo by Wayne A. Hollingworth.

Fig. 12
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Joan Jonas, Funnel, 1974. Performance at Walker Art Center, Minneapolis,
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Joan Jonas, Mirror Piece I, 1969. Bard College, Annandale-on-Hudson, NY, 1969. Photo by Joan Jonas.
Fig. 13

Joan Jonas, Mirror Piece I (Reconfigured), 1969/2010. Performance at
Kulturhuset Stadsteatern, Stockholm, 2013.

Fig. 14

Joan Jonas, Mirror Piece 11, 1970/2018. Performance at Tate Modern, London,
2018. Photo by Lewis Ronald.

Fig. 15

Joan Jonas, Jones Beach Piece, 1970. Performance at Jones Beach,
Long Island, NY, 1970. Photo © 1970 Richard Landry.
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Joan Jonas, Jones Beach Piece, 1970. Performance at Jones Beach,
Long Island, New York, 1970. Photo © 1970 Richard Landry.

Joan Jonas, Jones Beach Piece, 1970. Performance at Jones Beach,
Long Island, New York, 1970. Photo © 1970 Richard Landry.

Joan Jonas, Nova Scotia Beach Dance, 1971. Inverness, Cape Breton,
Nova Scotia, 1971. Photo by Richard Serra.

% Joan Jonas, Nova Scotia Beach Dance, 1971. Inverness, Cape Breton,
| Nova Scotia, 1971. Photo by Roberta Neiman.

202

Commemorative Lectures

Joan Jonas, Delay Delay, 1972. Lower West Side, New York, 1972.
Photo © Gwenn Thomas.

Joan Jonas, Songdelay, 1973. 16 mm film.

Fig. 24
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Joan Jonas, Mirage, 1976. Anthology Film Archives, New York, 1976.
Photo © 1976 Babette Mangolte, all rights of reproduction reserved.

Fig. 29

Joan Jonas, Organic Honey's Vertical Roll, 1973. Video (shown as video clip).

Fig. 25

Joan Jonas, Mirage, 1976. Anthology Film Archives, New York, 1976.
© 1976 Babette Mangolte, all rights of reproduction reserved.

Joan Jonas, Organic Honey's Vertical Roll, 1973. Video (shown as video clip).

Joan Jonas, Organic Honey's Vertical Roll, 1972. _‘ Joan Jonas, May Windows, 1976. Video (shown as video clip).
Performance at Musee Galliera, Paris, 1973. Fig. 31

Joan Jonas, Organic Honey's Vertical Roll, 1972. Performance at Ace Gallery,
Venice, California, 1972. Roberta Nieman Photographs.

Fig. 28 Fig. 32

Joan Jonas, Good Night Good Morning, 1976. Video (shown as video clip).
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Joan Jonas, Mirage, 1976. University Art Museum, University of California,
Berkeley, 1980. Photo by Benjamin Blackwell.

Fig. 33

Joan Jonas, Mirage, 1976. 16 mm film transferred to Video (shown as video
clip).

Joan Jonas, Mirage, 1976. Performance in Geneva, Switzerland, 1976.
Photo by Egon von Furstenberg.

Joan Jonas, The Juniper Tree (children’s version), 1976. Institute of
Contemporary Art, University of Pennsylvania, Philadelphia, 1976.
Photo by Roberta Nieman.

206

Commemorative Lectures

Joan Jonas, The Juniper Tree (children’s version), 1976. Institute of Contemporary Art, University of
Pennsylvania, Philadelphia, 1976. Photo by Roberta Nieman.

Joan Jonas, The Juniper Tree, 1976/1994. Installation, Wilkinson Gallery,
London, 2008. Photo courtesy Wilkinson Gallery, London.
Photo by Peter White.

Fig. 38

Joan Jonas, The Juniper Tree (solo version), 1978. Jonas' loft, New York, 1978.
Photo © 1976 Babette Mangolte, all rights of reproduction reserved.

Fig. 39

Joan Jonas, The Juniper Tree (solo version), 1978. Jonas' loft, New York, 1978.
Photo © 1976 Babette Mangolte, all rights of reproduction reserved.

Fig. 40
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Eindhoven, The Netherlands, 1979.

Fig. 41

Joan Jonas, The Juniper Tree (solo version), 1978. Whitechapel Gallery,
London, 1979. Photo courtesy Whitechapel Gallery Archive.

Fig. 43

Joan Jonas, Revolted by the thought of known places - Sweeney Astray,
1994. Light Time Tales, HangarBicocca, Milan, 2014. Photo by Agostino Osio

Fig. 44
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Joan Jonas, The Juniper Tree (solo version), 1978. Van Abbemuseum,
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Joan Jonas, Organic Honey's Visual Telepathy/Organic Honey's Vertical Roll,
1972/1994. The Temporary Contemporary at the Museum of Contemporary
Art, Los Angeles, 1995. Photo courtesy of the Museum of Contemporary Art,
Los Angeles. Photo by Fredrik Nilsen.

Fig. 45

Joan Jonas, Organic Honey's Visual Telepathy/Organic Honey's Vertical Roll,
1972/1994. The Temporary Contemporary at the Museum of Contemporary
Art, Los Angeles, 1995. Photo courtesy of the Museum of Contemporary Art,
b | Los Angeles. Photo by Fredrik Nilsen.

Fig. 46

Joan Jonas, Mirage, 1976/1994/2005. Museu d'Art Contemporani de
Barcelona, 2007. Photo by Juan Andres Pegoraro.

Fig. 47

Joan Jonas, Volcano Saga, 1985. Performing Garage, New York, 1987.
Photo by Gabor Szitanyi.

Fig. 48
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Joan Jonas, Volcano Saga, 1989. Video (shown as video clip).

Joan Jonas, My New Theater III: In the Shadow a Shadow, 1999. Galleria
Civica di Arte Contemporanea, Trento, Italy, 2007. Photo by Moira Ricci.

Joan Jonas, My New Theater I: Tap Dancing, 1997. Pat Hearn Gallery,
New York, 1997. Photo courtesy the Estate of Colin de Land.

Joan Jonas, My New Theater III: In the Shadow a Shadow, 1999. Galleria
Civica di Arte Contemporanea, Trento, Italy, 2007. Photo by Moira Ricci.

Fig. 52
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Joan Jonas, My New Theater III: In the Shadow a Shadow, 1999.
Video (shown as video clip).

Fig. 53

Joan Jonas, Waltz, 2003. Video (shown as video clip).

Joan Jonas, Lines in the Sand, 2002. Documenta 11, Kassel, Germany, 2002.
Fig. 55

| Photo taken by Jonas' grandmother Florence Dimond D’Olier during a 1910
~*| trip to Egypt, now part of Zines in the Sand, 2002.
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Photo taken by Jonas grandmother Florence Dimond D'Olier during a 1910 trip to Egypt,
now part of Lines in the Sand, 2002.

Joan Jonas, Lines in the Sand, 2002. Performance at the Kitchen, New York,
2004. Video still.

Joan Jonas, Lines in the Sand, 2002/2005. Video (shown as video clip).
Fig. 59

Joan Jonas, The Shape, the Scent, the Feel of Things, 2005 & 2006.
Performance at Dia: Beacon, Beacon, NY, 2006. Video (shown as video clip).

Fig. 60
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Joan Jonas, The Shape, the Scent, the Feel of Things, 2005 & 2006.
Performance at Dia: Beacon, Beacon, NY, 2006. Video still.

Fig. 61

Joan Jonas, The Shape, the Scent, the Feel of Things, 2005 & 2006.
Performance at Dia: Beacon, Beacon, NY, 2006. Video still.

Fig. 62

Joan Jonas, Reanimation (In a Meadow), 2012. Documenta 13, Kassel,
Germany, 2012. Photo by Joan Jonas.
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Joan Jonas, Reanimation (In a Meadow), 2012. Documenta 13, Kassel,
Germany, 2012. Photo by Joan Jonas.

Joan Jonas, Reanimation, 2010/2012/2013. Gavin Brown's enterprise, New
York, 2017. Photo by Thomas Miiller. Courtesy the Artist and Gavin
Brown's enterprise, New York/Rome.

Fig. 66

Joan Jonas, Reanimation, 2010/2012/2013. Gavin Brown's enterprise, New
York, 2017. Photo by Thomas Miiller. Courtesy the Artist and Gavin
Brown's enterprise, New York/Rome.

Fig. 67

Joan Jonas, Reanimation, 2012. Light Time Tales, Malmo Konsthall, Sweden,
2015-2016. Photo by Helene Toresdotter.

Fig. 68
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Joan Jonas, Reanimation, 2010/2012/2013. Video (shown as video clip).
Fig. 69

Photo by Moira Ricci.

Fig. 70

Joan Jonas, They Come to Us without a Word, 2015. U.S. Pavilion,
56th Venice Biennale, Ttaly, 2015. Photo by Moira Ricci.

Fig. 71

Joan Jonas, They Come to Us without a Word, 2015. U.S. Pavilion,
56th Venice Biennale, Italy, 2015. Photo by Moira Ricci.

Fig. 72

Joan Jonas, Reanimation, 2012. Performance at HangarBicocca, Milan, 2014.

215



[ FlirclE

Joan Jonas, They Come to Us without a Word, 2015. U.S. Pavilion,
56th Venice Biennale, Italy, 2015. Photo by Moira Ricci.

Fig. 73

Joan Jonas, They Come to Us without a Word, 2015. U.S. Pavilion,
56th Venice Biennale, Ttaly, 2015. Photo by Moira Ricci.

Fig. 74

Joan Jonas, They Come to Us without a Word, 2015. Video (shown as video
clip).

Fig. 75

2 Joan Jonas, They Come to Us without a Word, 2015. Video still.
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Joan Jonas, 7hey Come to Us without a Word, 2015. Video still

Fig. 77

Joan Jonas, Stream or River Flight or Pattern, 2016-2017. Gavin Brown's
enterprise, New York, 2017. Photo by Lance Brewer. Courtesy the artist and
Gavin Brown's enterprise, New York/Rome.

Joan Jonas, Stream or River Flight or Pattern, 2016-2017. Video (shown as
video clip).

Joan Jonas, Stream or River Flight or Pattern, 2016-2017. Video (shown as
video clip).

Fig. 80
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Joan Jonas, Stream or River Flight or Pattern, 2016-2017. Video (shown as
video clip).

Fig. 81

Joan Jonas, Moving Off the Land, 2016-2018. Performance at Tate Modern,
London, 2018. Photo by Brotherton Lock.

Fig. 82

Joan Jonas, Moving Off the Land, 2016-2018. Performance at Danspace
Project, New York, 2018. Video (shown as video clip).

Fig. 83
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