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The Artist

Beginning her artistic career in the
second half of the 1960s, Joan Jonas
initiated to create work along a path
connected with the visual arts as much
as with cinema, theatre and dance. After
studying Art History at Mount Holyoke
College (Massachusetts) from 1954 to
1958, and three years spent studying at
the school of the Museum of Fine Arts
in Boston, in 1965 Jonas earned a Mas-
ter’s degree in Fine Arts in Sculpture at
Columbia University (New York).

Jonas’s oeuvre is distinguished by a
vast repertoire of themes and expres-
sions which, starting with her first, self-
reflective works — in which the artist
worked around transformations of her
own body — up to her recent creations
connected with an investigation into
texts and stories, examines reality and
its representation. Her artistic practice
is based on intuitive forms of assembly
and superimposition, and utilizes elem-
ents taken from epic poetry, fables and
short stories, which, though drawn from
specific cultures and time periods, take
on a universal valence.

The artist’s repertoire is characterized
by overcoming any and all divisions
between nature and spirituality, rites
and folklore. A series of trips she took
during the second half of the 1960s
proved fundamental for the formation of
her personal poetics. Jonas travelled to
Arizona, where she came into contact
with the Hopi community, witnessing
a “Snake Dance”, an intense, magic-
al ritual during which medicine men
and snakes move in harmony with the
spiritual and natural worlds. She also

travelled to Crete (1966), where she
watched a wedding ceremony that last-
ed for three whole days, and familiar-
ized herself with the vestiges of Minoan
civilization. Finally in 1970 she travelled
to Japan where she bought her first
video camera - a Sony Portapak' — and
discovered NO theatre.

Right from the early stages of her
investigations, the artist has explored
remote, marginal spaces, paying par-
ticular attention to natural environments
— like the landscapes of Nova Scotia
(Canada) and the beaches of Long
Island (USA) where she shot her first film
Wind (1968)-as well as urban areas, like
the lofts and the docks of Manhattan,
a location selected for Delay Delay
(1972) which originated from Jones
Beach Piece (1970). This work was
created in two versions, both in 1972.
The first took place in New York, where
the audience watched the action from
the top of a building; the second was in
Rome, on the banks of the Tiber River.

Her production is rooted in a focus on
experimentation that characterized the
New York art scene during the 1960s,
distinguished by the development and
affirmation of Minimalism. From this
artistic current Jonas acquired the con-
cept of space, a predilection for the
most essential elements and attention
to the active role viewers can play in the
work itself. Starting from her earliest

1 The first economical, portable video camera to become
available on the market, the Sony Portapak made it po-
ssible for a filmmaker to shoot events autonomously and
quickly with respect to television video cameras utilized
at that time.

works, the artist has used space as a
“material” with which to investigate the
relationship between audience and its
position within the performance, con-
ducting an act of reflection that involves
her investigations of representation of
the space and the history of painting.
“As | developed a piece, the important
thing was to sit and stare at a space as
if | were looking at a painting.”?

Among the first, most significant works
the artist created were the Mirror Pieces
(1969), a series realized in schools,
auditoriums and out in the open, built
around choreographies based on the
use of mirrors of the same size, and
the gestures derived from them. Jonas
used reflective surfaces to fragment the
perception of an event and, in an almost
cinematographic montage, selected
and combined the flow of images from
the performance. “The audience saw
themselves in the mirrors and they were
brought into the work by this reflection.
The performers, the room, the specta-
tors [...] all became part of a Cubist-
like surface.”

The mirror is also one of the main
elements used by the artist to investi-
gate female subjectivity: a theme that
is woven throughout Jonas’s artistic
production through a vast, complex
repertoire of gestures and self-repre-
sentation. In Mirror Check (1970) — a
performance originally presented as
part of Mirror Pieces Il (1970) — the
artist appears naked, set roughly 6
metres from the audience, as she
inspects her own body using a small,
circular mirror. The viewers are denied
any possibility of seeing the image
reflected in the mirror, viewing the per-
formance only through the gestures
made by the artist.

Jonas’s interventions are often pres-
ented in the form of contingent, pre-
carious situations based on something
the American critic Douglas Crimp has
defined with the term De-synchroniza-
tion,* because they are built around the
relationship between time and space
and the dissonance between the sound
generated by an action and its acoustic
reception by the spectator. Generally
realized outdoors, as was the case with
Jones Beach Piece, where spectators
watched the performance from a hill
located roughly 400 metres from where
the action was taking place, these
works are built around the fragmen-
tation, repetition and delay of sound
signals as perceived by the spectator.

Consideration of the contingencies of
the perceptive experience, the fulcrum
of the artist’s early performances, was
further expanded in the experimentation
conducted by Deborah Hay, Yvonne
Rainer and Trisha Brown, pioneers of
post-modern dance active in New York
during that period. Jonas shared an
interest for the improvisation of move-
ments connected with gestures of daily
life together with their choreographies.

Jonas’s artistic path found its way
through an initial phase distinguished
by the strong presence of aspects
connected with the female universe,
characterized by an investigation into
a woman’s identity in relationship with
new media — now part of daily life with
the advent and spread of television -

2 Joan Jonas, “Space Movement Time”, in Anna
Daneri, Cristina Natalicchio (eds.), Joan Jonas. Milan:
Charta, 2007, p. 48.

3 Ibid., p. 50.

4 Douglas Crimp (ed.), Joan Jonas Scripts and Descrip-
tions 1968-1982. Berkeley-Eindhoven: University Art
Museum, University of California-Stedelijk Museum, 1983.



as well as the complex cultural implica-
tions inherent to that relationship.
During this period, which lasted from
1972 to 1976, the artist used per-
formance to explore relationships
between body, camera and monitor.
With Organic Honey’s Visual Telepathy
(1972), a key work in her artistic evolu-
tion, Jonas introduced a new element
into the interrelationship between ac-
tion and viewer: video. Using a mask
she purchased in a sex shop, as well
as veils and jewellery, she created a fe-
male alter ego, portraying herself as an
“erotic-electronic seductress”: “l named
this TV persona Organic Honey.”®

At the same time, the artist - who had
previously used video to create several
experimental films — was investigating
the possibilities connected with the
illusory, repetitive and manipulative
capacities of video through the super-
imposition of more than one time within
a single event. Thanks to the use of a
closed circuit video system,® Jonas
counterbalanced the live element of
an action taking place with images
directly broadcast via monitor as well
as with pre-recorded sequences, pro-
ducing complex time-space dynamics.
As with the mirrors, the feedback on
the closed-circuit system created an
infinite series of reflections, within
which the action and her own broad-
cast image appear together in a single
space, just slightly out of synch, each
interfering with the other.

Her artistic practice has always been
influenced by literature and poetry.
Beginning in 1976, with her perform-
ance The Juniper Tree (based on a
fable of the same name penned by the
Brothers Grimm), the literary element
began to take on a significant role.

From this moment onwards the artist
initiated an intense period of work on
the translation of narration into move-
ment, image, sound and time, in a
continuous process of superimposition
and interweaving that, over the years,
has incorporated Norse myths and
epic tales.

In 1994, for her first retrospective at the
Stedelijk Museum in Amsterdam, the
artist set about translating performance
to installation, understood as a trans-
formation mechanism from one method
to another, as well as a constant flow
and re-elaboration in spaces and con-
texts that are forever different from one
another. The fluidity with which Joan
Jonas moves from one media to an-
other is an integral part of the process
of continuous evolution inherent to her
artistic practice: her installations are
not intended, in fact, to document per-
formance, but to develop as complex
works in which a multiplicity of images
and objects coexist with one another,
giving life to a sort of visual cacophony
in which narrative sequences and
abstract compositions alternate with
one another.

Sound is an essential element in
Jonas’s work. In addition to using music
ranging from jazz to reggae, electronic
and sound poetry, the artist’s prac-
tices embrace vocal sounds like words,

5 Joan Jonas in Johanna Burton, “The Strings of the
Human Spirit: Joan Jonas’s Asymmetrical Symbolic”, in
Gregory R. Miller & Co, Shadow a Shadow: Work of Joan
Jonas, 2015, p. 172.

6 A “closed-circuit video system” is a system in which a
video camera, monitor or video projector are connected to
each other, generating a virtual space in which the timing
of the recorded image is superimposed with the recep-
tion of that image by the viewer. The closed-circuit sys-
tem induces in the viewer a perceptive comparison with
the audio-visual information he or she receives, all within
an environment that puts his or her ordinary perception of
space to the test.

chants, cries and sounds deriving from
performance actions. In recent years,
she has also intensified her collabor-
ation with diverse contemporary musi-
cians, such as Jason Moran, in order to
create acoustic compositions designed
specifically for her works.

Jonas also often involves friends, art-
ists, dancers and even her own house
pets — dogs, in particular — in her works.
Like characters in a fable, these crea-
tures populate stories in which myth
is superimposed with daily life and im-
agination, bringing to life oneiric repre-
sentations that mimic familiar situations.

In creating her works, the artist uses
recurring props, including mirrors and
masks. Some of these elements are
created by the artist herself, and de-
rived from elementary forms like the
line or the circle. Others are gathered
and collected during her travels.

Often these objects are utilized in
different works, and perform multiple
tasks. For example, the conical form
is used as both a megaphone through
which to amplify sound, and as a
telescope turned both to herself and to
the audience. These objects are then
transposed and incorporated within
the installations, de facto represent-
ing the instruments with which the
artist continues to work to create new
live actions.



The Exhibition

The anthological exhibition Light Time
Tales includes historical as well as
recent works, revealing Joan Jonas’s
ceaseless spirit of investigation, dis-
tinguished by experimentation and ex-
change between different practices,
techniques and disciplines. Some of her
most important installations are pre-
sented together with a new video and
several single-channel films and videos.

The title underlines core aspects of
the artist’s production: light from her
projections; the time dimension charac-
teristic of her videos and performances;
and the narrative aspect that lies at the
heart of almost all of her oeuvre.

The display at MalIm® Konsthall enables
three large-scale installations to coexist
in a single space, breathing life into a
continuous interplay that highlights the
confines between one work of art and
the next, exalting the dynamic mo-
dalities through which her work can
be appreciated.

The layout of the exhibition empha-
sizes the cyclic nature of the artist’s
investigations, which over the course of
years have always returned to recurring
themes and elements, utilizing tech-
niques typical of experimental cinema,
characterized by diverse and not always
linear edits, rhythms and timing.

Works in the exhibition

Wind, 1968

16mm film transferred to video
Duration: 5:37 min.

Courtesy the Artist, Electronic Arts
Intermix (EAI), New York

Wind is one of the first films Joan
Jonas created. Shot with help from
Peter Campus, an American artist
famous for his pioneering work with
video during the 1970s, the film is set on
a snow-covered beach in Long Island,
New York.

The film has no soundtrack, and shows
a group of people conducting a choreo-
graphed effort to overcome the power
of the wind. Two figures (Joan Jonas
and Keith Hollingworth) are filmed from
a distance, and throughout the film they
appear and disappear, always main-
taining their distance from the group.
Both are wearing heavy coats that have
a number of mirrors attached, reflect-
ing fragments of the surrounding land-
scape. These same elements had been
used by the protagonists in the first
public performance of the artist, Oad
Lau, presented in 1968 at the St. Peter
Gymnasium in New York City.

In order to produce this film, the artist
created a sort of formal, symmetrical
choreography that responds to the
rhythmic and spatial canons charac-
teristic of the language of film. Most of
Wind is realized through the use of long
fields in which the human figure, shown
in its entirety, is placed in a direct re-
lationship with the surrounding environ-
ment. Nature and its force (in this case
the wind) are among the central themes

in Jonas’s work, and with regards to
this film she wrote: “The wind became a
character and a force. The wind turned
what could have been a familiar every-
day movement into a comedy of chaos.”

Vertical Roll, 1972

Single-channel video

Duration: 19:38 min.

Courtesy the Artist, Electronic Arts
Intermix (EAI), New York

Vertical Roll is a seminal work. In a
startling collusion of form and content,
Jonas constructs a theater of female
identity by deconstructing representa-
tions of the female body and the tech-
nology of video. Using an interrupted
electronic signal — or “vertical roll” —
as a dynamic formal device, she dis-
locates space, re-framing and fractur-
ing the image. The relentless vertical
roll, which repeats throughout the tape,
disrupts the image by exposing the
medium’s materiality.

Using her body as performance object
and video as a theatrical construct,
Jonas unveils a disjunctive self-portrait.
As she performs in front of the camera
— masked, wearing a feathered head-
dress, or costumed as a belly-dancer
— her feet, torso, arms and legs appear
as disembodied fragments. Subjected
to the violence of the vertical roll and
the scrutiny of the video mirror, these
disjointed images of the body — includ-
ing a photographic representation of
a female nude — are even further ab-
stracted and mediated. The incessantly
jumping picture frame, with its repeat-



ing horizontal black bar, both confronts
and distances the viewer, creating a
tension between subjectivity and ob-
jectivity. The tape’s staccato, insistent
visual rhythm is heightened by the regu-
lar, sharp crack of a spoon hitting a sur-
face, which resounds as if Jonas were
smacking the video equipment itself.

In the tape’s final moments, Jonas con-
fronts the viewer face-to-face in front
of the aggressively rolling video screen,
adding yet another spatial and meta-
phorical layer of fragmentation and
self-reflection to this theatrical hall
of mirrors.

Barking, 1973

Singel-channel video

Duration: 2:22 min.

Courtesy the Artist, Electronic Arts
Intermix (EAI), New York

Filmed in a long take, Barking shows
a car parked in a field in Nova Scotia
(Canada), while the walls of a home can
be glimpsed in the distance. A white,
barking dog can be seen near the car.
Off-screen we can hear a female voice
saying “She is still barking”, after which
a woman (artist and experimental chore-
ographer Simone Forti) enters the scene,
pets the dog and turns to gaze at the
horizon. After the woman exits from view,
the video camera explores the surround-
ing landscape. This entire scene remains
suspended within an uncertain realm,
starkly contrasting the calm that per-
vades the landscape being filmed.

The filming style of the sequence is
amateur: the frames are often unstable
and seem to want to describe the spon-
taneity of the situation in which the
video was created.

Songdelay, 1973

16 mm film transferred to video
Duration: 18:35 min.

Courtesy the Artist, Electronic Arts
Intermix (EAI), New York

Songdelay was inspired by the perform-
ance Delay Delay (1972), which in turn
was based on the Jones Beach Piece
staged in Long Island in 1970. As with
the performance, the film is based on
detailing the discrepancies between the
visual perception of an action and the
acoustic representation of the sound it
generates by the viewer.

Fourteen people (including Joan Jonas,
the artists Gordon Matta-Clark and av-
antgarde choreographer Steve Paxton)
execute structured choreographies and
movements that employ various differ-
ent objects including clubs, circles and
mirrors. The soundtrack is character-
ized by percussion sounds created by
several pieces of wood, and echoes
traditional practices from NO theatre,
which Jonas discovered during her trip
to Japan in 1970.

As in Wind (1968), here the landscape
is in close dialogue with the action
being filmed. Songdelay is character-
ized by the creation of light reflections
and linear trajectories that fragment
perceptions of the space and create
diverse rhythms. The film is articulated
through a series of long takes in which
the performers emerge from an urban
background in an interplay of continu-
ous relationships with the surrounding
environment. The frames are almost
always shot using a fixed camera,
providing singular perspectives in which
even casual events - like a merchant
ship passing by in the background -
interrupt the flow of the images. The

alternate use of different lenses and
objectives further distorts the environ-
ment. The audio montage also reflects
this aspect, alternating noises from
the location - like a ship’s horn -
with the sounds of the voices of the
film’s protagonists.

Organic Honey'’s Vertical Roll,
1973-1999

Single-channel video

Duration: 12 min.

Courtesy the Artist, Electronic Arts
Intermix (EAI), New York

Organic Honey’s Vertical Roll is the video
documentation of the performance
that first took place at the Ace Gallery
in Los Angeles in 1972. It is the sequel
to Organic Honey’s Visual Telepathy
(1972), an important work in which for
the first time Jonas, dressed in a silk
dress wearing a feathered headdress
and transparent mask, performs in front
of the camera as herself as well as her
alter ego, Organic Honey.

The video is an edited recording of a
performance at the Leo Castelli Gallery
in 1973. The artist performs different
tasks as she changes costumes and
employs several props. A monitor and
camera capture the real-time actions.
“The idea for Organic Honey was the
simultaneity of an audience watching
someone perform for the camera and
simultaneously seeing what the camera
sees and the discrepancy between the
two,” states Jonas. By making visible
a process problematizing images and
gestures reproduced through media,
her work also questions the perception
of the female body.

Organic Honey’s Vertical Roll deploys
many of Jonas’s well-known signa-
ture devices such as the closed-circuit
video system that displays the live ac-
tion on a monitor to reveal to the audi-
ence details of the performance, as
well as mirrors reflecting both the per-
former’s body and the spectators’ pres-
ence. These tools are used to fragment
the image and to create a multiplicity
of perspectives and simultaneity of
images. To achieve this effect, the
work also incorporates previous works,
namely, the iconic Mirror Check (1970),
in which the artist is naked and scru-
tinizes her body with the help of a
small mirror, and Duet (1972) (first per-
formed as part of the performance
Organic Honey’s Visual Telepathy,
1972), in which she howls like a dog
with her own image.

At times the transmission to the moni-
tor is interrupted by a “vertical roll”,
one of the primary technical features of
video, which causes the image to jump
towards the lower part of the monitor
and come back up to the top in order
to create an additional visual illusion.
Vertical Roll (1972) is a single-channel
work based on this effect.

Merlo, 1974

Single-channel video

Duration: 16:13 min.

Courtesy the Artist, Electronic Arts
Intermix (EAI), New York

Merlo, produced in 1974 in Florence
at Art/Tapes/22 (at the time one of the
world’s main centres for the produc-
tion of videos) is based on an analysis
of the perception of sound in relation
to distance.



The video is divided into four different
parts, each characterized by an action
that evokes different atmospheres and
associations. In the first sequence Joan
Jonas is filmed from above while she
repeats lines from a song inside a cone.
The artist is wearing a long dress, and
attempts to climb up the walls of a hole.
In the second scene, Jonas is portrayed
in a flat landscape as she barks into the
same cone, and several dogs seem to
bark back to her. The video continues
with a new scene: the woman is filmed
on the banks of a river while she says
the word “merlo” (ltalian for blackbird)
into the same cone and the wind blows
through the leaves of the plants around
her. In the last scene, the artist is stand-
ing facing an open landscape, imitating
a bird’s movements with a veil that is
carried away on the wind.

Merlo is part of an artistic path that
began with early performances like
Jones Beach Piece, and which investi-
gates the relationships between images
and sound in an extensive reflection on
aspects connected with the develop-
ment of an action.

Mirage, 1976/1994/2005

Multimedia installation

Duration: variable

The Museum of Modern Art. Gift of
Richard J. Massey, Clarissa Alcock
Bronfman, Agnes Gund, and Committee
on Media Funds, 2007.

Inspired by a trip to India undertaken
in 1976, Mirage is one of Joan Jonas’s
most articulated works, and is con-
ceived as a collection of referenc-
es to different elements and me-
dia that the artist has added and/or
modified during successive phases.

Thanks to its complexity, fragmenta-
tion and richness, Mirage is one of
Jonas’s most significant installations
and testifies to the attitudes of an art-
ist who ceaselessly reflects upon and
returns to her own work as subiject.

The performance that lies at the origins
of Mirage has an open structure in
which movements derive from a form of
meditation the artist undertook during
her travels in the Orient. The word
“mirage” describes an intangible situ-
ation based on a precarious equilib-
rium, underlining the correlation — both
fluid and unstable — between the artist’s
body and the projection of her energy
during the performance.

Mirage was conceived in 1976 as a per-
formance designed for the projection
room at the Anthology Film Archives’,
a legendary locale in New York City’s
cultural panorama, and a place where
the artist often viewed experimental
cinema, sharing the experience with an
audience made up of musicians, dan-
cers, artists and of course filmmakers.
The use of film occupies a key role in
Joan Jonas’s artistic production: the
language of film offers infinite possibil-
ities to alter and recombine both visual
and temporal elements connected with
the action.

Characterized by sequences of short,
syncopated movements, the perform-
ance combines ritual, memory and
repetition in an abstract game of con-
trasts between light and darkness:
developed based on the dimensions
of a movie theatre projection screen,
it shows the artist working at carrying
out a series of actions while interacting
with diverse elements, both sculpture
and video.

In 1994, as part of her solo show at
the Stedelijik Museum in Amsterdam,
the artist began “translating” the work
— moving from performance to installa-
tion — through a process distinguished
by numerous reconfigurations. Mirage
was one of the works presented for
this occasion.

The installation — which took its current
form in 2005 - is made up of several
blackboards with drawings, diverse
black and white photographs taken
during earlier performances of the
work, and a series of cones positioned
on the floor. There is also a stage-like
platform upon which various props
have been positioned, including a metal
cone that echoes the shape of the
volcanoes shown in one of the work’s
videos, and a Greek mask. The videos
Mirage |1 (1976) and Mirage Il (1976-
2000) are projected over the stage-like
structure. The first shows the artist as
she repeatedly traces and erases draw-
ings on a blackboard; the second is a
montage edit of news program clips
from the 1970s showing the President of
the United States Richard Nixon, as well
as sequences from the performance of
Mirage and a scene in which the art-
ist and another woman, seated on the
steps of a Wall Street office building,
blow into long aluminium cones as white
vapour escapes from manholes in the
street. As with the images, the sounds
of the video are marked by a rhythmic
montage that alternates the voices and
sounds of the original extracts. Made
of archival footage and originally screen-
ed during the performance at the
Anthology Film Archives 7, Volcano Film
is projected onto a wall over a second
platform, displaying various excerpts
of a volcanic eruption.

Three monitors positioned vertically
broadcast the videos May Windows
(1976), Good Night Good Morning
(1976) and Car Tape (1976). The subject
of May Windows is the window of a
loft in New York where the artist lives.
Through a series of superimposed
images, the video describes the lu-
minous passage from darkness into
daylight. The sound, which was re-
corded live, is characterized by noises
and the off-screen voices of Joan
Jonas and the artist James Nares as
they whisper incomprehensible sen-
tences through the cones. The room
accentuates the reverb of the sounds
emitted, each of which has a different
intensity and length, in turn overlapped
with dogs yelping in the street down
below the building.

Intended to be viewed vertically, Good
Night Good Morning is made up of nu-
merous recordings of the artist’s face
as she says «goodnight» before going
to sleep, and «good morning» just after
she has woken up, staring directly into
the video camera from a variety of dif-
ferent contexts and environments. Car
Tape is a video shot from the front seat
of a car moving along a narrow road.
The horizontal roll on the monitor cre-
ates a flashing illusion of the landscape.

7 Founded in 1969 in New York City by a number of
the most important American experimental filmmakers
including Jonas Mekas, Jerome Hill, P. Adams Sitney,
Peter Kubelka and Stan Brakhage, the Anthology Film
Archives were established with the aim of creating the first
museum dedicated to cinema as an art form. Although the
project was never completed, over the years it became
a key location for the development of experimental films;
a place where avant-garde and independent films could
be screened regularly as part of a rich film program. The
center has also made a name for itself thanks to its enor-
mous archive and the conservation work it has conducted
on materials connected with the history of both Ameri-
can and international films and videos as an independent
art form.



In Mirage, film and video coexist, a
practice that was quite unusual in the
1970s, a period when experimentation
with the two different media was still
markedly separate and distinct. Jonas’s
choice is representative of her pioneer-
ing approach to creating art through the
use of these two technologies, which
allowed her to bring to life a deceptive
interplay of improvised speeds and tim-
ing, illusory passages and repetitions,
based on their respective characteris-
tics of definition (film) and the possibil-
ities provided by live recording (video).

After Mirage, 1976/2011
Multimedia installation

Duration: 13:58 min.
Courtesy the Artist

This installation was first presented as a
performance conducted by Joan Jonas
together with the artist James Nares in
1976 at 112 Greene Street in Soho, New
York City. In After Mirage, produced
immediately following Mirage, the art-
ist reuses the cones from the previous
performance as musical instruments
and tools to amplify sound.

The building at 112 Greene Street in
Soho was a self-managed exhibition
space founded by the artist Gordon
Matta-Clark and Jeffrey Lew, a sculptor.
It became a meeting place and experi-
mental space for a new generation of
artists, including pioneers of minimalist
music like Philip Glass and Steve Reich.

In 2011, as part of the exhibition entitled
112 Greene Street: A Nexus of Ideas
in the early 70’s held at the Salomon
Contemporary in New York City, Jonas
presented a new version of After Mirage.
The installation is based on the origin-

al work with the addition of a video. It
is composed of different cones made
out of photographic paper set in a
circle. Near these elements, which
stand over 2 metres high, is a monitor
set up vertically on the ground broad-
casting the video May Windows (1976),
which was also present in Mirage
(1976/1994/2005).

After Mirage is based on one of the
fundamental concepts of Joan Jonas’s
oeuvre: the idea of process in which
elements — in this case the cones and
the video May Windows — drawn from
different contexts are gathered together
and assembled so as to create new and
unusual ways of experiencing the works.

I want to Live in the Country
(and Other Romances), 1976

Single-channel video

Duration: 24:06 min.

Courtesy the Artist, Electronic Arts
Intermix (EAI), New York

| Want to Live in the Country (and
Other Romances) is a non-linear, at
times oneiric story that blends time and
memory, imagination and melancholy.
It was realized as part of the seminal
Television Laboratory Programme con-
ducted at WNeT/Thirteen in the US,
which encouraged collaboration be-
tween engineers and artists with the aim
of creating experimental videotapes.

The video is shot in two locations:
a coastal landscape in Nova Scotia
(these images were originally shot on
Super-8 film), and inside a television
studio in New York City. The artist
uses a number of different objects in
this environment — a blackboard, two
cones (one made of paper and the

other of tin), a globe, a bronze statue
of a horse, and a Mexican mask — put-
ting them together in order to create a
set not dissimilar to the metaphysical
structures of paintings by ltalian artist
Giorgio de Chirico. Images of the scene
are recorded and transmitted through a
closed-circuit video system which also
appears at several points in the video, in
a box at the bottom right-hand corner of
the monitor. In the opposite corner the
viewer can see a close-up of a woman
shot from behind who seems to be ob-
serving the centre of the screen. In this
manner, Jonas orchestrates an inter-
play of references in which the artist is
at once observer and the subject of her
own observations.

Throughout the work, her voice can be
heard reading several excerpts from a
diary she kept during her travels in Nova
Scotia (Canada), broken up by music
and animal noises.

Street Scene with Chalk,
1976/2008/2010
Single-channel video

Duration: 11:04 min.
Courtesy the Artist

The video Street Scene with Chalk
shows an action performed by Joan
Jonas during the performance Read-
ing Dante. Whilst she is drawing on a
blackboard with white chalk, her move-
ments are being captured and projected
on a screen onto which another video
from a performance of 1976 is broad-
cast simultaneously. The images show
Jonas together with the artist Pat Steir
and a man who by chance becomes
part of the scene, improvising move-
ments using a large circle and metal
cones on streets in New York City’s Wall

Street district. Some extracts of the per-
formance have been used by the artist
for the video Mirage Il (1976-2000).

The audio of the video includes sound
recordings of the performance along
with night sounds from the surround-
ing city, sounds produced by moving
the metal objects along the asphalt and
the notes of a popular song broadcast
through the cones.

The video is part of the installation
Reading Dante IIl (2008/2010) as it was
presented in 2010 at the Yvon Lambert
gallery in New York City.

For the exhibition Light Time Tales the
artist decided to show the video Street
Scene With Chalk as a reference to and
evocation of Reading Dante.

My New Theater III:
in the Shadow a Shadow, 1999

Multimedia installation
Duration: 19:55 min.
Courtesy Collection La Gaia,
Busca (Cuneo), Italy

My New Theater lll: in the Shadow a
Shadow is a sort of portable theatre
in miniature, inspired by the use of de-
vices typical of the period prior to the
invention of cinema, such as darkrooms
and dioramas. The installation is part
of the My New Theater series, created
starting at the end of the 1990s with the
aim of continuing to work with perform-
ance, but without the artist’s physical
presence. Long and narrow, similar to
the conical elements utilized in histor-
ical installations like Mirage, the struc-
ture rests upon two wooden sawhorses.
Inside, a small monitor displays a video.
In front of the mouth of the cone sits



a bench that viewers can use when
observing the installation.

The video shows a performance set
in Joan Jonas’s studio in Cape Breton
(Canada), in which the artist and a
naked ballerina improvise rhythmic
movements to music sung by Raylene
Rankin. Jonas also invited several in-
habitants of the village to participate,
improvising percussion sounds using
wooden chairs. The resulting images
are at once paradoxical and ironic as
the artist, dressed as a painter, dons
a baseball hat and presents Zina, her
dog, as a model.

Waltz, 2003

Single-channel video

Duration: 7:03 min

Courtesy the Artist, Electronic Arts
Intermix (EAI), New York

Waltz was born of collaboration with
the composer Robert Ashley on the
occasion of the Celestial Excursions
(2003) project, for which Joan Jonas
created the choreographies. According
to the artist, the video was inspired by
a series of engravings, Los desastres de
la guerra (The Disasters of War), real-
ized between 1810 and 1820 by Spanish
painter Francisco Goya, even though
this particular reference is hard to rec-
ognize in the work.

Shot at Cape Breton (Canada), the video
shows the artist together with her dog
Zina and a group of performers as
they conduct several simple actions,
like moving some objects around on
a table or waving a flag, with gestures
that make the action appear to be
some sort of ritual. The characters are
wearing crafted cloth costumes and

papier-maché masks.

The video portrays a magical universe
in which a chair seems to float up off
the ground, and the confines between
the animal world and the human world
grow indistinct. Nature plays a signifi-
cant role: images of rocks, water and
trees are superimposed on images of
everyday objects that have been sub-
tracted from their usual contexts and
represented in fields or woods. Waltz
recombines diverse elements present
in many of Jonas’s works, including
masks, flags and mirrors. The artist has
always used mirrors in particular to alter
peoples’ perceptions of events: “l use
different mirrors — concave and con-
vex — because they change the image
and change the space. Instead of using
special effects, | use mirrors to distort
space, to create magical worlds”. The
video is accompanied by a melan-
cholic waltz inspired by the traditional
music of Cape Breton, and is broken
up by sounds coming from natural
elements like the noise of two stones
being rubbed together or the rustling of
the wind.

As in many recent works created by
Joan Jonas, Waltz is pervaded by a
subtle sense of irony through which the
artist questions her role and the role of
her (now) aged body.

The Shape, the Scent, the Feel of
Things, 2004/2007

Multimedia installation

Duration: variable

Courtesy Collection Jessica E. Smith
and Kevin R. Brine, New York, USA

The first version of the work was pres-
ented as an installation at The Re-

naissance Society of Chicago in 2004
together with Lines in the Sand (2002),
for which it is a sort of sequel. The
Shape, the Scent, the Feel of Things
is in fact a citation of H.D.’s Tribute to
Freud, the key text in Lines in the Sand.
In 2005 it was represented as a per-
formance for the industrial spaces of
Dia:Beacon (New York).

The installation is based on the text of
Images from the Region of the Pueblo
Indians of North America, a lecture
held by German art theorist Aby War-
burg in 1923. The text, which narrates
the travel experiences the scholar
acquired while spending time with
Native American populations in the US
during the early 1900s, is set in rela-
tionship with the trips Jonas took in
the same areas during the 1960s and
again in 2004. As the artist says: “As |
learned more about Warburg, | felt an
affinity to his way of looking at art his-
tory. Ideas and histories of different
cultures have always been an important
ingredient of my work. | view my own
process through the lens of history and
in relation to travel”. The installation is
made up of six projected videos - three
on screens and three on walls — a white
drawing on black paper with a serpent
and numerous props including a stuffed
coyote, a small white chaise longue, a
seismograph and a series of small can-
vases that make up a long, low screen.
The space can evoke connotations of
an ethnographic museum, where mater-
ial cultural objects taken from different
times and places are brought together.

The Shape, the Scent, the Feel of
Things is structured around a multitude
of expressive forms that draw on the-
atre and art history. The artist explores
the complex relationship between in-

stallation and performance through a
continuous game of references: video
images of the performance presented
at Dia:Beacon are projected together
with a selection of videos backdrops
of the same performance showing the
empty spaces in which it was held.

Projected on a screen, the video Mel-
ancholia (2005) refers to an engraving
of the same name produced by Ger-
man artist Albrecht Direr in 1514, which
was also cited in Warburg’s writings,
and focuses on the performer Ragani
Haas as she carries out various actions
against a snowy landscape. In a second
video, Wolf Lights (2005), the same per-
former appears, her face covered by a
wolf mask as she acts like the dog she
resembles. The images, luminous and
intermittent, of Las Vegas neon signs
form coloured patterns and act as a
backdrop for the scene. Mirror Impro-
visation (2005), filmed entirely through a
convex mirror, shows two women and
a dog improvising with various objects
including wooden swords. The scene
is accompanied by music played on a
piano by Jason Moran.

Finally, in distinct contraposition to
the visions connected with Warburg’s
ideas, shots of several landscapes
in Southern California are broadcast,
including numerous electricity pylons
and the ruins of an abandoned motel
on the beach that the artist visited while
conducting research for the piece.



My New Theater VI: Good Night
Good Morning ‘06, 2006
Multimedia installation

Duration: 16:04 min
Courtesy the Artist

This work is part of the My New Theater
series, and is characterized by a con-
ical structure set atop two wooden
supports, and into which a screen
has been inserted. Inside, a remake of
Good Night Good Morning (1976), that
was also used for the performance of
Mirage (1976), is shown.

The video, produced thirty years after
the first version, has been shot in col-
our and is filmed through the use of a
convex mirror that distorts the images.
In numerous frames the viewer can also
see the video camera while it records
the artist’s actions. In this manner,
Joan Jonas recreates the closed-circuit
system that investigated the borders
between reality and its representation.

Unlike the first version, the video My
New Theater VI: Good Night Good
Morning ’06 exhibits a more playful
approach and includes fragments of
music by the composers David Lang
and Morton Feldman, assembled with
sound elements recorded live with
the video.

Double Lunar Rabbits, 2010
Multimedia installation

Duration: 4 min.

Courtesy the Artist

First presented in 2010 at the Center for
Contemporary Art (CCA) in Kitakyushu
(Japan), this installation is based on two
popular fables that have rabbit protago-
nists whose image is associated with

the moon. The stories, which come from
cultures and contexts far removed from
one another (Japan and the Aztec ter-
ritories), provide an interplay of continu-
ous references and re-elaborations,
accentuated by the duality with which
they are presented in the space. Dou-
ble Lunar Rabbits is in fact composed
of two concave wood and Japanese
paper screens, onto which four short
versions derived from the two narrative
tales are projected.

The Japanese tale tells the story of a
monkey, a fox and a rabbit who decide
to do charitable things together because
they’re convinced they’ll be rewarded
for their efforts. When an old man begs
for some food, the monkey gathers fruit
from a tree, the fox hunts and catches a
fish and the rabbit, who can only gather
grass, offers himself in sacrifice, throw-
ing his body onto the flames. The old
man turns out to be a God and, moved
by the rabbit’s virtuous sacrifice saves
the animal and draws its silhouette on
the face of the moon so that everyone
can see and appreciate him. The Aztec
story tells the tale of a God, Quetzal-
coatl, who undertakes a long journey
during his terrestrial life, risking starving
to death. A rabbit he meets along his
way offers himself up as food so that
Quetzalcoatl might be saved. The God,
moved by this gesture, elevates the
rabbit to the moon so that everyone
can see and appreciate his image.

The video, filmed entirely in Kitakyushua,
shows a performer taking on the various
identities of different characters in the
two myths, and alternates urban envir-
onments with natural landscapes as
Joan Jonas narrates the two stories.

Double Lunar Rabbits is in part a re-
flection on the different ways we can
view images in movement, which has
been one of the artist’s main themes
since the 1970s. The images always
appear fragmented, keeping the viewer
from gaining a complete vision of the
work. As the artist herself notes: “The
viewer’s experience is one of constant
shifting from moment to moment as
two screens are seen together or in part
because the curves hide portions as
one moves about the space”.

Reanimation, 2010/2012/2013

Multimedia installation

Duration: variable

Courtesy the Artist and Untilthen,
Saint Ouen, France

Reanimation has gone through a num-
ber of iterations: after a first work-in-
progress presented at MIT in Boston
in 2010, it was presented in a small,
prefabricated house in Karlsaue Park
during dOCUMENTA (13) in 2012; and
as a performance in 2013 as part of
Tate Live Performance Room, held at
the Tate Modern in London. Both - the
installation and performance — coexist
as two “translations” of the work.

The installation is inspired by Under the
Glacier (1968), a novel by the Icelandic
writer Halldor Laxness. The artist chose
fragments from the book that describe
a glacier in Iceland in poetic language
as well as referring to certain miracu-
lous aspects of the natural world, such
as the dandelion and the honeybee. The
title of the work is derived from one of
the chapters in the novel.

Unlike the installation presented at
dOCUMENTA (13), where the viewer

could observe Reanimation from out-
side through a special window designed
specifically by the artist, visitors can
walk throughout the version present at
Malmd Konsthall. This version consists
of a series of videos, sound elements,
drawings and texts and is made up of
four screens built with wood frames and
Japanese paper, onto which the videos
are projected. Set in Lofoten Islands
(Norway), the videos display Nordic
landscapes interspersed with black ink
drawings drawn on snow and shots of
the mountains. These scenes are ac-
companied by traditional Laplander joik
songs sung by Norwegian singer Ande
Somby. A cube-shaped metallic struc-
ture is positioned on the floor in front
of one of the screens. Numerous crys-
tals hang inside the structure, refract-
ing light; these crystals also appear in
several shots in the videos.

Joan Jonas counterbalances the frag-
mentation of images projected onto the
screens with the static nature of the two
My New Theater pieces displayed in the
space. The video Glacier (2010) project-
ed inside one of the two is composed
— along with other images - of a collage
of a number of different segments taken
from two of Joan Jonas’s previous
works: Melancholia (2005), also present
in The Shape, the Scent, the Feel of
Things (2004/2007); and Disturbances
(1974), which plays with water and re-
flections of light. In the second My New
Theater, viewers can see a video in
which fish with almost prehistoric forms
appear inside an aquarium.
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Beautiful Dog, 2014

Single-channel video
Duration: 21:40 min.
Courtesy the Artist

Shot in Cape Breton (Canada), the video
features Ozu, Jonas’s dog. Animals
— and the artist’s dogs in particular -
are recurring presences in her works.
Talking about this piece, the artist
affirms: “A dog’s summer in Canada
walking, running, digging and partici-
pating in the new “ghost” series. The
work was made with three different
video cameras. | am interested in the
juxtaposition of various images altered
by the medium.”

Biography

Joan Jonas was born in New York City
in 1936, where she currently lives and
works. At the end of the 1960s, Jonas
made fundamental contributions to the
development of numerous contempor-
ary artistic investigations connected
with performance, video, installations
and choreography. During an artistic
career that has developed over more
than five decades, Jonas has received
numerous honours from various institu-
tions, including: Solomon R. Guggen-
heim Foundation (1976) and The Rocke-
feller Foundation (1990); as well as rec-
ognitions like the CAPS Award (1971
/1974), the Maya Deren Award given by
the American Film Institute (1989) and
the Anonymous Was A Woman Award
(1998). She has held solo shows and
performances at the Stedelijk Museum,
Amsterdam (1994), Queens Museum of
Art, New York (2004), Dia:Beacon, Bea-
con NY (2005), Castello di Rivoli (2006),
MACBA, Barcelona (2007), Museum of
Modern Art, New York (2010), Bergen
Kunsthall, Norway (2011), Contempor-
ary Arts Museum, Houston (2013), Proy-
ecto Paralelo, Mexico City (2013), Kultur-
huset, Stockholm (2013) and Centre for
Contemporary Art, Kitakyushu (2014).

The artist has also participated in nu-
merous group shows over the past
thirty years, including the 56th Venice
Biennale (2015), where she represented
the United States with an exhibition
presented by MIT’s List of Visual Arts
Center, and the 53rd Venice Biennale
(2009) as well as various editions of
documenta in Kassel (1972, 1977, 1982,
1987, 2002, 2012).

Jonas’s works are included in some of
the most famous art collections in the
world, including the Centre Pompidou-
Musée National d’Art Moderne, Paris,
Museum of Modern Art, New York,
Whitney Museum of American Art, New
York, Stedelijk Museum voor Actuele
Kunst, Amsterdam and Museo Nacional
Centro de Arte Reina Sofia, Madrid.

Joan Jonas is a Professor Emerita at the
Massachusetts Institute of Technology
(MIT), Boston.
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Joan Jonas (New York, 1936) is considered a pion-
eer of performance and video art. Beginning in
the 1960s, she placed female subjectivity at the
centre of her work, employing a complex lingu-
istic repertoire including gestures, storytelling
and images in motion.

A tireless experimenter, Jonas explores the possi-
bilities inherent to the interdisciplinary nature of
art, a characteristic that has made her a point of
reference for a young generation of artists, with
whom she has established an intense and gener-
ous relationship of exchange.

Continuity among those aspects of daily life and
those connected to the production of her works
comes to fruition in frequent interaction with
friends and artists from different milieu; the
most important of these include collaborations
with visual artists Peter Campus and Richard
Serra, the performer Ragani Haas and the musi-
cians Alvin Curran and Jason Moran.

Jonas’s oeuvre cannot be traced back to any single,
dominant artistic movement, and is distinguished
by an entirely singular path, one that eschews any
possible categorization. Right from the start the
artist began elaborating an individual language
aimed at continuous renewal and the translation
of diverse media. The transitory nature of her
“actions” and the variety of expressive methods
she utilizes - including performance, video and in-
stallations - create a fantasticum that places the
artist’s figure and the experience at the centre.

MALMO KONSTHALL

HangarBicocca



