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12 TI"If ENGAGEMTHT AESTHETIC

and the essays in this book, together take the same point of
departure. It states that, if there is more than a singular way of
perceiving something, then, inevitably, perception becomes a kind
of critique. And since electronic media are forms of perception,
they contain the evidence and method of their own critique. Let
us begin with Merleau-Ponty, who describes two kinds of seeing:

spatial ("here-there") and temporal ("past-present-future"). Later,
my argument will embrace several others.

The thesis that proposes a means for thinking about the kind
of artistic work I'm describing here begins with this kind of
"transcendental perception." It amounts to the conviction that
there is a visual kind of experience, however fleeting, when three

subsequent actions take place and become an aesthetic possibility,
a kind of engagement that is extended and contemplative rather
than immediate and conclusive. First, a moment emerges when
perception no longer seems dependent on simple acts of obseruing;
second, when perception begins to promote a sense or belief that
feels like a seed of understanding, and third, when this idea or
feeling that one has begun to understand something then itself
becomes a reach back into the thing one is looking at as a kind of
new perception, and this continual return is a basis for contem-
plation. But contemplation is a starting point in this book, not
merely an aim. That potential is suggested in the quote above by
the appearance of a personal verb: to bold, rather than to under-

stand (this is not equivalent to iudging). !7hen artistic perception
turns toward a kind of holding, the aesthetic in process moves from
one of contemplation to one of complex engagement.

Contemplation has been the historically predominant goal of
art. The term contemplation, which today seems antiquated and
haughty, designates the activity of "thinking-about" prior to-
and toward the development of-a iudgment. By implication, the

presumed greatness of a work of art or literature correlates with
the length of this contemplative moment between observation
and judgment. In great works like the Mona Lisa, judgment is

almost indefinitely held back by contemplation. But in electronic
art-at least the cases I'm probing here-this internal line from
contemplation to judgment is made circular, oscillating, reflective,
because the works I'm discussing (and there are many like these)

are ones whose nature is always unstable; their structure becomes

part of their content, and together this assembly fluctuates in
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continual change. Since neither contemplarion
we accept these terms, impart a sense of complc
individually portray a suitable statement or aes&
art. This art's circular rabbit-hole of strucmre
and continual perception and holding is best und
engagement Engagement signifies a continual *:
of progressive moments that persist without repc

And so, as contextualized by Merleau-Ponq
thoughts above, there are two ways to take in I
notion of a transition-synthesis-a passage from t
another-as one variant of engagement. One sa
transition-synthesis as a concept, an idea or norio
a geometric hypothesis; the other takes transido
experience, a moment when this principle becom
immediate to the observer. In the first case, a tr
is captured by the mechanism of language, it i
kind of universal observation that is external to
is to say, it is chronicled; the second is bv se".at
intimate, feb. A cinematic metaphor prorides
framing the concept-experience spectrum visuall-v

in watching a film, the eye converges on pssch
around a very mechanical paradox-the n-ho

through a series of momentary impressions, each
next; a film's identity is constructed through ar
that lead to scenes. There is no single moment 6a
entire meaning of a film. If the work is to bring
here/there and before/after transition-synthesis. h
exclusively comprise a never-ending chain of st
from torrential change, since the viewer lvould n
perspective on the overall work. As change mr

non-change, the term synthesis suggests transiric
combining transformation with stasis, and as atr

of the engagement aesthetic that transcends n
instrumental art of Andrew Neumann deploys
tions, specifically, of time, and of space.

As rationale for the radical character of so mr
art, Husserl's transition-synthesis points to son
evident in the kineticism of mechanized and di
is to say, in works where a series of perceprna
the work undergoes change. I refer to this not 
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sense, for Alexander Calder's dangling mobile fins could easily
fall within crude ideas of shift. But Calder's is a kind of "static
shift"-the content (the propeller-like components) of the work
changes while the overall structure does not. The perceptual shift
in Calder-stationary objects that become rotating ones-can be

described as a before-after change that is limited to one of motion,
not to ontology, and the change in question is optical, but not one
concerning alteration in the nature, essence, or being of the work.
It merely rotates, albeit interestingly. But more fundamentally,
how does one characterize artworks that bear a different kind of
ontological structure-as-content shift of the kind I discussed above?

One indication, as I will explore next, is whether description of
changes in a dynamic work requires different language to describe
each such change.

That is, works that convey change but which do not convey a

transition-synthesis are those whose structure and core perspectiue
remains static, despite a succession of flow or imagery. In this case,

movement is not essence; it is a characteristic of an essence, so

movement by itself is not enough to comprise the essence of a work
of art, and it is that essence that must be altered. Thus movement
or change alone is not the essential part of any work, any more
than the movement of a celluloid strip is essential to the film being
projected on a screen-the strip's movement is necessary to the
medium, but not essential to the content.

Many artists working in new media relate this type of unidi-
rectional transition of flow to interactive works by expanding the
painterly metaphor of a canvas sustaining color fields in dynamic
behavior to objects in motion. It is a metaphor; the principal
ingredient is a background onto which visual activity is apparently
projected, variations of events on the backdrop being the basis of
new media works. Some artists, Iike Neumann, work with ideas

of transition-synthesis by converting an expanded structure into
expanded perspective. Consider how the more linguistically conjec-
tural work, Text Rain, projects onto a wall a downpour of letters
and words-crucially, in fact, a poem-rather than mere colors
and shapes in a repetitious flow.2 In this work the canvas metaphor
has grown beyond two dimensions, capturing and reflecting the
body of the viewer standing before it. As the work rehearses a

poem line by line, each letter of every word descends delicately
until any of its projected boundaries collides with some part of the

ENGAGEMENT AS SUBJECTIVE SYSTEM IN ELE

F lG U R E 1 Camille Utterback and Romy Achitw . Tet
lnteractiue Computer Installation, size uariable, riJeo 

,

viewer's body, also projected into the same re[
of the work on the wall. But even so, fullv integ

into such a flowing experience still does not pro(
preserving circularity implied in Husserl's u-:

Work in constant motion, discarding old stata I

not reinforcing a cohesive spirit with a strucmr
guishable from its content, lacks the fulcrum oc

moment.

Transitions of Time

Of course, one would be tempted to reduce much
to temporal flow, like fi1m.3 Indeed, u'orks of a
do follow aesthetic patterns in their orvn rig*rc t
notion of a torrent, though compelling aestheoc
complete metaphor for depicting the transirion-s1
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as distinct from contenl remains unchanged. Interacting with
surging forces always implies departing from some original state
of things and setting toward another that has not yet Jeveloped.
Moving from an existent now to a potential later, such experi-
ences convey less a balance between motion and stasis than of
persistent procession. The viewer, continually awash in new modes,
hues, and layers, nonetheless fails to detect any actual cadence or
completion. But a transition-synthesis, anchored on the stability
of memory as the basis for one's impression of change, demands a
point of reference. And since the absence of a temporal fix renders
such awareness impossible, memory and perception are indefinable
without reference to one another. Perception alone is not enough.

Perception is never a mere contact of the mind with the object
present; it is impregnated with memory-images which complete
it as they interpret it.a

Bergson defines the dominant relationship between memory and
perception, that momentary break between what was experienced
and what is being experienced, as something temporal, linear, and
metaphoric with cinematic projection, something whose principal
meaning-making process concerns relative motion. Subjectively,
as the capturing element of perception shifts, the recording sense
of memory remains stationary, each fueling a kinetic contrast that
forms both the original impression and all recollections of it. So,
Bergson maps their consolidation in a two-dimensional way, repre-
senting memory along the horizontal axis, and perception along
the vertical. Each impression thus captured from the event stream
incorporates into something like a static collection, an archive of
impressions, or a totality of recollections.

If I represent by a cone SAB the totality of the recollections
accumulated in my memory, the base AB, situated in the past,
remains motionless, while the summit S, which indicates at all
times my present, moves forward unceasingly, and unceasingly
also touches the moving plane P of my actual representation of
the universe.s
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FIGURE 2

As perception and memory converge toward each ,

process, meaning-making, begins to fill the juncnrre
Between them, the depths of memory and the surtice
define a space, outlined conically so as to emphasize i
nature, where primary observations evolve inro i
Drawing from the immediately acquired as rvell as trom r

established andmemorized, initialperceprions oxill:6
poles, eventually resolving toward a final concepruaj fo
with, and incorporated into, what already du,elis in mo

Let us refer once more to the diagram we raced :
the present perception which I have of mv bo.lr. r
of a certain sensory-moror equilibrium. Over rie s

base AB are spread, we may say, my recollecnons rn
Within the cone so determined the general idea osci
ually between the summit S and the base AB. In S i

the clearly defined form of a bodily anitude or of an r

at AB it would wear the aspect) no less defined- of
individual images into which its fragile unin u-ould

FIGURE 3
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The first implication of this perceptual process is the heightened

role that time plays. Not only does concept-formation through
this memory model reflect a decisive break between present and

past, where memory is to past events what perception is to present

ones, but additionally, in this framework, what at any moment

comprises perception or memory is precisely that: perception or
memory. Both cannot emerge simultaneously. In the course of
ordinary experience, this seems a rational assumption, what I see

at first now is what I will remember later, recognition being the

process linking one operation with the other. But the invisibility of
this transition-synthesis is necessary to life experience so that one

can assimilate and accommodate, that is, learn, seamlessly.T This

instinctual invisibility underscores precisely what distinguishes the

minimal, postminimal, and formal aspects of work in Neumann's
perceptual sculptures from normal visual experience, where, in
seamlessness, feedback and memory embrace so interdependently
that it is unnatural to grasp any work in temporal seriality or
linearity. In a visual work, things beheld come together gradually

and with contemplation, but the sense of perception feeding

memory or vice versa is not palpable. All that is felt is the sensation

of obseruing and perhaps subsequently the a-ha that accompanies

what is thought to be the idea of the work. There is a perceptual

all-or-nothing that does not allow the privilege either of presen-

tation or mechanism in beholding the work. In this perceptual

mode of gradual familiarization, final judgment is what one keeps;

all intermediate processing is opaque.
As an aesthetic framework, any such model that connects

perception with memory will do so through the bridge of tempo-
rality. What comes first is absorbed purely through perception,

where it is not yet memory, and then it passes into memory, where

it is no longer perception. In Bergson's diagram, this temporal
membrane is clear-cut: the isometrically laid-out plane represents

a moving, shifting event stream with S as the point of subjectively
focused individual awareness acquiring new information over time.
And memory as a process is possible because perceptual input that
occurs at one point in time is superseded by subsequent, different

input at later moments, and displaced earlier impressions are

retained. From the perspectiYe of this model, one significant feature

of minimalism is its atemporal and antisubjective nature. It denies

the possibility of selective perception of its "subsequentness" by

ENGAGEMENT AS SUBJICTT\,E SYSTEM tN ELE(

forcing all reading of a work as something umerly"
crasy or irregularity. From a relentless sense of
symmetry, the same perceptual experience results,
angle or position of the observer, and impedes t

encountering a work in a subjective, compararir
others way.

To experience the minimalist aesthetic is to expo
The unadorned symmetries of the box, minir
geometry, bring the viewer all the intimacy of a n
The subiect in this world is an option, and not oo
by the work. With its mute and featureless charao
of subjectiuity-the notion of a central and specia
viewer-in minimalist art would remain out of n
suspended, were it not for Neumann's turn, a su
correction produced without altering the constan
(i.e., emphasis on formal qualities; the use of
evidence of the human hand; repeating, symr
regularity of structure and placement). Ne rm:n
constants by actually embedding subjectiviry dirc
while still employing a rather utilitarian minir
Rather than altering the formal circumstances rhatr
such as by contamination,that is, introducing srru

FIGU RE 4 Andrew Neumann, Phase Cancellarion s.it
2005. Digital photo, LCD screens, solid-state uideo. 3A
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eccentricities that can make one observer's perception of the work
different from another's, Neumann moves in the opposite direction,
by a kind of purification and thus reinforcement of the perceptual
experience, in this case, by repeating the act of depiction-obser-
vation twice in the same work. In a structural view, if a work of
art exists to illustrate anything, it can be understood as comprising
elements that reinforce the unique rhetoric underlying its chosen
form and appearance. Interpretation is always selective. The
requirement is about choice, a process that moves from a view of
the presented elements that appear to support the function of the

work as a visually constructed statement or question, and gradually
converges upon emphatic particulars that substantiate an assumed

and preferred meaning.
This is all attained through the self-referentiality of cameras

trained on the work itself, and these cameras, akin to the subjective
perceptual points in Bergson's diagram, are integrated into the
work without implying which, directly presented or electronically
viewable, is the "real" focal object. They are in relative motion
over a plane on which are screwed, nailed, painted, or hung pure
shapes such as sine waves or working tools such as Phillips screws.

Thus, simultaneously visible to human observers are the material
elements embedded onto a panel; the hovering camera-eyes of the

work watching itself; and finally, the optic perception of these

camera-eyes themselves reflecting the objects over which they
are moving onto small active-matrix displays. The Bergsonian
perceptual model is rendered in a manner that is entirely minimalist
and also temporal, because the work conveys its own subjectivity,
which, in addition to its panel elements, it reports openly and

continuously. In this process, the work makes explicit in the fullest
sense the transition-synthesis whose condition of formal inner
coherence we found elusive in other art conveying visual transition.

I want to return to the tension between perception and memory,
and a critique of how Neumann engages it. One cognitive instinct
in our encounter with any artwork is a kind of a commitment to
definition, to reaching some interpretation of the work. Of course,

such interpretive notions are dependent on moments of recognition,
where the objectively presented and perceived, which is obvious to
every observer, and the subiectively recalled, which is obvious
only to oneself, blend into reflection. What is observed always

stands oblectively before us; only what is doing tbe looking can be
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FIGU Rf 5 Andrew Neumann, Dual Asynchronous Siu
Wood, uideo, motors. 24' x 32' x 8'.

properly termed subjective. And this difference is d
corroborates how a work possesses subiectivity, ft
that self-observes there is the creation quite Iiterall
replica which, because it observes itself, is not a

work, but, instead, of the observer. And we migh
in this dual subjectivity, the viewer's and the mach
driving recognition are twofold: mechanisric, bor
(as we see it moving, observing itself) and concePtl
viewer (as we struggle to define the focal oblect in

The recognition of a present object is eftecred
when it proceeds from the object, by represet
issues from the subiect.8 (emphasis mine)



(auru srsuqdua) ,'rralqns aql ruo{ senssl

lr uaq,r\ suotxoluasatd-at ,{q'Falqo eqr tuo{ speecord tI ueg^\
sluaruanolu dq parcege sr pelqo luasard e yo uottruSof,eJ aI{I

'(1rom eql ur lca[go IB]oJ aql eu5ep ot e133nrls am se) re^{ell
eql uI euJog 'Pnldaouoc pue (1esft Surarasqo '3ur,totu 1r aes a.lrr se)

>lJoA\ egr uI euroq 'lrlsruegcatu :plolo.tu are uotltuSorer Sutrrt.rp

seJJoJ 3rl1 's,aurqf,Bru aqr PuE s.Je,{\ar^ aql (dll^uJefqns 
IenP slql uI

leql etou osle rq8rur a^\ puv 'relJesqo eql ,o 'peatsut 'tng '4ro.tl
eqr Jo errlder E lou sr ';1aslr selrasqo tI asnetraq 'qlFlr!\ ecrlde.t

peterpau e yo dleretq alrnb uorleeJf, eql sI oraql se^rosqo-Jlas tuql
>lJol\ r{lea ur ro; '.f,trzrrlcelqns sassassod {ro.r E .&\oq seleJoqoJJof,

]Eql af,ueprle eql sr ef,ueJaJJlp slt{} puv 'aauca[qns peuJal dlradord

",8 
x ,,7€ x tb7's''oLju't 'oaPtn 'Pooa

';gg7 'sam,y aurs snouorr.lf,u,{sy lenq 'uuvutnayl matpuv S I U n t I J

1Z l"UV SrNOUrftlr Nr W3I.SAs 
'Allf:lt8ns 

sv rN3ul,il9v9N3

eq uEJ 3ut4oo1 aql Sutop st tpqm,(po lsn aropq i
sdump pe^resqo sr t€glN 'uouf,egeJ orut putlq
snorlqo sr r{rrq1rt 'pa11eoar dle,ruca[qns aql Pu"
ol snorlqo sI r{JIqA{ 'parrtacred pue paruasard -i1a.r1

'uorlruSocer ro sluaruou uo luapuadap aJp suoEorr

'eslnof, JO 'IJo^{ eql Jo uonelerdralut auos Surqc
01 luaulruuof, E Jo puPI e sI lJo^\lf? due qrut.t
lf,urlsur a^rlruSof, 3uo '1r saSeSua uueuJne\; .soq:
'droruaru pue uorldacred ueerlr;eq uolsual a{r or rrt
'uorlrsuall lensu 8ur,(eluof, IJE Jar{lo uI aAISnla pItr
reuur IE{uJo} Jo uoErpuof, esoqt\ srsaqru(s-uoF

rsallnJ eql ut ttctldxe sa{Eru >lJo1'.\ el{l 'ssarord srqt
pur dluedo slrodar tr (slueurole 

leuud srr ol u<r

'dlrzrrlcelqns u.a\o slr sdaluoc 1roltt eql esneceq Jt
lsrl€rururu dlarrtue sI luql Jauuetu e uI paJaPuJr sI I
ueruos8rag aq1 'sdeldsrp xrrleul-ellrf,B IIEIUS o
daqr qcrqzrr rezr.o stcalqo aql Surtcagar sarlaslu
eseql Io uouderrad rndo eql 'd11euy pue :1asar

aql yo sede-eJe(ual Surreuroq agr lyaued e oluo PaI

Ierreleru aql eJE sJelresgo ueunq or algrsr ilmc
's.&\erf,s sdlmqd sE r{)ns sloot 8ur1.ro.^a ro se,re-tr arr

ernd Sunq ro 'petured 'paleu 'parrter:s are qrrq.f,
uorloru e^rlBler ur eJB ,(aq1 'rcetqo IEIoJ -lB:}.r-
dllecruorFala ro petuesard .{pcerrp '.p1,{^ 8qr-ildr
aql olul peler8alur ale ttuelSerp s.uos8rag ur s
a,rrDalqns aql or UDIE'selarueJ esaql PUP Tasrt ryo
sereruef, ;o .&rleuuareJar-Jlas aqr g8norqr 

Effi
pe..,nss, uE ar,rru,rsgns l,qr srelnrrued #;i";
,(11unper8 pue 'uorlsenb .ro tuatuatets petcn:tsuo: i
er{l Jo uoulunJ aqr uoddns ot .readdB teql sluJrrr

Jo A\or,r B ruoJ, seloru leql ssacord e 'a:toqr rnoq
eql 'e^rlf,alas sdemlu sr uorteterdralul 'eilrEJt
uesor.{f, slr Surdlrapun Jlrolaqr anbtun aql e)JofID
Sursrrduroc sp poolsJepun aq ueJ tr 'Surquue atea

,o >lJoA{ e 1r trrlar,r IPJnlJnJls E uI 'IJO1i1 sIuES J+
-resqo-uouf,rdap ;o lre al{t Surleedar dg 'asrr m
lrnldaorad eql ,o ]uaueoJoJular snqt pue uorLct$

'uorlce.up alrsoddo eql uI selotu uurlunaN's.raqo
>lJozrt eql ;o uortdeored qrauesgo auo aIEITI IrEr r

]rrrHtslIY lN3wr9V9N3 lHl.



22 THE ENGAGEMINT AI$THETIC

Transitions of Space

Neumann's work arranges out of a minimal set of recurring materials
whose construction compares to the sparse but multi-perspectival
sculpture that Anthony Caro developed during the 1950s. The panels

and rails through which Neumann articulates a sense of depth and

with which he provokes re-examination of images compare directly
with the characteristic space-establishing planks and shafts of Caro's
work just after he abandoned his figurative phase. In both artists,
these elements project and reinforce the boundaries of the recon-

figurable image; both alter the experience of perceptible motion'
The strategy by which Neumann's statement claims this allusion,
however, is distinct from that of Caro's. In the decade from the
landmark 1,962 ry to the 1970s, Caro innovatively redefined sculp-
tural projection by eliminating the plinth and placing the work in the
real space of the viewer. But this is insufficient as a comprehensive
description of Caro's strategy and its effect, because his effect is more
than sculptural. It is innovatively perceptual, using the motion of
the viewer around a sculptural object as an aesthetic operation for
redefining the work itself. This happens simply: standing at each

possible vantage point in relation to a Caro sculpture, one finds
oneself before essentially a new work-no angle of view is similar to
the previous one. 

'!7ith 
a minimal palette of steel planks, beams and

rails, Caro achieves the improbable production of an experience of
multiple works constrained as one physical object, the multiplicity
of experiences emerges from changes in the observer's angle of view.

In his panel works, however, Neumann establishes and maintains,
by almost ironic contrast, the constant stability of formal qualities in
a work. The irony is that such constancy is reinforced by two forms
of observation, the viewer's role is technologically accompanied by
artefactual self-observation in autonomous motion built into the

work and entirely independent of the spectatort physical position.
Caro's work is completely stationary, yet the spectator experiences

a state of perceptual multiplicity. In Neumann's world, this strategy

is inverted; the spectator need not move, as the work enacts a shift
in perspective and impression through an oscillating series of state

changes.
The preference for horizontal arrangement that is the typical

orientation of both artists, Caro consistently placing his works

ENGAGTMENT AS SUBJECTtvE sysTEM tN ELt

on the floor, Neumann,s work consistenrh- ra
vertical plane of the wall but equally, dispe.sa
than-tall landscape, operates centrallj. as grouo
and in each case it is a ground *hor. .hief conr
inconspicuousness. More than visual resemblaor
play in the relationship between the u,ork of Car
The production of changes in observer posinon r
the chief theme of that relationship i, , f-gr.rriimouement amidst stable objecl.s into u fulli- ,rro
operation. As with Neumann's roving eve. rhe
observer who moves and views the wirk trom :
are also evident in Caro. The reward of mor-em
uated nor only by the changing position of rhe o
by the play of vectorial tension built into the rrorl
discussed separately.e

My point here is that the presence of v'uly
secondary to the idea of transition_synrh.sir l
perspectives. The aesthetic emphasis ior Caro a
less formal than conceptual. For each arrisr. rhe
grammar transcends the physical language of balu:
rails, meshes, or grids .eciuited 

".rd 
,ri"rrrjl, regular

effect. It is, rather, a substrate, it is the power of the
and proclaim the fact of distance u, 

" 
.onr.qu..._

here-tbere antecedent to motion and perceprion
viewer's quest for a point of reference. For each ,

against which vectors project becomes the n ork.s o
around the same two-body problem, namelr.. rhar
boundaries both of the w"ik ard of r[r. ui.r.=i ..i'
upon a signifying essenc-e by the viewer,s engagl
work within a depth of field lying someu,here tm
ballet of vecrors that is Hopscotcb (19621 is a geo
tation as far at the edge between motion and stas
to.conceive symbolically. Likewise, the operarion <
epitomized in Early One Morning e9|)t erokes
comparison with Neumann,s treatment of the ,ame

For here Caro fashions an upright panel inro
backdrop, arranging rails as ,.f.r.rL pJi.,i, ,ra ,
cross beam assembly whose horizonralin. is u
observer's eye. Seen in functional .et.ospecir-e. rhx
setup recalls the scan of Neumann's ca^mera rhrou
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F!GURf 7 Andrew Neumann,Industrial Fan Pane.. I r
Plywood, LCD screens, uideo camera, misc. electr,_,,::::-

single photograph. As mentioned earlier. here aE.
position, no matter how near the nexr. render; ;
sentation built from a new proportion bers'eer n<
distant ones. Such transitions of space are ador:ed

FI6URS & AnthonyCaro'Eatly OneMorning 1952'

Steel (v aluminum, painted red, 1L4" x 244" x 143' /290 x 620 x 333cm'

A Barford Sculptures Ltd. Photography: JohnRiddy'

experience. In Caro's sculpture, all perspective is established by a

,n"f, p.ol..ring from the rear panel to the T-cross beam almost 20

f;;;;*^;. As"visual rhetoric, all of these elements are canonical

to N..rman.t's work, for instance, in lndustrial Fan Panel (2002)

which sets the scene with a similar backdrop, similarly providing a

."lling system and sense of depth, only in Neumann's case the latter

*o.kl i.t ,eue.se, for, rathei than using distance as a telescopic

element as Caro does, Neumann uses proximity microscopically- in

order to intimately magnify mounted images and objects' In this

relationship, Caro can ,=..u. ,, the ultimate metaphorical reduction

oi N.r*rrn, while Neumann transposes Caro's multipositional

perspective to a more contemporary tech.nological octave'
' Op.nly nonfigurativ. *o.k, bke Early One Morning preclude

,.ry i.rrl of in"terpretive closure, and, less abstractly' also for

p....ptrr"l resolution, that is, for arriving at safe assumptions as

io tn" location from which to determine one's role as the ideal

viewer. Such is the visual richness in caro's sweeping stylistic

vocabulary that one cannot iustifiably summarize this work in a
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the sublimation of the supporting casrs inro a

elements, makes clear the importance of rhar cohe:
as if everything existed for the purpose of conves
singular quality over what is supplied s-irh seconr

Materially, Neumann entrenches his s-ork; i
of industrial elements such as video displar-s. r,

always overlaid on the natural surface of a smo,r,
chosen plywood panel. It would have been pc's
and in fact simpler to mount any of his :.-ulp
alloy base and thereby coherently and tullr- err,
character of the work. All contrasts pose qur
with robotics over pine paneling, we might losl;
choice? Isn't wood out of place in a r+,ork ma,je
conducting materials?10

That wood should be the chosen plauorn
synchronized gathering of electrokinetic componr
importance of grounding the electronic aesrhenc
narrative, rather than vice versa. The aesrhenc
organicity is obvious: it translates the idea or prN

FIGURf 9 Andrew Neumann, Pan and Scan. rti'_,I.

Plywood, LCD screens, uideo camera, misc. eleti.-,::::

way in Neumann, in whose works, conversely, no camera reposi-

tioning can produce an image of retinal rail works that conveys a

readini in oppositio.t .o 
".,y 

other' The spatial transitions happen

i.r,.rrru'tty u, .".h successive vantage point is generated' recorded'

,"Jl.p-r.a via the ubiquitous display panel, such is the coherence

"r nir'neo-minimalistic articulation. Reducing further, to utter

functionalism, the comparison between the kind of panelization

evident in both artists, we ,r.iue at caro's Aroma (1.966), again, a

rr-pf. fr"*ed panel with rails, and Neumann's Screw (2005)' Of

i..r'irr,"..r, here i, the contrasr between backdrop and foreground

.f.-.",t in both works than the intensification of a pattern 9mb]1-
zoned in material form as a result of that contrast, and the rich

.-fi,"t;t of perspective pluralism from such minimal structuration'

This contrast suggests that a secondary strategy of focal reduction

underlies these works. The visual rhetoric at play here is reducible to

the one cogent statement that such simplicity of sculptural compo-

sition undir scores one formal feature in each work' In Caro's-;;;;r,it 
is the trellis; in Neumann's Screw., it is the spiral' In both

:;t, ,h. case for this objective is made through physical means'

.rifr.. than through implicit suggestion, the method' for instance'

thatbothchoosetoimpa.tdepth'Andthesimplificationofmaterial'

f l6URE 8 Anthony Caro' Aroma, 1955' Steet' polished and lacquered

blue, 38" x 115" x 58". Courtesy Mitchell-Innes dv Nash'
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from something that is abstract and decontextualized into a world

where it is recast as a tangible form entirely on its own terms'

So while each of Neumann's works addresses a rationalized or

geometric abstraction (e.g. a phase cancellation with sine wave)' its

iransposition into-and our subsequent u-nderstanding of it as-an
autonomous aesthetic act is what ii on offer. For only through this

,.asrigrrm..rt, this reification, can we see that something abstract

like pin and. i"an,because it is presented in a work of the same name

and illustrated in the act of panning and scanning itself, exists not

*..ely as a cinematic technique but also as an independent object'

The transfer from the universal to the particular, from the act to the

thing, traverses a spectrum between two poles, it is a statement that

rr"'."fy be conveyed through oppositions' In Neumann's case this

statement lies between the dynamic abstraction of a process and

its static base in the concreteness of a natural material. However

long the meditative span of our engagement with his work' it lies

in clonversation between these two worlds'

FIGURE 1A Andrew Neumann, Pan and Scan,2002'

Plyuood., LCD screens, uideo camera, misc' electronics' 32" x 48' x 6'

Detail.

C HAPTE R TH RE

Transmodal engagen
Multiple media in sil

works

l. The Private lmage

So much of what we want from art relates to a wfo
personal meaning, not meaning in obiective term
the significance of a vocabulary term, but meani
continuous internal conversation with an imet
forms know this more poignantly than photogr
artist exhibits or publishes a photograph, rhe a
it anticipates an infinity of gazes which will conn
a rapport based not only on production of the r
exhibition as well. That is parr of what makes it
some way, become perceptible.

But what of the priuate photograph, that imrge
the intent of chronicling a personal moment to r

This confidential image stands as the opposite ol
graph; the dialogue or source of meaning in fre
plays out in what emerges between the image and o
associations. The private image is always 2n utt
'private language" in the sense meant by witqo
Philosophical Inuestigatiozs it is clear that meaniq
in a subjective way: "[t]he words of this languagl




