
 
 
 

In partial fulfillment of the requirements for the M.A. 
Degree Mr. Theodor Ringborg has successfully completed 

his oral examination, and thesis project. 
 
 
 
 

_______________________________ 
Dr. Ronald Jones 

 
 
 

________________________________ 
Mr. Kim West 

 
 
 

________________________________ 
Mr. David Neuman 

 
 
 
 

DATE 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 

 
-Spatial Works- 
 
 
 
 
 
 
 
Jason Dodge 
Olafur Eliasson 
Alicja Kwade 
Tris Vonna-Michell 
 
Curated by: Theodor Ringborg 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 



I 
 
Introduction 
 
The terminology for critically describing installation art, with the 
occasional mention of its formal characteristics, is insufficient to describe 
its meaning or form. In descriptions such as large-scale or new media 
installation, all that is in fact said references mere formal features such 
as size or the use of new technology subsequently adding the term 
installation. A term that is no more than a blurred description of a 
relation to space. None of the art’s important nuances are adequately 
defined by `installation´ regardless of any formal characteristics one may 
lay upon it. The term is used in a broadly uncritical and inclusive 
manner, clouding the comprehension of the complex sensory and 
cognitive apparatuses governing the observation of these works. 

For instance, the current use of the term installation suggests Gedi 
Sibony’s work Ultimately Even, 2005-7; a cardboard piece positioned 
against a wall, to be the same as Loris Gréaud’s Cellar Door (Once Is 
Always Twice), 2008; a work consisting of three almost identical rooms 
with resin, sound speakers and modified lightbulbs.  

 

 
      Loris Gréaud, Cellar Door (Once Is Always Twice), 2008 



 
                                     Gedi Sibony, Ultimately Even, 2005-7 
 

In Sibony’s work, elements are placed largely unaltered. However, in 
being positioned, they are subsequently challenged by their interaction 
with countering materials or gestures, including those proposed by the 
architectural space itself.1 In comparison, Gréaud's work is 
characterized by a desire to fuse different fields of knowledge and 
activity. And with these intents, it creates an environment where the 
space it is set in disappears, and the art is all that is left and seen. 

The two works are essentially different, not only by formal measures 
but also expressive means, and yet are both referred to as being 
installations. The point to be made is that the experience and 
consequently what is understood of the two works vary to the degree 
that they cannot be said to be the same. It is seemingly true what Claire 
Bishop says, that any arrangement in any given space is said to be an 

                                                
1 Claire Gilman, Sculpture, Impoverished Objects, Dislocations, Frieze Magazine, issue 
113, March 2008.  



installation.2 Installation as such, therefore, can no longer be said to 
exist, as ‘everything’ is, as a descriptive term, nothing. 

The attempt, presented in this research paper, to refrain from 
contemporary vocabulary is a consequence of the lack of variance in 
language. Instead of considering spatial works as whatever isn’t 
sculpture and painting, they are understood as modes of drama.  

This is generated by two conditional characteristics fundamental in 
identifying the drama of the art, as well as its differences: `expanded 
significance´ and `dramatic condition´.3 And by gaining knowledge of these 
characteristics, one is able to consider the instances that the object 
engenders and the subject comprehends. As well as the sets of 
techniques governing the orchestration of this kind of work, 
subsequently identifying the variances within the art and introducing a 
new critical and more subtle language to evaluate it.4 Simply, what is 
being aimed at in this research paper is a redefinition of installation art.  

It is considered that the experience of a spatial work essentially is 
understanding. This means that the viewer perceives the significant 
`explanation´ or `cause´ of the intended meaning of a work due to a 
feature which is inherent in all spatial works. This feature is the art’s 
`expanded significance´. By virtue of the `expanded significance´, the 
viewer understands, not only that the work is spatial, but also its intended 
meaning.  It is also considered that the understanding of a work takes place 
within a condition that is dramatic. The use of the word condition 
intends to mean the circumstance in which the work and the viewer 
encounter each other. As drama is characterized as a dramatic 
progression or emotional effect, the situation of encountering a work is 
highly arresting or emotional.  

In this paper it is no longer aesthetical judgment, but it is the 
viewer’s knowledge that defines what the art is.  

 
 

                                                
2 Claire Bishop, Installation Art, A Critical History, 2005, p. 6 
3 The term `expanded significance´ is loosely based on Rosalind Krauss’s notion 

on “sculpture in the expanded field” in which Krauss states that the art had 
entered a categorical no-mans-land in regards to sculpture. 

4 The installation art in question in this research are the static arrangements, 
refraining from observing work in which physical participation is essential to 
evoke experiential situations. 
Spatially exhibited video is exempt on grounds of the formal notion of video 
holds.  



II 
 

Characteristics of Drama 
 
The term installation shifted from its use in the 1960’s to the 1970’s use 
of the term describing a work of art. In the 1960’s an `installation shot´ 
was the documentation of an exhibition arrangement.5 And the term 
focused neutrally on in what way a work of art was placed in relation to 
another, never referring to a single work. As interest in the three-
dimensional art gained ground, in both painting, for example by Frank 
Stella and Lynda Benglis, and sculpture, by Donald Judd and Robert 
Morris, works of art saw a tendency to embrace the whole room. As a 
consequence, photographs reproduced in magazines also showed the 
negative space in between the individual works. As well as the interplay 
amongst them and contingent factors such as the properties of the room 
and its lighting. These aesthetics within the `installation´ became 
increasingly noted by critics, writing about the overall impression of the 
exhibition.6 And while these aspects became more prominent in the 
critical comments, the pre-existing term installation was appropriated to 
describe the spatial work of art.  

Historical and contemporary installation art, comparable to other 
three-dimensional methodologies, relocates the origins of the objects by 
no longer modeling them on their inherent meanings and structures, but 
to extended realms. And consequently, the work of art is noted by its 
viewer as being spatial. We ascribe the term installation to a work of art 
because of recognizing it as being `more spatial´. However, in this 
research paper it is proposed that the spatiality of the work is eminent 
only due to the composition of the work having an `expanded 
significance´.7  

The conceptualization of an extended significance is that it is an 
aspect relocated from the work that is visible only in the interplay of 
object and subject and carries with it a signification for understanding. 
These features, for example phenomena, artistic conceptualization and 
other, are origins for information to be intellectually understood by the 

                                                
5 Claire Bishop, Installation Art, A Critical History, 2005, p. 55 
6 Bishop, 2005, p. 56 
7 The term `expanded significance´ is loosely based on Rosalind Krauss’s notion 

on “sculpture in the expanded field” in which Krauss states that the art had 
entered a categorical no-mans-land in regards to sculpture. 



viewer and surface only in the encounter of the work. This means that a 
viewer that understands a work as spatial consequently comprehends 
the intent and meaning of the work of art by virtue of the works 
expanded significance. These features are the `al fresco´ attributes that 
make it possible for a viewer to understand the spatial work that when 
experienced reveal origins of production as in work by Joseph Beuys, 
phenomenology of perception in the art of Sol Le Witt and artistic 
conceptual intent in the works by Joseph Kosuth. We recognize a work 
as spatial by virtue of the placement or arrangement of visual elements 
or ingredients, the composition of an expanded significance, of a work 
that surface when we encounter it. And as a consequence of the 
expanded significance understanding the work of art.  

The dramatic condition is characterized as the circumstance of 
interplay between object and subject. Simply the situation the object 
and subject are in when encountering each other. The only way one can 
experience and therefore understand a spatial work is by being a part of 
the situation that arises in the meeting with the work. This is saying that 
the experience of a spatial work is more liken to an ephemeral event 
than observational reading, an event in which the viewer and object are 
dramaturgical (relating to the technical aspects of drama) in their 
positioning and expressive means. As the viewer, finding him/herself 
decentralized, moves physically around the work whilst mentally 
comprehending what the work is, the object and subject are 
interdependent in expressive means and gestures. The work’s inherent 
information and meaning is dependent on the subject’s movements and 
gestures as the subject’s experience is dependent on what is revealed 
when present, and therefore seen and understood, of the art.   

The spatial works are fundamentally concerned with drama because 
of the event in experiencing a work having a dramatic progression or 
emotional effect leading to the beholder understanding the piece. In 
order to understand a work of art, one must recognize and intellectually 
negotiate its expanded significance and be a part of its dramatic 
condition. These characteristics are believed to be the reason why we 
see and comprehend (amongst many other works) the L-beams from 
1965 by Robert Morris the way we do. And the work, considered 
almost paradigmatic to installation art, functions as an example for 
further explanation of the drama of the art and its two characteristics. 
The piece, described by Rosalind Krauss as a work with “extraordinary 
dependence upon the facts of an object’s exterior, in order to determine 



what it is”,8 features three large plywood Ls. The Ls are identical in form 
and volume but are placed in different positions relative to the ground. 
One L is up-ended, the second lies on its side, the third is poised on its 
two ends. Their positions visually alters each of the Ls, thickening and 
bowing their forms. No matter how clearly the viewer knows that the Ls 
are identical in structure and dimension, it becomes impossible to see 
and understand them as the same. What is in fact seen and understood comes 
from a feature eminent only in the interaction of object and subject: an 
expanded significance experienced by the viewer in a dramatic 
condition. It is the relation L to L that alters them visually and the 
beholder in confronted with a distortion of his/her pre-existing 
knowledge. Krauss continues saying that “their sameness belongs to an 
ideal structure - an inner being which we cannot see. Their difference 
belongs to their exterior - to the point at which they surface into the 
public world and our experience”.9 It is in this paper considered that the 
meanings and readings we make of the work are fully dependent on its 
expanded significance. Which is a phenomenology of perception, the 
visual altering of the Ls that is seen and understood, thus experienced, 
emanates only in the interplay of object and subject. The 
interdependence L to L is also an interdependence object to subject 
where the viewer gains understanding of the piece by virtue of the 
work’s expanded significance. And it is the point of comprehension, the 
situation the encounter imparts, that is the dramatic condition. This is 
saying that the work is experienced in a mode where expression and 
reception of object and subject interdependently affect each other in 
dramatic progression or emotional effect, leading to the beholders 
understanding of the piece.  

                                                
8 Rosalind Krauss, Passages in Modern Sculpture, 1977, p.266 
9 Krauss, 1977, p.267 



 
      Robert Morris, Untitled (L-beams), 1965. 
 
To further explore the dramatic condition one might bring to light the 
decentralization of viewing a piece that is physically spatial. 
Decentralization intends to mean that, as a viewer one has the 
opportunity of viewing the piece from a multitude of positions. The 
central perspective of observation is debunked due to the spatial aspects 
of the work and the viewer becomes physically engaged with the object 
by the act (and possibility) of observing through walking around it. 
However, as this occurs, the viewer also acts mentally different towards 
the piece as opposed to the observation of sculpture made in more 
traditional methodologies. The ambition of spatial work to relocate the 
origins of the objects, no longer modeling them on their inherent 
meaning and structure, but to extended realms becomes a psychological 
decentralization on behalf of the viewer. In recognizing that aspects 
eminent only in the interplay of object and subject are significant in 
order to understand the piece, the viewer has to mentally negotiate what is 
experienced. The dramatic condition is then the situation of knowledge 
production when experiencing a work: the event and understanding of a 
piece due to the recognition of its expanded significance. It is here 
concluded that the understanding is an experience that requires dramatic 
progression or emotional effect, thus it is an experience in a dramatic 
mode making the art fundamentally concerned with drama.  



The drama proposed here should not be confused with theatricality. As 
proposed by Michel Fried theatricality conveys that the work demands 
and presupposes the appearance of the observer in order to gain 
ontological certainty. The art spoken of by Fried was the literalist art 
and his opinion was that it only wanted the recognition that it was there, 
a presence in a space,10 and opined "theatre is now the negation of 
art".11 Theatricality in that sense can found in works that aspire to 
address the beholder so that the work of art exists. And one must then 
consider the mistaken identification of the dramatic with the theatrical, 
as confusion between artistic mode and artistic medium. As proposed by 
Bert O. States, the dramatic is a mode that can be found in novels, 
poems, music and paintings as well as in theater.12 As mentioned earlier, 
drama is the fundamental incentive of spatial works and this involves a 
mode of expression and reception where object and subject 
interdependently affect each other. In contrast to the theatrical, the 
dramatic implies means of structuring extended matters and creating an 
event in the encounter with the viewer where both parts are 
dramaturgical in their gestures. The theatricality of Fried is therefore 
not applicable to the art featuring expanded significances.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                
10 Michel Fried, Art And Objecthood, ArtForum 5, (June 1967) pp. 12-23 
11 Michel Fried, Art And Objecthood, 1998, p. 153 
12 Lawrence I.Eilenberg, Dramaturgy and Spectacle: A Proportion, Journal Of 

Aesthetic Education, October 1975, p. 44.  



III 
 
Variences 
 
In the recent and new works, it can be seen that the creation of a logical 
and ordered relation between parts is what is retained from initial 
spatial works. As well as realizing that logic and order is still present 
even if the physical object itself is not. In other words, it is not the object 
that matters, as much as the sets of relationships the work implies. The 
presentation of allegories or of representational action having a 
persuasive effect in the art illustrates that effects beyond form are at 
play, and the appearance of these expanded significances offer the 
perspective of, in the words of Roland Barthes “polyphony of 
information”. 13 Therefore emphasis is placed on the integral element of 
expanded significance as a feature of composition, and consequently 
considering the observer as significant in his/her own right as it is pre-
supposed that the viewer comprehends this characteristic. When 
conceiving the beholder of a work as significant, one can speak of the 
beholder in an active perceptional or subjective sense, as an agent of 
mental re-creation and interpreter of scenarios and arrangements. The 
viewer not only senses and experiences arrangements but also 
intellectualizes them and is therefore significant for the work. 

The variances of spatial works are determined by what the objects 
have as expanded significances and consequently what mode of drama 
ensues in encountering them. The presupposed dramatic conditions are 
the subjugated characteristics of expanded significances that are 
experienced in spatial art. How else could a viewer comprehend that the 
installations attributed to Richard Serra are consequences, artifacts, of 
the performative productions creating them? Or gain sensory 
experiences when introduced to works by Fred Sandback? Or 
comprehend the conceptualization in the spatial work by Mel Bochner?  

The habit of gaining information from observation is thwarted in 
encounters with spatial works, supplanted by the sensory and 
experiential aspect of the work in which the aftermath of interpretive 
reflection can take place. It is the experienced and seen expanded 
significance that makes the viewer understand a piece, as the dramatic 
condition is the situation in which this occurs.  

                                                
13 Marco De Marinis, Dramaturgy Of The Spectator, The Drama Review, Vol.   
    31, Summer, 1987, p. 107  



In this research paper, the spatial works have been examined 
according to the suggested notion of expanded significance and 
dramatic condition. It has resulted in an identification of various 
manners of spatial works and has offered the opportunity of a more 
diverse terminology of installation art such as psychodramatic, temporal, 
thespian and permutations. And it is intended to be understood that these 
mannerisms can be applied to all art currently considered to be 
installation art. The research preceding this research paper has been 
concerned with both historical as well as contemporary art. Works such 
as Mel Bocher’s Centimeters: Estimated and Measured, 1972/2002, have 
been analyzed and rendered as a permutation as Richard Serra’s thrown 
led pieces are thespian. Cornelia Parkers Cold Dark Matter: An Exploded 
View, 1991 is considered to be within the temporal mannerism as Fred 
Sandback’s work is considered to be fundamentally psychodramatic. 
The following works exemplify the various mannerisms’ of spatial art 
and are used as examples due to being on view in the Spatial Works 
exhibition.  

 

 
                          Cornelia Parker, Cold Dark Matter; An Exploded View, 1991 



 
                  Fred Sandback, Corner Piece, 1969 
 

                  
                   Richard Serra, Casting, 1969 
 

                  
                   Mel Bochner, Centers; Estimated and Measured, 1972/2002 
 



IV 
 
Psychodramatic 
 
What is revealed and understood in many historical and contemporary 
artworks is the positioning around a phenomenology of perception. 
Perception, however should not be seen as purely sensation, nor is it 
purely interpretation. Meaning that a `seeing´ of the work reveals the 
expressive potential of the object, evoking an experience as well as an 
active intellectual performance on behalf of the viewer. The spectator, 
dramaturigically, becomes an intricate part of the action, which revolves 
solely around perceiving what signifies the work and as a result 
understanding it. What makes a beholder understand the work is 
essentially the perceptional phenomenon elicited by the object and 
therefore, the event of understanding becomes a dramatic condition.14  

Olafur Eliasson’s art has long been seen as integral to spatial works 
and is instrumental in an analysis of the art. The piece `Your Space 
Embracer´, 2004, is a harsh beam of light directed towards a hanging 
mirrored ring. The undulating light, traversing the room creates a 
phenomenology of perception, altering both light and space, however 
not on an immersive scale. Even though the piece demands its own 
space, an environment is not established due to the work prepossessing 
an observational encounter with the viewer. What happens in this 
encounter is, while the piece emphasizes subtle changes in perception, 
the spectator's viewpoint shifts in time and space. As the perceptual 
possibilities of the viewer as well as the signification and representation 
of the piece go beyond sculptural methodologies to an expanded realm, 
the perceptional phenomenon is all there is and is what engenders the 
experience. The work creates an experience through perception and 
therefore defeats the way in which traditional sculpture is understood. 
Instead of being a reflection of a pre-existent internal structure, the work 
is reflective of the viewer. We comprehend the piece as it is; it alludes or 
references nothing but itself. It is only through the viewer’s act of 
looking that it reveals its inherent intent, which is an event where 
psychological matters are of main interest. The work evokes a sense of 
wonder and an inarticulate phenomenon where the viewer’s perception 

                                                
14 The psychodramatic manner of art can be found in the work by Donald 

Judd, Fred Sandback, Anish Kapoor and many others.  



and understanding of the piece becomes evident only in the interplay of 
object and subject.  

Everything that is true about the work is equally true of the space 
around it; in the phenomenological realm neither is more real. Both 
artist and beholder become therefore invested in Merleau Ponty’s 
essential phenomenological problem, as nothing is more difficult than to 
know precisely what we see.15 Mentally created and negotiated, the 
viewer sees and understands a figured reality. 

In essence, the work features aspects of phenomenology of 
perception, ensuing understanding experienced in a dramatic condition. 
The only way the work can truly be understood is by the experience 
engaged by perception. It is through our minds and the experience in 
our minds that is the continuing drama of the psychodramatic work. 

 
 
 

      Olafur Eliasson, Your Space Embracer, 2004, 
      Courtesy of the Artist and Jarla Partilager. Photo: Carl Henrik Tillbergs 
 
 
 

                                                
15 Maurice Merleau Ponty, Phenomenology of Perception, 2002 (1962).  



V 
 
Temporal 
 
Displaying works with temporal features is a mannerism on its own in 
regards to spatial work. These works are more concrete as they focus on 
features derived from the world; portraying events of which we can 
speak as they depend on temporal expanded significances. The 
temporal arrangements activate a drama of the beholder, in an active 
subjective sense, as an interpreter of scenarios within his/her field of 
vision. What makes a viewer understand such a piece is the recognition of 
its temporal features, which is its expanded significance.16 

Alicja Kwade’s work `Unter Anderen Bedingung´ shows three 
disrupted silver plates placed on the floor. The silver platters unravel an 
expanded significance, as the viewer comprehends the portrayal of an 
event occurred. The habitual perspective of the objects tells us that, as 
they are presented, they are no longer what they were or are supposed 
to be. An event is revealed which has a definite outline and about which 
we can speak. The observation of the disrupted silver plates is a 
negotiation of time and reality. The temporal acts here as the expanded 
significance, by which we understand that physical factors are part of 
the work and are taken into consideration when observed. 

The appearance of time made visible within spatial works creates a 
visible phenomena and springs from the comparison between what is 
seen and what is real for the viewer. This means that the relation 
between realities becomes observable and the situation imparts on the 
beholder an experiential understanding of time and space. The works 
portray perceptible yet intangible events identifiable by the viewer’s 
intellectual re-creation. Within these arrangements, the expanded 
significance is a characteristic of the temporal. An understanding of the 
piece is dependent on the viewer’s comprehension of the work being 
abstract in regards to the physical. And the experience bases itself upon 
phenomena mentally re-created and interpreted rather than cognitively 
experienced as in psychodramatic objects. The attempt to portray a 
situation, to admit the beholder to reason, through a temporal 
occurrence is a way of working in its own right. 

                                                
16 Other examples of the Temporal mannerism are Cornelia Parkers Cold Dark 

Matter, An Exploded View, 1991 and Christian Andersson’s 1:1, 2004, amongst 
others.  



The temporal, what relates to the world, is a compositional feature in 
these works and is the expanded significance engendering experience 
and understanding. In using phenomena integral to the viewer’s life-
world, the work gives the impression of being beyond structures and 
arrangements, instead giving way to a conscious intellectualization of 
what is contained within the field of vision.  
 
 

      Alicja Kwade, Unter Anderer Bedingung, 2008 
      Courtesy of the Artist and Johann König, Berlin.  
 

 
     
 
 
 
 
 
 
 
 

 



VI 
 
Thespian 
 
In comparison to the staged event taken place in the temporal work, 
thespian object’s expanded significance is one of an actual event 
transpired. Thespian work has connotations intimately connected with 
the actual drama occurred. The materials and objects displayed in these 
works are in fact thespian because of the viewer’s comprehension that 
they are representative of what can best be called `performative 
production´. The extended significance of the work, as noted by the 
viewer, is its origin in performative aspects. This means that we as 
viewers recognize that the items within our field of vision are renditions 
of a prior act or performance.  

Tris Vonna-Michell’s arrangements are largely dependent on a 
shared existence with the act of performance. The materials used act as 
traces for the visitor to experience what has been and to recognize a 
performative production. The work is of course a work on its own, 
although the beholder understands that what is seen is a result of 
something, meaning that beyond the works lay the performative 
measures taken, in order to produce what is exhibited. The thespian 
arrangements of arcane ephemera, slide-projectors and negatives, form 
associations to Tris Vonna-Michell’s performances. In some cases live 
performed, in other by audiotape, Vonna-Michell tells narrative and 
absurd stories that, while tentatively real, may or may not have ever 
occurred. During the fluent and often rapid monologues, the objects 
and their arrangement act as aids for both artist and audience in 
following the narrative weave presented.  The viewer comprehends that 
what is seen is not only effects of a performance but is also 
representational as artifacts of that act. The objects and materials 
become thus relating to the performance as thespian items of 
remembrance. 

Fundamental to thespian art is the viewer’s understanding of the act 
of creation that has taken place and what is observed is a result of a 
dramatic performance. This is the understanding of the expanded 
significance. And the dramatic condition in the encounter between 
object and subject is a comprehension of the predominant visible drama 
in the production of subsequent objects imparting a certain importance 
to the act of production. 



The notion of expanded significance in the thespian objects is 
because of the intimate relationship between the production and the 
representation of production. This production is forced upon the viewer 
and the objects become representations of the related drama. The 
objects are then, not only works of art essential in themselves, but also 
works of art in relation to the act preceding them. The residue of 
performance is more thespian than installation since the object 
represent a drama taken place. 

 
 
 
 

 
      Tris Vonna-Michell, Seizure 2007-2008. Exhibition at Kunsthalle Zürich 
      From the work hahn/huhn, from 2003 – ongoing 
      Photograph by Stefan Altenburger.  
 
 
 
 
 
 

 



VII 
 
Permutations 
 
Retained from initial theoretical attempts of the object being simply one 
aspect to take into consideration, contemporary spatial work has seen a 
withdrawal from the items, instead moving towards an ordering of 
deconstructed parts. The process of refraining from constructing the 
items of an artwork signals a deconstruction of the items within a 
conceptual frame. They are permutations, constructions in which a set 
or a number of things can be ordered or arranged.  

The withdrawal from objects has a distinct position in creating 
artistic spatial configurations, reduced to simplicity through positioning 
materials and structures. And the preoccupation with spatial 
contextualization results in objects arranged, rather than objects 
created. The items within these arrangements are no longer produced, 
they are more often found, sometimes altered, and positioned against 
each other or the space they inhabit. Many artists of recent 
arrangements find themselves more attentive to positioning scavenged 
and conceptual objects, rather than producing objects in order to create 
works. These gestures, of the artists as well as the objects, create 
dramatic conditions in which a viewer recognizes a conceptual intent by 
the reference system inherent in the positioning. The relation of object 
to object and the relation to the architectural space is a reference 
system, legible for the viewer to understand the concept of the piece. As 
the inherent identities of the pre-existing items are altered through a set 
of relationships, the work implies that the objects on display represent 
concepts for the viewer to understand. The extended significance, which 
is the system of reference within an arrangement, lends notions to 
artistic construction at times where the objects themselves have been 
untouched. 

The piece ‘Darkness Falls On Beroldingerstrasse 7, 79224 Umkirch’ 
is a collection of everything that emits light from a house. The objects, 
taken from the place the title implies, are gathered and positioned. The 
items, presented as `remains´ and pieces of evidence, are subjects of the 
careful selection of the artist.17  

                                                
17 Friederike Schönhuth, In This Way Everything In The Distance Becomes Poetry, 

[Editions Yvon Lambert] 2007, p. 9 



 
      Jason Dodge, Darkness falls on Beroldingerstrasse 7, 79224 Umkirch, 2007 
 
The set of things refer to each other and the place they were in before, 
lending the arrangement an expanded significance to be understood by 
its viewer. Collecting items for a structure has become what drawing is 
to painting, a preparation for compositional ordering within spatial 
context. The positioning expresses its self-contained intent by the artist’s 
action of gathering and composing. And the contrivances create a 
positioning of intellectual reflection upon the work, imposing a notion of 
an extended significance. The pre-existing identification of the objects 
and their inherit forms and representations are still present, yet the 
contextualization of the objects gives them a realm beyond their form. 
The contextualization of the items debunks the viewer’s habitual 
perspective and the illusion, contextualization or intent of them takes 
place before the beholder. 

By focusing on the reality between object and object, the beholder’s 
attention shifts to the ambiguities built into thought and perception. The 
emphasis on the reality of materials (and space) in which a reference 
system is identified is the consideration when the work is viewed. The 
objects remain hierarchically equal and reference the concept in which 
they are set through relating to inherent conditions and records. 
Through artistic intervention the arrangements are created where the 
interdependence within the constructed set is attentive to its 



surroundings and its subjects. The loss of production of objects does not 
mean that there ceases to be construction. The assembling of material 
or pre-existing items means only that objects produced are not by hands 
of the artist in order to aspire to the act of the artistic construction. 
Recent installations see objects formed together observant to themselves 
and surroundings, displaying a subject or narrative immanent in the 
installation as a whole. 

The use of ready-mades in a spatial construction without production 
of objects, signals an enhancement of logic and order between parts as 
the materials create an immediate understanding that the parts of the 
arrangement are not produced, yet the recognition that the experience 
is created with artistic intention. 
 

 
       Jason Dodge, Above The Weather, 2008, 
      Courtesy of the Artist and Massimo De Carlo Gallery.  
      In Lübeck, Germany Mariele Schultz wove a piece of cloth. She was asked to choose      
       yarn of the color of the night equaling the distance (12 km) from the earth to above    
       the weather.  
 
The work `Above The Weather´ by Jason Dodge refers to 
circumstances outside the work that is its extended significance. The use 
of permutation, creating in turn the expanded significance for the 
viewer, is prominent in Jason Dodge’s work. Materials and objects 
become thematically gathered through connections of comparison, 



lending notions of literal and abstract representations. By the action of 
looking, concepts and object become in the work an undertaking of the 
connotations already existing, positioned by the apparent categorizing 
and signification presented. 
 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 



VIII 
 

Conclusion 
 
The remarks on this subject stem from the conditions spatial works 
engender in the encounter with the viewer. The aim has been to provide 
the reader with a framework within which to place individual 
experiences of the works. 

The exhibition Spatial Works, to which this research paper is 
connected, exemplifies variations within spatial work. By organizing an 
exhibition around this context, the variations presented is fleshed out. 
The research preceding the exhibition has resulted in the development 
of a specific terminology; an articulation of different practices in 
installation art. Psychodramatic, Thespian, Temporal and Permutation 
are here seen as mannerisms of spatial works of art. 

The expanded significance presented in this paper is a feature of 
composition, as the dramatic condition characterizes the encounter 
between object and subject. The polyphony of information encountered 
by the viewer is not only created by the art work itself, but also by its 
signifying composition, so to say `al fresco´ of the work, of which the 
observer gains certainty of the pieces spatiality as well as understands of 
the work of art.  
 
- Theodor Ringborg 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 


