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work. Neither biographical
nor documentary, these en-
tertaining MICA-TV pieces
stand in sharp contrast to
standard overwrought ro-
mantic film and television
documentaries about artists.
In place of the clichés and
stereotypes that saturate
these formulaic works,
Klonarides and Owen take
off on old and new media
styles, investing them with
new messages, and some-
times even creating new
forms. It is surprising that
they have received so little
critical attention.

In the ten-and-one-half-
minute Cindy Sherman: An
Interview (1980-81), photog-
rapher Cindy Sherman ap-
pears variously as gallery di-
rector, talk-show hostess,
and publicist, seated across
the table from an interview-
er, as they discuss her portfo-
lio called Untitled Film Stills.
The backgrounds shift to suit
her changes of costume, fit-
ting the cheap publicity look
of the roles she takes in her
Untitled Film Stills. Sherman
discusses her career, her
move to New York, her
working methods, and how
businesslike her life has be-

Cindy Sherman: An Interview.

come, as the interviewer
(played by Klonarides)
wraps up with “It was inter-
esting meeting all of you.”
Cindy Sherman: An Inter-
view takes Virginia Graham'’s
Girl Talk from the 1960s and
1970s, and Hedda Hopper's
Hollywood, which aired dur-
ing the 1950s, as its tongue-
in-cheek models, transform-
ing girl talk and Hollywood
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gossip into devices accom-
modating the method and
style of Sherman’s work. In
front of the video camera,
Sherman performs in cos-
tume as both subject and ob-
ject, as she did before her
still camera when her identi-
ty was very often unrecog-
nizable to even a knowing
audience. For those view-
ers who might get lost in
Sherman’s many identities,
Klonarides adds in voice-
over on the five stills at the
end: “That’s her.”

lonarides and Owen

again refer to a period
television show in their
video John Torreano: Art
World Wizard (1986). NBC’s
program of three decades
ago, Watch Mr. Wizard, with
Dan Herbert in the title role,
is their model. “That’s what
all the kids in the neighbor-
hood call him because he
shows them the magic and
mystery of science in every-
day living,” the introduction
to the show intoned as Mr.
Wizard made his appear-
ance, ready to demonstrate
often complicated experi-
ments on explosions or how
a pulley works to an eager

tery and dazzle to the dia-
mond through special effects
he creates with a device
known as a video paintbox.
The tape trades its black-
and-white vintage look for
color during this sequence.
Practicality and imagination
come together in a simple
way, teasing us into discov-
ering something more about
the artist’s work.

The old Mr. Wizard pre-
siding over science contrasts
well with the four-minute in-
and-out eighties Art World
Wizard and the disbelieving,
show-me child of today. The
latter cannot see the devel-
oping diamond shape but
only “a bunch of wood stuck
together” until it is trans-
formed by the flashy special
color video effects. With a
short and entertaining for-
mat, John Torreano: Art World
Wizard offers us a series of
brief takes on art and the
art world.

“In an era of contradic-
tory signs, confusing move-
ments, and hysterical hype,
one takes comfort and direc-
tion from works which light
our way through the over-
cast landscape of contempo-
rary culture,” is the way the

R. M. Fischer: An Industrial.

and curious child who
shares the stage with him.

In Art World Wizard we
watch the wry artist Torre-
ano give playful but thor-
ough explanations to his
young and skeptical neigh-
bor as he constructs a dia-
mond shape, the hallmark of
his work. Torreano then
winks and orchestrates some
screen magic, adding mys-

Joan Does Dynasty.

voice-over narrator accom-
panies the dazzling images
of R. M. Fischer’s lamp-
sculptures that open R. M.
Fischer: An Industrial. In
keeping with the industrial
character of Fischer’s work,
the tape borrows from the
industrial and corporate
slideshow presentation and
the television commercial.
Slick is an adequate descrip-

tion for this tape, made for a
mere two thousand dollars,
a small fraction of the cost
of the high-end work whose
appearance it emulates.
MICA-TV boldly mixes
critical statements about Fis-
cher’s work with sales
claims, so that the two, criti-
cism and marketing, become
indistinguishable, merged in
hyperbole and hype. The
aggressive tape, with its pa-
ternalistic voice-over narra-
tor and its glossy images
promoting two lines of Fis-
cher’s sculptures, also calls
into question the troubling
distinction between art and
industrial design, art and
craft. The copy trumpets ev-
erything from Fischer as “the
impresario of futuristic nos-
talgia” to “Home Base, a stun-
ning marriage of nature,
heavy industry, and nine-
teenth-century charm.”
Sarcastic and entertaining
it is, but by exaggerating the
industrial format, the piece
smirks at what it is designed
to criticize, and it also ends
up as baldly self-serving. It
finds fault with the sales-
pitch approach to art, while
at the same time benefiting
from it. But R. M. Fischer is

John Torreano: Art World Wizard.

fascinating exactly because it
treads such a fine line be-
tween sales pitch and disap-
proval of the art world’s
commercialism. However, it
is unable to comfortably ad-
dress an art that merges with
craft and industrial design.
Rather than transforming to-
day’s television entertain-
ment, it seems disturbingly
caught up in it.



ICA-TV combines en-

tertainment with in-
formational forms of televi-
sion—the talk show, the
educational program, the
commercial, the public-ser-
vice announcement, and the
teaser. In the works of Bruce
and Norman Yonemoto,
-which include Vault (1984),
and Joan Braderman’s Joan
Does Dynasty (1986), the ma-
terial is mined directly from
the heart of televisionland—
the soap opera. Both of
these works were shown in
biennials at the Whitney Mu-
seum and have received at-
tention at other museums
and at festivals in the United
States and Europe.

Vault is real pastiche.
Speaking for himself and
his brother, Norman com-
mented: “Formally, Vault
depends upon conditions in-
ternalized and strategies em-
ployed by commercials.
And psychoanalysis has
been an integral part of the
commercial—the vehicle for
marketing products.” Vault's
send-up tale is based on the
premise that “we perceive
our personal histories as a
series of personal traumas,”
mimicking the treasure trove

Cindy Sherman: An Interview.

that television, Hollywood,
and advertising readily cash
inon.

Demonstrating their be-
lief that, in Norman’s words,
“most feature work can be
condensed into twelve min-
utes,” Vault runs for just that
long. It is dedicated to the
memory of Luis Bufiuel, a
film director who was adept
at orchestrating absurdist

melodramas of the middle
class; the soundtrack is dom-
inated by Wagner’s Licbestod,
the same music that Bunuel
selected to accompany his
1928 film Un Chien Andalou.
The Yonemotos embellish
the intentionally stiff and
mannered acting in Vault
with anxious glances and
overdetermined reaction
shots as the characters
mouth soap cliché after

cliché. At the same time,

they elide and juxtapose
time and space, saturating
their plot with symbols from
popular and high culture.

These are symbols medi-
ated and known to many

only through television—the

controlled classical musician,
the romantic and intuitive

abstract artist, the sports a
ateur “imaging” her wa
into professional stardo
the wealthy oil magnates f
miliar from Dallas and Dy-
nasty. Through hyperbol
Vault plays with media for
mula and convention, poir
ing up what it is that soap

operas do. While it may

deconstruct the soap an
amuse viewers at the sam
time, the irony and extreme
distancing end up draining
the work. Unlike the never-
ending soaps, when Vault is
over, it's over. Is the deliber-
ate coolness of production a
critical send-up, or is it an af-
firmation of the television it
is analytically taking apart?
We aren’t sure.

Soap opera is one of the
most influential products of
television and popular cul-
ture. The Yonemotos are on
the outside of the soap, look-
ing in at it. In Joan Does Dy-
nasty (1986), Joan Braderman
peers out at us from the tele-
vision screen in her cogent
recut of a season’s worth of
episodes from Dynasty, re-
duced to thirty-five minutes.

Two years earlier Brader-
man had made Natalie
Didn’t Drown: Joan “Reads”
the Nafional Enquirer for Pa-

per Tiger TV in New York,
an alternative media group
that invites writers, artists,
and academics to produce

~half-hour critiques of the me-
‘dia, which are then aired on

ublic-access cable. Influ-
ced by Paper Tiger and en-
couraged by the success of
1er witty show for them,
Braderman invented a new
for Joan Does Dynasty.

Appearing in discreet
ack, sometimes hidden be-
_d a Mexican wrestling
ask, in close-up or full
ot, occasionally upside
wn, Braderman is ubiqui-
s throughout the video,
ering her commentary
e after scene, sharing
n with the ongoing
of Dynasty, the fa-
evening soap of the
hties. Braderman,
activist and one of
1 members of the
s magazine collective,
s the wardrobes,
decor, friends and
of Alexis Carrington
pan Collins) in tones
es akin to gossip,
re often taking the
f sarcastic and very
ning social and polit-
ommentary. “I’'m an

bove: Joan Does Dynasty.
: Bruce Nauman's installation
it the recent Cologne exhibition
ideo Sculpture.

American, like TV itself,” is
er opener, introducing her-
elf as a loud-mouthed six-
ties academic, heartily enjoy-
ng her interventions on-

“screen.  Nothing escapes her
_in Dynasty—sexist men, anti-
“feminist women, class con-
‘descension, racist putdowns.

Now and then in her leap
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Joan Does Dynasty.

through the Dynasty season,

Braderman repeats a charac-
ter’s gestures or dialogue in

R M. Fiséhiér! An Tadustrial,

derman’s point is that Dy-

Juan-Dbes Dimasty. e

of the co*timmness indus-

nasty is ‘about power—as 1is. ""try no.one hears you when

television itself.  “TV and -

short choppy sections, un- i global enterprise,” she says,

derlining a fetish, accenting
a violent moment; or point-
ing up an excess.

Speaking of Collins’s in-
fluence, the onscreen Braders
man remarks that she “is in-
stalled in ourglives, in your
life and in my life. She is
there every Wednesday
night and she’s watching us.
She’s got the power.”
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Bra-
4 ed Dwmsw delectahon.'”

“joined in a symbiotu rela-
tion, cannot be thought of
separatelv"':.The issue is
how to appropriate that
power, which Braderma'n

"l confess my unrecons

though I've got the mtellagy
tual tools to: deconstruct 155"

tion ot a new way to love 1l;77'
I don't know

. metworks, because of ‘the®
gal problems that it would -
: inevitably cause..::!t subverts
can Eymﬁtm com-,

: n
% rmunn-,

'.vrbr!-l ]:'
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)’Oll scream.”

The unforinnaté‘mv is

that' Joan Does Dynasty will
‘probably never be sho
where it ought to, on the

s é‘mjgar the net-
works and

lvertisers too'
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ment in the pOStmodert
elghtxes Anartist may cre-
ate new forms, but will these -

cae-

make us aware of the real
power of television and how

to deal with it, or will they

simply be absorbed by it?

‘Public discourse is radically -
affected by television, as Neil
. Postman arguesfiand in re-
- &nt years the political ad,

“the news, and the education-

al program have all increas-

ingly emulated the Boap,

dramatizing eventsito attract

- ‘ever larger audiences. These
" .days, how can:we tell the

difference between Dynasty

and a presidential news.

conference? Dyuasty, Bra-
derman tells us in her “graf-
fiti”’&sion, is “very much
like the movie we live in,
where a movie actor plays
the president.”

s '?
[Our thanks to Electronic Arts Inter-
mix i New York, Video. Data Bank

i Chicago and New York, and Joan

£ B dcrmnn for access. to Hu lapu.l

Comwell a va le\—
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