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ABSTRACT OF THE THESIS

Robert Heinecken'$V/Time Environment
by
Zachary Austin Pfahler
Master of Arts, Graduate Program in Art History

University of California, Riverside, June 2012
Dr. Susan Laxton, Chairperson

Robert Heinecken’s early works represent an artist in the liminal spacednet
well-known and well-worn modern art practices and the beginnings of a burgeoning
postmodern art movement. Heinecken’s own practice, emanating from his photography
laboratory at UCLA, acted as a clarion call for a new generation dsadisepudiate
outmoded photographic practices based on Group f/64 aesthetics and Clement
Greenberg’s notion of medium specificity. Thus Heinecken was in the vanguael of
movement now known as postmodernism. Unfortunately, Heinecken has not been given
due consideration in art historical scholarship for his influential corpus of coticept-
work. Only in recent years—due in part to the GetBesific Standard Timenitiative,
which established Los Angeles as a central source of postwar artistic innevhaas
scholarship critically approached Heineckemesivre | suggest that a more thorough
understanding of Heinecken’s objectives would reveal the debt that postmodern art

practices owe to him.



My thesis, “Robert HeineckenBV/Time Environmetitinvestigates Heinecken’s
engagement with emergent aesthetic and theoretical concerns of the 1960s and 1970s. |
employ Heinecken’3'V/Time Environmen({1970), as a case study because it is an
installation which exemplifies the aesthetic and theoretical objsabif/Eleinecken’s
early work. WithTV/Time Environmenteinecken fully realized a critique the
pervasiveness and persuasiveness of mass media imagery. | argue th&keHainec
innovative installation piece acted as a nodal point for three criticaéWwanks—
semiotic theory, surrealist art practices, and media criticism—alhafhanformed
TV/Time Environmenand which were subsequently redeveloped in the post-
photographic work of other artists that appeared in Heinecken’s wake. Myiardlys
TV/Time Environmentinforces the installation’s impact in both the 1970s and the
present. My thesis is not a comparative project, but an examination of the effect of

modernist theories upon a critical early postmodern work.
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Introduction

Robert Heinecken’$V/Time Environment

Writing Heinecken in the Po8tacific Standard Timé&ra

Pacific Standard Tim@ST), the Getty initiative which brought together over
sixty cultural institutions throughout Southern California in order to commemordte mi
twentieth-century Los Angeles art, showed decisively that Robert Heinlsaknpact on
the Los Angeles art scene has been vastly underappreciated by pristogitdiiwork®
Most survey texts do not mention him or, worse, dismiss him as a sensationalist because
of his sexually-charged imagé3he best-known writings on Heinecken come from
museum catalogs and retrospectives. Many of these texts do not effeaiablge the
themes within Heinecken’s work, opting instead to merely summarize his foadale
career, which began in the early sixties.

Speaking in Tongues: Wallace Berman and Robert Heinecken, 1961aF56
exhibition at the Armory Center for the Arts in Pasadena, provided an opportunity to
view a significant portion of Heinecken’s magazine and television manipulatibaes. T
exhibition and its catalog eschewed the usual monographic approach and developed a
reading of one of the most significant themes within Heinecken’s work:ste of
covert meaning within mass media imagery. The exhibition also reinscraéiaddken as
an artist working in the interstitial space between an already codibelénmm art

movement and emergent postmodern trends. Subsequently, Heinecken propelled the Los



Angeles art scene into the burgeoning postmodern art movement. While Ed Ruscha
(whoseStandard Station, Amarillo, Texdggure 1.1, was the centerpiece of much of the
Getty’s promotional materials f&tST) used the automobile as a new apparatus to
develop his artwork, Heinecken used a parallel, but arguably more persudsiveatiec
support, using mass media forms such as magazines and the television in ordeerto deli
his messag@.

Heinecken referred to himself as a “paraphotographer"—he rarely shot his own
photographs. Instead he concerned himself with extant photography, with particular
emphasis on photographs found in the mass media. During a lecture for the Society of
Photographic Educators in April, 1988, Heinecken advised viewers not to compare his
photographic works with traditional “straight” photography. He lifted imdgesa other
sources in order to dissect their hidden meanings and he educated his viewers to do the
same. During his tenure at UCLA, Heinecken theorized that photographs were not
pictures of things, buibjects abouthings? Heinecken’s photographic works were thus
forerunners to the appropriation arts of the seventies and eighties aretaedethe use
of mixed-media techniques within photography practices.

The biographical approach of much of the writing on Heinecken undercuts his
complex critique of mass media. With a set of unprecedented strategiesKdaise
work establishes agency for the viewer to defend his or herself againsatémiig roar
of the mass media machine. This thesis contributes to the existing literatuetnecken
with an in-depth examination of a single work, Heineck@WsTime Environment

installation from 1970 (Figure 1.2; see also figures 1.4, 1.6, and 3.5 for different



installation sites), in order to develop its themes of sex, power, and (visual) vidlence
TVI/Time Environmernwas first displayed in 1970 f&@alifornia Photographers 1978t

the Pasadena Art Museum (now the Norton Simon MuselivijTime Environment
followed Heinecken’s early magazine work, including his best-known séwes{ou
Rea(see chapter one, figure 1.3), andTimemagazine manipulations beginning in

1969 (Figure 1.3). In the latter works, Heinecken “superimposed a lithographic paint of
recently published photograph showing a smiling soldier holding the decapitatedheads
two unknown Vietnamese youths” to the inside pages of ordinary coplesef
magazin€. The compromised issues would then be placed on magazine racks or in
waiting rooms for unsuspecting readers, challenging the complacenay wfedia-

saturated realit§.

TV/Time EnvironmeriExplained

TV/Time Environmerglaborates on Heinecken’s early magazine works. The
piece was installed at least six tinfésach installation had common elements: viewers
were invited to enter an environment reminiscent of a sixties/sevenfiessburban
living room. There the viewer would sit in a chair and watch television through a
manipulated set. Heinecken had removed the front of the television set, put a high-
contrast film positive, or photolithograph, of a pornographic image inside the set over the
cathode ray tube, and put the face of the set batkTime resulting superimposition
created a believable image in which broadcast television was viewed thineugh t

pornographic photolithograph. As Heinecken described it, “You're sitting in the chair



watching [and] whatever happens to be on television becomes the anatomy ofithis fig
or the clothing of this figure, or the viscera of this figure, or certainly joins hvatio t
figure.!
There were six photolithographs in total and each one featured a nude female
figure cut-off at her neck and upper thighs. The photolithograph thus displayed only the
female’s torso, complete with breasts and genitalia displayed, wittottteurs of her
body framing the televisual image. Unfortunately a studio fire destroyeafit of six
photolithographs$? The only remaining photolithograph can be seen in documentation
from the Santa Barbara Museum of Arlkgitudesshow, from 1979, as well as the
Armory show’s installation (see figures 1.2 and 1.4).

In an April, 1988 lecture for the Society of Photographic Educators, Heinecken
presented video footage within the manipulated television dé¢/@ime Environment
This same video footage appeared at the Armory Center for theSheaking in
Tonguesexhibition, held from October, 2011 to January, 2012. As a result, much of this
project’s content analysis derives from Heinecken’s video footage. The vatecefea
series of commercials from the sixties and seventies intercut witroatage. Unlike
earlierTV/Time Environmenhstallations, which featured live broadcast television, the
assembled footage does not feature any television programs what3tevehange was
in part intended to recreate the installation as it would have been seen in thearly
mid-seventies—the video footage demonstrates for a contemporary viewer how the
manipulated television set operated in its original context. More importanthgveow

the change from broadcast television to video reveals Heinecken'’s engircha



understanding of the televisual experience, and thus allowed Heinecken to fihestune
critigue of mass media. In essence, the introduction of commercial-onlyldedem
footage was Heinecken’s way of stating that all aspects of the telesiqueience
targeted the consumer; in effect, there is no difference between a televigjcanpiand
the commercials which interrupt it—they are both intended to sell to the viewer.
Commercials, however, condense the calculating patterns of mass media into much
shorter time spans, making them much more significant tools for Heineckea'st ass
against the televisual experience.

Other elements oFV/Time Environmerdepended on the exhibition space. The
piece inCalifornia Photographers 197featured an overstuffed chair supplied by the
show’s curator, Fred Parker, as well as wallpaper, plastic poinsettias) atidrad
magazine featuring an image of then-Vice President Spiro Agnew in addition to an
Agnew mask (see chapter one, figure 13&ther settings used elements of the
exhibition space, such as air conditioning systems, which believably fithrtivdtdécor
of the average suburban living room (see figure 3.5) and/or featured Heinecken’s

photographic works on the wall space.

Methodology
Loosely structured around Roland Barth®8&2—published the same year as the
first exhibition of TV/Time Environmertmy thesis examines the installation using three
separate models and in doing so suggestsWdatime Environmerdcted as a nodal

point within an emergent postmodern discourse. In other words, while my analysis of



TV/Time Environmenises three modernist theoretical models, | argue that Heinecken
reinvigorates them and propagates their use-value for future artists emthhssalike
within the postmodern era.

Chapter One argues that the structural underpinning¥/dfime Environmertan
be understood within a semiological framework from Ferdinand de Saussure to Roland
Barthes. | employ texts by the two aforementioned authors in order to define the
signification processes behind both the televisual image and the instaliseibn i

Chapter Two examine€BV/Time Environmenwithin the surrealist framework of
André Breton’s writings. In this chapter | explore Heinecken'’s undedstig of
Bretonian Surrealism and in particular the ways he believes the unconscious mind builds
an image. A peripheral goal in using Surrealism in Chapter Two is to reinscribe
Heinecken within an already established art historical discourse whinlyisawv
recognizing his work

If Chapter One disassembles the imag&WiTime Environmennto its
syntactical structures, and Chapter Two analyzes the image usingttietiaesnd
theoretical support of Surrealism (through which Heinecken transmits tige)intlaen
Chapter Three closes my reading of the image, drawing upon a then-emeidehafie
Heinecken personally studied. In Chapter Three, then, | will examine rhedig t
contemporaneous OV/Time Environmentn using textual evidence from Marshall
McLuhan, Daniel J. Boorstin, and others, | argue that Heineck&fEme Environment
appears as a visual analogue to the radical media theorization that tooknsthape i

sixties.



Each chapter employs extensive content analysis in order to render a eomplet
image of the environment and Heinecken'’s corresponding attack against tHergreva
mass media forms of our time. To that end, my content analysis includes the
“compromised” televisual image, the installation setting, and the suitdodtaphs
made in the wake afV/Time Environmenihe goal of this project is to create a
dialogue about an under-examined artist. Therefore it is important to note thmbjbct
does not close Robert Heinecken’s work to other interpretations, but instead decodes
three aspects behind one of Heinecken’s most intriguing, yet cryptic and incosgr

pieces™
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Figures

Figure I.1. Ed Rusch&tandard Station, Amarillo, Texak963. Oil on canvas, 64 Y2 x
121 % in. Hood Museum of Art, Dartmouth College, Hanover, NH. Gift of James

Meeker.
Source: Ed Ruscha’s home page, accessed Marci®?2, 2
http://www.edruscha.com/site/workView.cfm?pk=28 edsith permission.



Figure 1.2. Robert HeineckemyV/Time Environmer(installation view), [1970] 1979.
Functioning commercial television; positive transparency; related nmegdite-size.
FromAttitudes: Photography in the 1970Santa Barbara Museum of Art, May 12 —
August 5, 1979, Santa Barbara, CA.

Source: Fred Parker, installation vieMtfitudes: Photography in the 197(Q(Santa Barbara: Santa Barbara
Museum of Art, 1979).
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Figure 1.3. Robert Heineckebintitled, n.d. Offset lithograph, 11.1 x 7.9 in. Center for
Creative Photography, University of Arizona. Robert Heinecken Archive/Giffiteof t

Artist.
Source: Claudia Bohn-Spector and Sam Mel&peaking in Tongues: Wallace Berman and Robert

Heinecken, 1961-197@asadena: The Armory Center for the Arts, 20fpBte xiii.
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Chapter One

The Paraphotographic ConditionsTof/Time Environment

Introduction

Robert Heinecken'’s early works helped to set a new direction for conceptual ar
one with photography at its cenfeRriven by an interest in signification processes,
principally within mass media imagery, Heinecken specifically took ai@raup /64
aesthetics (which had determined the trajectory of photographic practicecéules),
“challeng[ing],” in the words of Nathan Lyons, “the postulate that the visual dligpos
of the photographic image rest[ed] solely on its merits to picture experiences draw
directly from nature? This attitude, fashioned on the idealistic belief that the photograph
presented an unaltered view of reality, had already been challengeddsyli&etRoland
Barthes, who, in “The Photographic Message,” (1961), asserted: “[o]f all tintusé&s of
information, the photograph appears as the only one that is exclusively constituted and
occupied by a ‘denoted’ message,” and followed that by drawing attention to the
“phenomena which occur at the levels of the production and reception of the
[photographic] message,” particularly how the image is “treated” at pioduartd how
it is “read” at reception.

Heinecken’s cynical view of modernist photographic aesthetics led to a body of
work obsessed with mass media forms, facilitating a shift in West Coastagrfram

the “natural” and toward the culturaHe repudiated the notion that the photographic

12



image was merely a representation, implicitly accepting Banios#ion in “The
Photographic Message” that connotative procedures are integrated into every
photographic image, whether at the point of production or reception. As a culturally
bounded photographic practitioner, Heinecken drew inspiration from a variety of
mediums, and in particular from the writings of French author Alain Robbe-Griliet, w
according to Carolyn Peter, “challenged the traditional idea of the novel andpble
his storylines by describing objects from multiple points of viewn'both literal (e.g.
Figure in Six Sectiond 963, figure 1.1; anRefractive Hexagqr 965, figure 1.2) and
metaphoric ways (e.@\re You Rea&eries, 1964-1968, figure 1.3; and/Time
Environment 1970, figure 1.4), Heinecken followed Robbe-Grillet's model, making art
which looked at things from multiple viewpoints, asking viewers to put the parts together
differently®

Heinecken created a repertoire of imaglesutexperience rather thanf
experiencé. This approach, formulated in his 1965 “soft” manifesto on photography,
posited a new way of thinking about the medium, one in which “meaning is probably not
on the surface or necessarily associated with the subject matter [of a phbiddvut
that the photograph is “an object about somethirigjgure in Six Sectiongigure 1.1),
for example, can be understood as a conceptual iteration of dimension. In the words of
Peter Bunnell, it “presse[s] toward a concept of photography which encompasses
alternative formal perspective [...], one in which the previously illusionistiatoesabf
space and scale are transformed into actual space and dimension, thereby shifting

photography into sculpturé.With a work likeFigure in Six Sectiondeinecken

13



demonstrates the photograph’s plurality; this position is particularlpiacswnsidering
the numerous proponents of medium specificity in other artistic fields around the same
time. Likewise Refractive Hexago(Figure 1.2), a puzzle in which a photograph of a
female figure has been cut into twenty-four equilateral trianglefelueixplicates
Heinecken’s position: despite all twenty-four pieces fitting into a hexagbapesthe
photographic assemblage never communicates a coherent Redigetive Hexagon
asserts the objecthood of the photograph rather than the “natural” bodily image which is
portrayed on each puzzle piece. Linguistically speaking, Heinecken’s appediects
Ferdinand de Saussure’s study of the linguistic sign, first introducgdurse in General
Linguistics(1916) in order to examine the underlying structures of meaning.

In the posthumously publish&burse in General Linguisticghe foundational
text for semiotic studies, Saussure “conceive[d] of a sciehoeh studies the role of
signs as part of social lif¢...] It would investigate the nature of signs and the laws
governing them In conceiving what he called “semiology,” Saussure ushered in a
revolution, “[flor instead of men’s words being seen as peripheral to men’s undargtandi
of reality, men’s understanding of reality came to be seen as revolving abosbthia
use of verbal signs:* Saussure’s text was central in the formation of a broader
intellectual movement in the mid-twentieth century known as “structurafiSmherein
social phenomena, such as language, are described on the basis of underlying structures
rather than individual manifestations of meanin@he structural approach, particularly
as it was practiced by Roland Barthes (with specific attention to photogyaphgeful

in understanding Robert Heinecken because workd M{&ime Environmergxamine

14



the underlying structures of broadcast television and the messages iitsdaashe
viewer.

Barthes’Elements of Semiologppeared concurrently with his essay “Rhetoric of
the Image” in the journalommunicationsn 1964 “With Elements of Semiology
Barthes had recommended that descriptive models from structural lingbgstics
tentatively generalised to signifying systems other than natural lgegtiaRhetoric of
the Image” could be seen as an extensidél@hents of Semiology provided an
analysis of an advertising image following the framework set fortl@ments
Heinecken’s and Barthes’ practices came out of the same set of histonidélons. The
early sixties saw an explosion of mass media theory: Marshall McLupiamsering
study,Understanding Media: The Extensions of Maom 1964, was one of the first
texts to argue that mass media forms bear the mark of language—each new medium ha
its own underlying structure drawn from the internal language of older media {(Gee
Chapter Three). Barthes’ earlier collection of essays on masse;itythologies from
1957, semiologically examined the underlying mechanics of mass media forms fr
wrestling to stage plays.

Heinecken’s semindre You Reaeries (1964-1968), coterminous with Barthes’
Communicationgntries, assumed a similar ideological position to Barthes, exploring
“[t]he contradictory impulses of man to semanticise objects and to camouftage hi
communicative intention™® In an essay for the exhibiti@peaking in Tongues: Wallace
Berman and Robert Heinecken, 1961-193Gator Claudia Bohn-Spector describes

Heinecken’s strategy behite You Rea
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Are You RedFigure 1.3] was made by passing light onto photographic

paper through the pages of an illustrated magazine [...] The resulting

pictures showed both sides of the printed page simultaneously, creating

unexpected juxtapositions that exposed the subliminal workings of modern

mass media and disrupted the flow of its unquestioned consumption.
TVI/Time Environmen({Figure 1.4) elaborates on the Barthesian underpinningseofou
Rea the transparency of the female nude placed in contact with the picture tube of the
television created unexpected juxtapositions throughout the installation’s mpatex
seven minute running time, explicitly pointing out the subliminal workings of the
commercial advertisement$This chapter argues that Heinecken’s theoretical
underpinnings foil V/Time Environmentan be understood within a semiological
framework. | will strategize my argument according to the orgaoizat Barthes’
Elements of Semiologwhich is divided into four headingsanguage (Langue) and
SpeechSignifier and SignifiedandSyntagm and Systeal| of whichmap onto the
structure ofTV/Time Environment

Firstly, it should be observed that with each commercial Heinecken appropriated
for use inTV/Time Environmenmedia representations of women were central, and were
therefore the object of his critique. However, given the often pornographic tohtes
oeuvre—TV/Time Environmerieing no exception—Heinecken was often read by
feminists as a purveyor of the male gaze, employing erotic imagdry akpense of
women®® Criticism of Heinecken along gender lines followed a renewed interest in
identity-based critiques, which became popular in the 1$86shat decade Heinecken

was virtually deleted from historical memory. Feminist art historibig#&l Solomon-

Godeau, for example, does not mention Heinecken’s media-based approach in her essay
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“Photography After Art Photography.” Nor does Heinecken’s name appear in the
influential anthology on postmodernisAxt After Modernism: Rethinking
Representatiorexcept in Martha Rosler’s essay “Lookers, Buyers, Dealers and Makers:
Thoughts On Audience,” in which she casually dismisses Heinecken’s work ag “puss
porn.””* In her essay Rosler rightly pointed out, however, that Heinecken’s photographic
practices follow the new theory-inspired approach of structuralism, whichearéer

epoch “could never have entered the photo galleffeBtie consequences of Heinecken’s
contemporary reception haunts his output to this day, and are perhaps understandable
given the feminist polemics of the time. But | would argue that worksIhk@ime
Environmendestabilize the male gaze (and other hegemonies, visual and otherwise),

placing Heinecken'’s earlier output ahead of its time.

Signifier and Signified

In theTV/Time Environmentisruptive processes act upon viewers as they watch
commercial advertisements through Heinecken’s photolithographic “imtgrne’
Through this erotic screen, Heinecken makes explicit not only the hidden medrtimgs o
nine advertisements (which play on a continuous loop) featured in the Armory show
installation, but the rhetorical strategies that manufacture— and in tachlime—each
advertisement’s message. Recognizing Heinecken’s critique of Madisauévactics
and developingV/Time Environmenwithin a semiological framework are two
interrelated activities. According to photography theorist Victor Burginedisements

in situdemonstrate how an unreflecting person may mistakenly identify a sidatfier
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object’s physical entity) as sign (the union of signifier and signifiéBpr example, the
character of Josephine the Plumber (Comet’'s 1960’s mascot), in a comiioerCiamnet
brand cleanser, signifies the cleansing power of the product. The unreflectireg vie
might not be able to separate the character from the product, always rexpeeti
product to work as effectively as the service woman using it in the commercial. The
commercial sets up false expectations, and the viewer is expected roaigioize them.

In perhaps the most famous passageéaanrse in General Linguistic§aussure
clarifies the nature of the linguistic sign: “A linguistic sign is ndhk between a thing
and a name, but between a concept [signified] and a sound pattern [sigfilf@ajissure
explains his position with a diagram, in which the sound pattern, or signifier, “arbor” is
linked with the concept, or signified, “tree,” forming a linguistic sigg{Fe 1.5).

Supplementing Saussure’s explanation, Barthes categorizes the signifier on a
plane of expression and the signified on a plane of coft&atch of these planes then
contains the dichotomous concepts of form and substance: form can be described
comprehensively within a linguistic model whereas substance must adoptrexirstic
models as a means to describ& commercial advertisement’s forms of expression can
be described through simple, if comprehensive, visual analysis, yet a des@fpts
substances of content require formidable understanding of sociological knowledge. For
example, to describe the Barbie commercidl\fiTime Environmens simple enough:
two young girls call each other on the phone while admiring their Barbie dbés. T
commercial then cuts to the girls playing with the Barbie dolls and thegugari

accessories (including Ken), demonstrating for the viewer Barbikiktfes.”
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The viewer is meant to identify Barbie as a character with a set odinaditg
traits (which inflect toward Barbie’s target demographic, young gakfler than view
Barbie as simply a physical entity, i.e. a doll. Thus, to mistake sigrofiesidn in a
commercial advertisement can be seen as a carefully calculatedregigintof extrinsic
value to the physical entity: it is not simply an object on view on television, but a set of
connotative (usually ideological) values subtly written into the product. Umbeaoto E
identifies the type of sign seen in commercial advertisements as an igonic s
“possessing some properties of the object represéfitetére, however, Eco produces
the same methodological slippage that Burgin’s “unreflecting person” temmen
misidentifying signifier for sign: for example, Barbie as an object cgnostess human
properties. To rectify the situation, Eco suggests that the iconic sign repsahroe
conditions of reception: in the commercial advertisement, Eco argues, aseissati
transmitted, “buil[t] up [of] determinative configurations, either iconic onaogical,

|28 While there is indication, then, that the misidentification of

stylistic or rhetorica
signifier and sign occurs at the level of reception, it should be noted that it iSianigh
strategies at the level of production that this misidentification can lal@ustThese

strategies—particularly prevalent in commercial advertisements—progugglex

culturalized images, which in turn determine aspects of our cultural ideBlogy

Syntagm and System
To expose the commercial advertisement’'s manufactured experiences with

TV/Time EnvironmenHeinecken attached a photolithographic “frame” to the television
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tube, filtering each advertisement through a pornographic lens. As a resuéichkésn
generated visual congruencies between the static image and the televisia pic
suggesting a photo-filmic paradigm within segments of the reconstructnmmtage. In
order to demonstrate linguistic congruencies, it is important to recognize that i
linguistic system “everything depends on relatioifsThe same will true for an
understanding of V/Time EnvironmeniThese relations take two forms: paradigmatic
and syntagmatic. In the sentence “I will pour you a cup of water,” the word &wpthe
rest of the sentence forms a syntagmatic relationship: removing the wgrcgiters the
meaning of the sentence (rendering the sentence incomprehensible). Syictagm
relationships, then, are associations between words in a spoken or writtet! bfietior.
Burgin calls “the plane of the syntagm [...] thaisofdition”3* Conversely, paradigmatic
relationships allow fosubstitution | can replace the word “cup” with “glass” or “bottle”
or another word synonymous with “cup” and still maintain comprehensiflity.
Heinecken’s framing device allows for the development of revelatory
paradigmatic relationships. Saussure describes two different kinds ofgpaaéidi or
associative links, and both are activd M/ Time Environmentsometimes there is a
double associative link based on form and meaning, but in other cases just one
associative link based on form or meaning alofié\s one example, in a commercial for
Safeguard soap featured in the installation, a family, inexplicablytedtfitith musical
instruments, stands in a sterile environment wearing nothing but towels (whichlreover t
parts of the body that are bared in the superimposed photolithograph). As the commercia

progresses, the camera zooms in on the matriarch who displays the product in her lef
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hand. At this point there exists a visual homology between the photolithograph and
commercial image: the matriarch is displayed from the waist, draatiagtion to the

product much as the woman’s pose in the pornographic image emphasizes her erogenous
zones. There is thus a double associative link in the re-presentation of the Slafeguar
advertisement: both form and meaning align in Heinecken’s superimposition.

There are other double associative links which crystallize during the montage.
Close-ups permeate several commerdi@arbie’s visage envelops the screen, as do the
girls’ faces; here Heinecken foregrounds the cultural construction of fetgjmriich
begins at a young age with Barbie dolls and crescendos with the proliferation of
pornographic material aimed at men. An advertisement for Comet dedicatad fiftee
seconds to a close-up of a drain being scrubbed clean by Josephine the Plumber. In
Heinecken’s configuration the drain is juxtaposed against the photolitograph’s
superimposed genitalia—the implied vaginal imagery of the drain becomes anit expli
masturbatory act as the once-hidden signification process is rendereeta sepi by
Heinecken. Similarly, the implied sexual titillation in advertisememt$senesee beer
and Winston cigarettes are made overt; the phallic-shaped beer glassdsmwhénend
cigarettes of the latter seemingly penetrate the figure of the photoétogrst as they
enter and satisfy the user in their respective commercials. This lhigtno means
exhaustive. In the face @/Time Environmenthe viewer, as one critic observed,
“begins to watch with a sense of expectancy and a willingness to make tassakia
closures forming chance gestaltd Pleinecken intends for these gestalt formations to

expose the subliminal messages that underlie mass media imagery.
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Heinecken’s rearrangement of seemingly disparate commerciatsrintégations
of TV/Time Environmenhtroduces a new narrative element, again obviating the
complexities of the commercial advertising system. This narrativeeakeronstitutes
one aspect of the installation’s syntagmatic plane. With the new set-upkimngicits
the image of a culturally constructed female. The rearrangement ofercials in
TV/Time Environmergstablishes a role for women from childhood through adulthood.
Beginning at nearly any point during the video montage, the viewer can expect to see a
“demonstration” on how women should behave—that every commercial features women
working in some capacity is no accident; nor is it coincidence that the majority of
commercials feature household settings with a focus on personal or domesticess.
In its approximately seven minute running time, Heinecken’s video montage makes
explicit how advertisements mediate the viewer. The superimposed photolithogmaph als
produces a great leveling effect for the commercial sequence: with elvengisement
overtly sexualized, the viewer can recognize the institutional sexigmorkt and the
extent to which mass media images objectify women.

The installation’s syntagmatic plane also includes the interspersed cipaaif
bombings. A simultaneous indictment of the Vietnam War’s destructive capheity
War’s refracted view through a televisual lens, and the mass media’s bombitzdme
the public—and particularly female—psyche, these images of destruction fold into
Heinecken’s narrative. Inserted sporadically throughout the sequence;lthes® not
disrupt the flow of the advertisements; rather, the clips build upon the sequence,

reinforcing Heinecken’s message. Read at first glance, the bendding clips are
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naturalized alongside the commercial advertisements and thus theipsbtoa
implications are overlooked. At first view, these wartime clips appear eodgpéd a
commercial advertisement’s diegesis: their solid, bright colors flasbrears capturing

the viewer’s attention; the strafing planes fly across the screeyincawith them the

sharp imagery of many of the advertisements featured in the installatitnthése clips,
Heinecken suggests that wartime documentaries are used to “sell” Wwarpoblic much

like advertisements sell a product to a consumer. Furthermore, “[tjhe sourch of ea
image [...] raises the potential [...] reality of each [commercial atbegnient] to the

second power;” but paradoxically attenuates the reality of the clips thes&dn other
words, as the viewer accepts the fictional commercial's representatibasiag an
analogue to reality, they simultaneously reject the documentary footagérgpi
destruction as being a part of reality. This transmogrification otyesicurs because of

the repeated use of aerial bombing clips: “the signifier of connotation is then notilonge
be found at the level of any one of the fragments of the sequence but at the level the
linguists would call “suprasegmental,” in this case, the level of conderi&’ This
orientation produces an uncanny, exaggerated effect but it does not break theaymtagm
chain; in other words, the repetition of the bombings desensitizes the viewer, regrient
the clips so that they seemingly belong within their commercial advegige

surroundings. Through the photolithographic treatment, however, Heinecken reveals how
wartime efforts are semanticized in a manner analogous to consumer consumption. The
propagandistic functions of the clips are only made explicit through a frame whéth |

the sequence and consequently likens each explosion to an object for consumption.
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Finally, another syntagmatic chain develops around the room built for the
television (Figure 1.6). Described by Heinecken as “a small living room witly funk
wallpaper and plastic poinsettia$,the set-up satirizes the suburban living room. As a
stock of stereotypical signs, however, the room provides the viewer with a maredactur
living experience. As a part (the room) which stands for the whole (thebsubliouse),
the room belongs to the metonymic order, an operation which constitutes a form of
synedochic expressiciithe room’s figurative elements elaborate upon the house’s
“spatial element[s] in order to make [the room] play the role of [a tota@itgl]take its
place [...]. Synecdoche makes more dense: it amplifies the detail and mzastine
whole.”® The room reflects Heinecken'’s strategy for the video montage, whereils deta
are amplified by the interpolative frame in order to emphasize the &gtoiahe
commercial-viewing experience and extend that actuality to the expeieétite in the

age of mass media.

Languagel(angug and SpeechParole)

Saussure’s central dichotongnguéeparole (language/speech), can also be
assimilated into a semiological framework 10r/Time EnvironmenBarthes defines
langueas the social part of language, “it is essentially a social contrachwhe must
accept in its entirety if one wishes to communicatdt’is the form that written texts
take.Parole or speech, on the other hand, is the individualization of language—the
speaking subject can create his or her own code with a view to personal exgfession.

Language in broadcast television is “elaborated not by the ‘speakingbuaby [what
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Barthes calls] a deciding grouf®”A deciding group in television consists of the writers,
artists, directors, producers, and studio executives in charge of creating ;cdonbémer

words, the “idea men.” Within a televised broadcast, some facets language would be the
script, props, direction, and other constitutive elements which are elaborated on by the
deciding group. One facet of speech, which is evidently much narrower in scope, would
be the things that enter the broadcast outside of the control of the deciding group, like the
minute individual articulations generated by the actors (e.g. blinking). The aocrame

thus provides a semi-formalized synecdoche of the advertising system. Taeaisa

played by real people chosen for their stereotypical generality, delivaniipgage of
advertisemenit! Their words, their gestures, and even their images emanate from a
deciding group in an emphatic fashion, opening up a (one-way) communicative channel
between the advertisement and viewer, one in which the viewer is expected toizmpa
with the character portrayed.

TV/Time Environmenefracts the one-way communicative channel between
advertisement and viewer. The language of the commercial, which is irgechlali the
viewer as speech, is in fact a reiteration of language masquerading@s 3jeeset of
social norms (for example) which pervade each advertisement are oftatedegethe
level of “speech.” For example, the young girls who play with Barbie dolls &dleady
begun to mimic Barbie’s style in their own clothing and make-up choices. But in
TVI/Time Environmertieinecken proposes that viewers themselves can initiate “speech
acts” in order to destabilize the language of the advertising systeragjiétTime

Environments in and of itself a speech act). By speech acts, | mean the vievegliisge
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of the environment’s aesthetic system in order to develop a relationship betagen m
media and Heinecken’s viewpoint relative to it. According to Michel de Gertea

three characteristics of the speech act are: the present, the dimudetiee phatit® In the
first, or “present” phase, the viewer develops ideas about the covert meaning of mas
media using Heinecken’s photolithographic intervention of the television image; the
order of Heinecken'’s installation “organizes an ensemble of possibilitikarhd
interdictions.*® In other words, certain ideas open onto the viewer—seizing upon their
consciousness almost immediately—while other ideas are closed off fronewer vi

until the viewer acquires a critical capacity for understanding thethelsecond, or
“discrete” phase, the viewer separates the information accordingrigpibstance,
determining which readings will prove the most significant (for examplassiies of
socialization and institutional sexism within mass media that initiadjygad my interest).
In the third, or “phatic” phase, the viewer can choose to engage these readings or
condemn them to inertid.TV/Time Environmeris thus an active agent in the production
of meaning, a position in contrast to the passive broadcast television vi&tEme
Environments a “speech act” thus allows one to use a semi-formalized structure (the
advertising system) in fluid, even arbitrary ways. The installation’s ehaperations

permit, for example, the readings made throughout this chapter and in chapter two.

Conclusion
In “Rhetoric of the Image” Barthes analyzed a Panzani advertisenmedding

three messages: a linguistic message, a coded iconic (symbolic) messhgeon-
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coded iconic (literal) message. However, Barthes noted that the two latisages
cannot be separated (just as the signified and signifier of a sign cannot lagesgpdhe
viewer of the image receives one and the same tirtlee perceptual message and the
cultural message, and it will be seen [...] that this confusion in readingpmmossto the
function of the mass imagé®The literal (or perceptual) message (i.e., the denoted
image), “which corresponds in short to the first degree of intelligibilis/the scene
represented’ “[T]he denoted image naturalizes the symbolic message, it innocents the
semantic artifice of connotation, which is extremely dense, especialtjvirtising.®
Barthes’ “Rhetoric of the Image” bares the dense figurative laygheafdvertising

image to arrive at its ideological component. Jacques Durand’s “Rheatdrib@&
Advertising Image” followed suit, inventorying rhetorical figures “on thsib of a

corpus of several thousand advertisemett&ér Durand, the use of rhetoric represents
the “satisfaction of a repressed desire, a satisfaction which, pydoeszluse it is

feigned, can be enjoyed with impunii? These are the rhetorical strategies that Robert
Heinecken’sTV/Time Environmergxposes, particularly as they relate to the commercial
advertisements featured TV/Time Environmenteinecken opined a negative view of
these strategies. Rather than view rhetoric as shorthand “so that the huerezt][may

be spared the boredom of verbal ‘description$feinecken viewed rhetoric as a
strategy by which advertisers created “ideological shorthand,” sinauitmg cultural
perceptions. Advertising rhetoric, according to Durand, inhibits the creativessraad
saturates society with a series of stock ideologies.

The rhetoricized image [...] is heir to the fantastic, the dream,
hallucinations: Metaphor becomes metamorphosis, repetition, seeing-
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double, hyperbole, gigantism, ellipsis, levitation, etc. On the occasions
when a realistic ‘justification’ is given for the image ‘unreality is not
eliminated, but only displacéd.

Advertising rhetoric “diminishes the projective power of the imageffacing
symbolism to produce a “naturalized” message, one that HeinedRéfTene

Environmentsuccessfully “denaturalizes,” rejuvenating the viewer’s productive role

through the installation’s complex semiotic structure.
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Figures

Figure 1.1. Robert Heineckerigure in Six Sectiond 963. Gelatin silver prints on

masonite, 3 x 3 x 8.5 inches. Courtesy of Robert Heinecken Trust, Chicago.
Source: Claudia Bohn-Spector and Sam Mel&peaking in Tongues: Wallace Berman and Robert
Heinecken, 1961-197@asadena: The Armory Center for the Arts, 20p[Bte i.

Figure 1.2. Robert HeineckeRefractive Hexagqgrl965. Gelatin silver prints adhered to
masonite, wooden base. 1 x 14.3 x 14.3 inches. Center for Creative Photography,

University of Artizona. Robert Heinecken Archive/Purchase.
Source: ARTstor: ARTSTOR_103 41822001258993 (aeceSdDecember 2011).
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Figure 1.3. Robert Heineckefire You Rea (Title Page)964-1968. Offset lithograph,

8.7 x 6.3 inches. Center for Creative Photography, University of Arizona.
Source: ARTstor: ARTSTOR_103_41822001259033 (aeceSDecember 2011).
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Figure 1.4. Robert Heineckeny/Time Environmer(installation view), [2011] 1970.
Functioning commercial television; positive transparency; life-sizsnBpeaking in
Tongues: Wallace Berman and Robert Heinecken, 1961-T%i&Armory Center for the

Arts, October 2, 2011 — January 22, 2012, Pasadena, CA.
Source: Claudia Bohn-Spector and Sam Mellon, ilediah view,Speaking in Tongues: Wallace Berman
and Robert Heinecken, 1961-19(F&asadena: The Armory Center for the Arts, 20Rhpto courtesy of

the author.
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arbor arbor

Figure 1.5. Ferdinand de Saussure’s diagram for the linguistic sign.
Source: Ferdinand de Saussure, Course in Genegliistics, eds. Charles Bally and Albert Sechehaye
with Albert Riedlinger and trans. Roy Harris (Lal8alll: Open Court Publishing Company, [1916] 898

67.

Figure 1.6. Robert Heineckeny/Time Environmenr{briginal installation view), 1970.
Functioning commercial television; positive transparency; related nmegdite-size.
Source: ARTstor: ARTSTOR_103 41822001191699 (aeceSdDecember 2011).
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Chapter Two

Television as a “Communicating Vessel”

Introduction

In Robert Heinecken: A Material Histgrgcholar Mark Alice Durant examines
Robert Heinecken’s legacy using materials found in his archive at the Gan@eétive
Photography in Tucson, Arizona. Durant correctly identifies Heineckenttigea—
especially iPAre You Reand subsequent works featuring superimposed imagery—as
“surrealist.” Durant, however, reverts to a popular definition of Surrealism, nbeng t
“trippy transformations” of much of Heinecken’s 1960s and 70s ottpstMaurice
Nadeau observed, Durant’s use of the term “surrealist’ to designate sometugg
dreamlike, [or] funny,” while not completely inaccurate, lacks rfgNadeau’s
reappraisal of Surrealism in 1944—at a time of catastrophic social and cultural
upheaval—returns the movement to its literary and artistic center in R #nis twenties,
where a group of intellectuals tried to rationalize an increasinglynieatpry experience.
A significant issue within current Heinecken scholarship is that it ranelyes beyond
superficial comparisons between b&uvreand its precedents, surrealist or otherwise.
Consequently, his work is often viewed as an adherent to some vague notion of surrealist
practice, and rarely brought into close conversation with Surrealism’szagoni of art

and experience. Elsewhere, too, his work is simply likened to an unclear notion of
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Duchampian ideology or the dada-style rebuses of Robert Rauschenberg, yet this
scholarship also lacks a solid methodological foundation.

This chapter seeks, conversely, to reoridgmlime Environmenwithin
Surrealism’s thematic orbit by tracing Heinecken'’s ideas in the lausbal to surrealist
theory, particularly as they relate to André Breton’s writings in tleati®s and thirties.
In a tangible way, Heinecken’s debt to Breton’s Surrealism manifestdtlirt the 1966
work, Are You Reathe aesthetic and theoretical precursdr\{éTime Environment
which contains as its frontispiece an excerpt from André Breton’s 193RdgXtases
Communicants

It will in the end, be admitted that everything, in effiscin imageand

that the least object which has no symbolic role assigned to it is capable of

standing for absolutely anything. The mind has a marvelous facility in

seizing the slightest rapport that exists between two objects taken at

random: and poets know that they can, without fear of deception, always

say of one, that it is likéhe othef*
Heinecken’s use of Breton’s text serves to align the paraphotographic iofagesYou
Reawith the revolutionary disruptions of surrealist juxtaposition. lAke You Rea
TVI/Time Environmergxplores the compromised image, illuminating the television’s
power to create false representations specifically constructed ppaiicts. Heinecken
rightly believes that his installation reveals the modes of deception behisdmedsa
imagery. As an American inheritor of Surrealism, Heinecken navigates thitoaigh t
movement in order to cleave the mass media image—which, in the words on one critic,

“litter[s] the world and our minds with unlimited examples of every conceivaidgeé of

truth, beauty, banality, eroticism, brutality, pornography, consumerism, poiitézal
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personality, idol, and ideal”—from realifyin doing so, Heinecken shakes us from the

waking dream perpetuated by the televisual communicating vessel.

Surrealism Manifests Itself

ExaminingTV/Time Environmerdnd its relationship to Surrealism is especially
apt given that Surrealism was much in the foreground in the mid-sixties: hMalehF
Studies had come out with their special issue on Surrealism in 1964; Natleau’s
History of Surrealisnteceived an English translation in 1965, followed only a year later
by Breton’s death (at the time Heinecken was midway thréugly ou Reg which at
once signaled the end of surrealism and spurred a number of public tfifhisshapter
exploresTV/Time Environmerit conjunction with several of André Breton’s influential
texts, the conceptual centers of surrealist theory, in order to define theaticsta|
conceptual center. The texts under examination include Breton’s foundationafétia
of Surrealism” (1924) and the aforementiohed Vases CommunicarfGommunicating
Vessell This procedure will reveal in a rigorous fashion Robert Heinecken’s sstreal
strategies.

The “Manifesto of Surrealism” is Breton’s argument for the “reenchantfinet
of a capitalist society made ruthlessly ratiorfah’1924 Breton published his manifesto
and within its pages he outlined the goals and challenges of Surrédlimanifesto—
“begin[ning] with a defense of the rights of the imagination (even as far amitsedf
madness) as being the only rights capable of helping the individual avoid aitfadatw

light”—resists positivism, a philosophy that drove society to a dependence on absolut
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rationalism? Breton thus establishes a relationship between the imagination and
intellectual or moral freedom, compelling the reader to assert hematagi faculty
against the deadening absolute rationalism of the times; he wanted the wholetgftsoc
seize the marvelous in a stand against the realistic attitudes whichgutemdte early-
twentieth-century? In “La Peinture au défi,” of 1930, Louis Aragon’s polemic
advocating alternative artistic strategies, establishes smalationship, asserting that
“the marvelous is the [...] image of human liberty For Aragon, the fullest expression
of human liberty manifests itself in the many marvelous stories—among tbhareliQs
Agrippa, Arthur, Perrault, Swift, Armida, and the Cagliostros—standing at thehibid
against absolute rationalisthVis-a-vis these stories, Breton and Aragon define the
marvelous as a negation of reality; like Hal Foster they define theetoas as “a rupture
in the natural order'® Aragon suggests that what is at stake in these stories is the
fantastical reenchantment of a world mediated and degraded by instalineasbn.

In the “Manifesto of Surrealism,” Breton declares that the resolution betinee
rational waking state and the imaginative dream state constituteskaneef absolute
reality, or surreality? Breton credits Sigmund Freud for helping the individual navigate
this surreal space, for it is his discoveries—particularlijna Interpretation of
Dreams—which allowed the surrealist group to develop their theoretical apparatus and
thus plumb the depths of (sur)reafiyNonetheless, Breton’s space of surreality operates
in the liminal openings between the dreaming and waking states—itseliod site
contradiction—where the marvelous erupts in the real and the real intrudes on the

marvelous.
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TVI/Time Environmerireaks apart the union of these two states within broadcast
television’s imagery. Heinecken'’s installation is thus a critique of madsafae&o-
optation of surrealist strategy, which often relied on the movement’s hypreagagery
in order to orchestrate reality and create false representationghdtodithograph placed
in the television set cleaves the image world from our world, making apparent the
deception behind the televisual image. Heinecken is aligning himself wittabsir art
practices—primarily through his use of superimposition—in order to critiquigyres it
is constructed by the impinging forces of mass media. Television, for example,
confounds its viewer, who now, in Breton’s words, “has trouble assessing the objects
[s]he has been led to use. [...] because [s]he henceforth belongs body and soul to an
imperative practical necessity which demands [her] constant attehtion.”

Heinecken wants to break us from mass media’s creation of a “waking dream”
and reenchant our world. Thus, instead of the image relaying its messhgeitner
without delay,TV/Time Environmerttlters the message through the pornographic image.
Meaning defers instead to Heinecken’s apparatus, which posits a ¢eisasion
viewing experience. The installation thus operates under Breton’s definitienroéal:
TV/Time Environmens a site of contradiction where the photolithograph—acting as a
marvelous object much like Aragon’s books—injects a new image in the “real” gpace
the viewer, forcing the viewer to reconcile the televisual image d@ghmgornographic
image. In doing so, the hegemonic forms of television reveal itself. Simultapetes|

real intrudes on the marvelous; for in the moments in froméfime Environment
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when the surreal appears in the piece’s juxtapositions, we begin to see how we have
fashioned ourselves according to a televisual ideology.

One of the commercial advertisements, featured in the Armory sAMTSme
Environmentshows a mother saying goodbye to her children as they head off to school.
As she hugs her children, the viewer notices the mother examining their clothes.
Immediately after they leave, the camera cuts to the mother’s face, vih@nwi
exasperated look on her face, seems to acknowledge her inability to propanly cl
clothes. Fortunately for her, a man from the future appears in her laundry room; his
entrance is marked by flashing lights and televisual distortion—the li#litey fhe
contour of his body—suggesting that he teleported there (Figure 2.1).As the man’s
physical appearance forms in front of us, this science-fiction specter sdbdlfrm of
the female figure in the photolithograph placed over the television set, whose own
contours fill the screen with a distorted televisual image.

The commercial employs intertextuality (with the television skoar Trel to
suggest that its household setting belongs to a higher plane of reali§ténairek’s
science-fiction setting. In other words, the commercial's referente tioctional show
Star Trekcreates an additional layer of obfuscation over reality. A hierarchy develops
with the Cheer commercial appearing more real to the viewer than itsysagery
initially leads one to believe.

Throughout the commercial’s runtime, the figure of the photolithograph plots
onto the figure of the man, delineating his true function within the commercial. The ma

then, is adeus ex machindevice, designed to inform the mother about the benefits of
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Cheer laundry detergent (Figure 2.2). The doubling of the televisual image by the
photolithograph represents the usurpation of a doubly-mediated reality by syrreali
where doubling “elicits the notion that an original has been added to its Copyeé
product he pushes, like the photolithograph before him, suggests an improbable fantasy
of desire and fulfillment. Cheer will not come to the rescue. The commesoahces
its audience through science-fiction tropes that the sudden introduction of a new product
in their lives will positively and profoundly impact them. This conviction, however,
belongs to the commercial’'s image world. We see how Heinecken'’s photolithographic
intervention frames the male figure as a product of our own expectations, wirenth |
Cheer cannot provide the emotional payoff that its commercial suggests.

TV/Time Environmerthus combats the passive television viewing experience,
offering “some intimation of whatan be”*® When the televisual image synchronizes
with the pornographic image, remarkable coincidences of visual congruency form
associational closure: here, then, Heinecken expects the viewer “to exjgoad)’ a
Coleman has observed, “the pixellated insanity of media cultditéeinecken compels
the viewer to be an active entity, to thoughtfully examine the chance gegtath form
between the photolithograph and televisual component. For Breton, it is “the fortuitous
juxtaposition of the two [planes] that a particular light has sprilnegljght of the image
to which we are infinitely sensitive. The value of the image depends on the beauty of the
spark obtained® These “images,” Breton argues, “appear like the only guideposts of the
mind,” pointing to a supreme reality established within the surreal image world.

Heinecken operates in this surreality; his installation affects the vgep&rception in
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such a way that “[tlhe mind becomes aware of the limitless expansesmitedagsires
are made manifest” Simply put, Heinecken'’s installation reveals the constructed

motivations of broadcast television.

Communicating Vessels

With Communicating Vessg|$932), Breton “attempted to set up a line of
communication between the over-disassociated world of sleep and wakeftfriEss.”
that end, Breton’s text isolates the two worlds “to make a purely subjectiveoquessti
the subordination of one to the othét Breton critically examined Sigmund Freud’s
theorization of the dream-work from the seminal text of 189@, Interpretation of
Dreams in order to facilitate an account of his own dreams. In particular, Breton
examined Freud’s theory of condensation in the dream-work, which marked suamtalist
practices, and which, in turn, emerge in Heineck&WAlime Environment

In his investigation of dream-work, Freud determined that dreams belong to two
stratified orders: dream-content and dream-thought. Dream-content willestanibur
waking state as a succession of sitfrgor that reason, dream-content exists at the
mind’s conscious level. Dream-thought, however, is the dream’s latent conteloesit
not manifest in the succession of signs that we (sometimes) recall in thiegn®@ream-
thought is a coded language at the mind’s unconscious level that converts to dream-
content at a site of translati®hDream-content is “scant, paltry, [and] laconic” (filling up

half a page written dowrf§. Dream-thought, however, requires considerably more
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interpretation (Freud says it will require “six, eight, twelve times ashspace”§’ The
dream we remember—if we remember it—is just a fraction of the totfreveork?®

According to Freud, the work of condensation takes place at the dream-thought’s
site of translation. Condensation takes many forms, but Freud argues that “[t]he
production of collective and composite figures is one of the main methods of
condensation in dream&”For example, as related by BretorQammunicating Vessels
many of the women appearing within one of his first recorded dreams aré in fac
composite figures of past associations. Breton’s dream of August 26, 1931 opens with an
image of an old woman at a subway station, intent on harming one of Breton’s former
girlfriends. Breton believes that this old woman is a composite image of Nadjsea m
from his past who, early on in the surrealist movement, led him to formulate his notions
of the chance encounter (a form of juxtaposition of casual chains), and an esgedhse
saw on the day of his dream. In the dream, condensation produces a new unity (of
collective figures or composite structures) in which the images are linkeshioyion
factors. The composite image of the old woman in Breton’s dream, for example, might
represent a repressed anxiety about how Breton perceives himself andibisstaja
with Nadja and the old woman. This repression does not manifest itself in the dream-
content, it only comes to light after interpretation.

In TV/Time Environmentondensation is likewise defined by the production of
collective and composite figures. These figures take form in the televisagé] but
never show themselves at the consciously perceived level of the commeagalam

production of meaning. In the aforementioned Cheer commercial, for examathe
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Trekcharacter represents both the product itself and its means of delivery. The
commercial suggests that the stay-at-home mother could not have solved her laundry
dilemmas without the man’s aid and in doing so reinscribes institutional sexisim avit
domestic setting. In most of the environment’s commercials, a focal figlksedirectly

to the viewer. This authoritarian figure, like Josephine the Plumber in the Comet
commercial (Figure 2.3), presents a composite of a familiar chafemteour lives
(plumber, family figure, etc.) and an instructor of sorts—their didactic appiuears the
mark of expert testimonial. Their presence—uninterrupted by explanatokg mar
regarding their dual function (which would rupture the commercial’'s narratiire)ets

our attention and thereby orients us as consunm@rs.”

The condensation of the figures in commercial-work is an attending process of
sublimation within the commercial-work. @ompulsive BeaufyHal Foster’s
reexamination of Bretonian Surrealism through Freudian theory, the author notes that
“sublimation concerns the diversion of sexual drives to civilizational ends (ericet
in a way that purifies them, that both integrates the object (beauty, truth) ied tae
subject (the artist, scientistj*The commercials featured TW/Time Environment
present sexually suggestive material sublimated into socially-atdeporms. For
example, the Safeguard soap commercial features a family wearimggibtit towels
(Figure 2.4). The family’s attire, usually worn after the private act thiilog, presents
them as nearly nude. The family’s image is not read as overtly sexual, howevaesgbeca
the commercial legitimizes their appearance: the product for salesiatastheir

skimpy attire (to show how clean Safeguard soap makes them; a simtkagystsa
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employed in the use of the sterile commercial environment, which reflectetiieiag
element of the product). Similarly, the environment’s two Camay comrnsefesure
women using the produat situand as such they are only wearing bathroom garments
(Figure 2.5). The sexual suggestiveness of these women is sublimated to dammerc
ends because of their appearance in an advertisement with, ostensiblyyategjoal:

to sell soap. The viewer’s voyeurism would be inappropriate in reality—it is oshyase
appropriate in this context because the commercials’ structures are intemdlakle the
product more appealing.

TVI/Time Environmergngages the viewer in a process of desublimation. Where
sublimation binds the content of the commercial image to its message, Heinecken'’s
photolithographic intervention loosens the binding. Sexuality erupts in the viewer’'s
consciousness. Heinecken upends what Hal Foster calls “the normative retomafia
contrary modes of experienc& For Heinecken, “life and death, the real and the
imagined, past and future, the communicable and the incommunicable’—categories
which Breton sought to reconcile—erupt as contradictions in mass f&dialime
Environmentthen, represents the formation of a new unity derived from the juxtaposition
of the photolithograph and televisual image—the environment reconciles Breton’s
categories by confronting the contradictions of the mass media image,tingnsiam
into a legible image.

Heinecken’s photolithograph acts as the site of translation for the succession of
moving images underneath it. The commercial forms, both aesthetic and ideolagical, a

translated—by means of juxtaposition—into a lucid language revealinigngugal
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content. Heinecken’s photolithographic frame renders a juxtaposition thatdlgasand
forth between distinction and resemblance with itself and the commerciatiseivents,
and unconscious motivations reach the conscious level. The screen is thus read
“photographically, that is to say, in direct contact with [the viewer’s ‘xe3fit*

Heinecken’s framework allows for pictorial puns (e.g. doubling, see figure 2.1), a
form of condensation. When forms overlap, the viewer can begin to comprehend the
hidden meanings of the televisual image. The pun—part of the langu@yéTaie
Environment-translates mass media symbolism into a decipherable image. The puns
which intervene in the spaces of the compromised televisual image altezahenghof

mass media forms.

A Room with a View

Freud argues that that “dreancentred differentlyits content is ordered around
a centre made up of elements other than the dream-thodgfitse’commercial
advertisement is also centered differently: it focuses on a product, \eslitoncern is
to impose a set of anxieties and desires. For example, the Genesee besfrc@mm
(Figure 2.6), while clearly selling a product, in fact constructs an imageman trying
to fit in with a group of men (this tactic is designed to sell the product to both gextder
once). The Puffs commercial constructs the image of a mother whose life seaaivad
child-rearing and housecleaning; Puffs-brand tissue are intended to tatitaduties
(again this tactic is designed to target the mother who might want the product, and the

husband, who might purchase the product to “aid” his spouse). These implicit cultural
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constructions, to name but two, are, in Freud’s words, “dealt with as if theyoiMétk
value.”®® These elements, to which | attribute psychic value, given the degree to which
they inform the individual of their social responsibilities, are stripped of ithteinsity in
the commercial. Instead, as Freud points out vis-a-vis the dream-work, othentsl@rn
low psychic value are brought to the fore (of the dream, of the commercial). A
displacement of the psychical intensity of the commercial’s constitutveegits has
taken placé’ The implications distort the viewer’s reality. The viewer recognizes t
product’s use-value, for it has been brought to the commercial’s fore, but thex view
misrecognizes the cultural constructions enacted in the commerciaksdieghis leads
to a symbolic acting out of form, where the viewer begins to use the product like the
actor’s in a commercial.

The viewing space of the installation also invokes Freud’s theorizatibimein
Interpretation of DreamsThe room follows the stereotypical layout of a
sixties/seventies-style living room. Every element was arranged¢@suan actual
living space. The original installation setting, for example, features astoffed chair, a
side table, funky wallpaper, plastic poinsettias—a pastiche of contemporanbatizas
interior design with the intent of making the viewing space more “ré&llTime
Environmenbears some of the marks of the living room’s own psychic power, again
driving at the heart of Freud’s theory of dream-displacement. The enviropostibns
the viewer in a simulation. The viewer implicitly accepts the construcioaa because
the room resembles elements of the viewer’s reality. This is just as the 1970

setting as it is in subsequent iterations of the installation, including the Ashowy's
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recreation, for the abstracted forms of the recreation not only suggest thelaegign,

but they also point to the increasingly abstracted forms of modern living spaces. T
manner of viewing lends itself to Heinecken'’s deliberate deconstruction of tlachsba
television and its viewing environment because it forces the viewer to acknowledge the
installation space as (a realistic) simulation, altering his or her own hewimg reality

in the process. Heinecken’s refraction of broadcast television through the
photolithographic intervention bears the burden of responsibility of reconciling
contradictory modes of experience. The photolithograph displaces displacemenal Cultur

constructions are brought to the foreground, the product sits in the background.

Beyond Surrealism

Heinecken’s surrealist practices continued aféfTime EnvironmenHis 1984
A Case Study in Finding an Appropriate TV Newswoman (A CBS Docudrama in Words
and Picturespurports to show how CBS brought Heinecken in as an independent
consultant to assist in the project of finding a new newswoman (Figur& Zhe.
installation and subsequent artist's book, however, are clever ruses. Heineckdpade
style nonetheless convinced several viewers of the study’s vetattity.the array of
combinations and arrangements of the case study—along with its straighdforwar
presentation—that lends the work credibifityin the work, Freud’s notion of the dream-
work as condensation assumes a central position. Heinecken projects two broadcast
television images of news anchors onto each other in order to produce a composite figure

in which common features (for an “appropriate” newswoman) emerge prominently
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creating a general image. The work investigates the absurdity ohgrafteality for the

benefit of viewership. In doing so, it also commented on the double standard experienced
by female news anchors: the male viewer had to be able to fantasize aboutike fem

news anchor—her attractiveness more than her knowledge affected ratings—bhaltethe
news anchor could be anyone so long as they properly conveyed knofifledge.

The politicization of the surrealist movement, explicated in Walter Benjami
“Surrealism: The Last Snapshot of the European Intelligentsia,” was foundied on t
belief that “mankind’s struggle for liberation in its simplest revolutiorfarn [...]
remains the only cause worth servintf. This chapter only implicitly enacted a political
reading on HeineckenBV/Time EnvironmenHeinecken’s critique through Breton’s
Surrealism “reveled in the terrors and pleasures of image consumftiemdugh his
understanding of Breton’s writings, and his deployment of Breton’s argumentier ear
works likeAre You ReagHeinecken was aware of mass media’s effect on the unconscious
mind, so he raised its effect to our conscious mind, and there he opposed its form and
message through the revolutionary sensibility of Breton’s program. lhékstirrealists,
Heinecken’s teachings were often cryptic, “directing the questioner (amddder)
toward the source of further information [...] but leaving the discovery of its meaning up
to us.”™ His pedagogy reflected the surrealist belief that everyone can pristic
magical art; that “Surrealism is within the compass of every uncons¢ibusieinecken
believed in the imaginative capabilities of his viewers, insisting thatefatlem follow
their own path to unconscious realization rather than try to see another’s. Hewasken

a surrealisapres la lettre

50



! Mark Alice Durant, “Robert Heinecken: A Materialdtbry,” in Robert Heinecken: A Material History
(Tucson: Center for Creative Photography, 2003): 50

2 Maurice NadeauThe History of Surrealispirans, Richard Howard (New York: The Macmillan
Company, [1944] 1965): 12.

% Lynne Warren, “Revised for Your Consideration: e of Robert Heinecken,” iRobert Heinecken:
Photographist: A Thirty-Five Year Retrospect{@Ghicago: Museum of Contemporary Art, 1999): 18 S
also Jonathan GreeAmerican Photography: A Critical History 1945 teetRresen{New York: Harry N.
Abrams, Inc., 1984): 157.

* André Breton, quoted in Robert Heineckéne You Redportfolio], 1964-68. Original emphasis. See
André BretonCommunicating Vesselsans. Mary Ann Caws and Geoffrey T. Harris (lahc University
of Nebraska, [1932] 1990): 108-109.

® Carl Chiarenza, from an unpublished articleRbert Heineckered. James Enyeart (Carmel: Friends of
Photography, [1976] 1980): 29.

® See Joseph H. McMahon, edale French Studies 31: Surrealightew Haven: Yale French Studies,
1964). See also “André Breton et le mouvement alisté,” inLa Nouvelle Revue Francaiseo. 172
(April, 1967); and Annette Michelson, “Breton’s &ealism: The Peripeties of a Metaphor, or a Journey
Through Impossibility,”Artforum 11 (September, 1966), both published on Bretoeathl

" Hal FosterCompulsive Beaut§Cambridge: The MIT Press, 1993): 19.

8 Gérard DurozoiHistory of the Surrealist Movemerttans. Alison Anderson (Chicago: The University o
Chicago Press, [1997] 2002): 67.

% |bid. See also André Breton, “Manifesto of Surial” in André Breton: Manifestoes of Surrealism
trans. Richard Seaver and Helen R. Lane (Ann Arbbe University of Michigan Press, [1924] 1972): 6.

10 Breton, “Manifesto of Surrealism,”10.

M Louis Aragon, “La Peinture au défi,” ifhe Surrealists Look at Art: Eluard, Aragon, SoupaBreton,
Tzarg ed. Pontus Hulten (Los Angeles: The Lapis PrE880): 49. Original emphasis.

2 |bid.

3 Foster, 19.

14 Breton, “Manifesto of Surrealism,” 14.
Ibid., 10.

'8 Breton, “Manifesto of Surrealism,” 3-4.

" Rosalind Krauss, “The Photographic Conditions wfir&alism,” inOctober19 (Winter, 1981): 25.

51



8 pid., 5.

9 A.D. Coleman, “I Call It Teaching’: Robert Heirleen’s Analytical Facture,” iiRobert Heinecken:
Photographist: A Thirty-Five-Year Retrospect{@hicago: Museum of Contemporary Art, 1999): 6.

2 Breton, “Manifesto of Surrealism,” 37. Original phasis.
Hpid.

22 Breton, quoted in Michel Carrougedré Breton and the Basic Concepts of Surrealtsams. Maura
Prendergast (Tuscaloosa: The University of Alab&mess, [1950] 1974): 13.

% André BretonCommunicating Vesselsans. Mary Ann Caws and Geoffrey T. Harris (ldhc
University of Nebraska, [1932] 1990): 4.

4 Sigmund FreudThe Interpretation of Dreamgrans. Joyce Crick (New York: Oxford UniversityeBs,
Inc., 1999 [1899]): 211.

% |bid.

% Freud, 212.
" bid., 212.
%8 |bid.

# |bid., 225.

% sally A. Stein, “The Composite Photographic Image the Composition of Consumer Ideologirt
Journal41, no. 1, Photography and the Scholar/Critic i(®pr1981): 43.

3! Foster, 110.
% bid., 111.

33 Breton, “Second Manifesto of Surrealismfidré Breton: Manifestoes of Surrealistmans. Richard
Seaver and Helen R. Lane (Ann Arbor: The Universftilichigan Press, [1930] 1972): 123.

% Rosalind Krauss, “The Photographic Conditions arfr&alism,” 23-25.
% Freud, 232. Original emphasis.

% pid., 233.

¥ Ipid., 235.

% Robert Heinecker,984: A Case Study in Finding an Appropriate TV Blgaman (A CBS Docudrama
in Words and Pictureg).os Angeles: Robert Heinecken self-publicatiodg3): 2.

52



39 Coleman, 6. Note, for example, the bibliographfoimation in the artist’s book: “All rights
reserved/All rights questionable.” Even in whatilgasould have been an overlooked snippet of text,
Heinecken pushes his surrealist program.

0 |bid.

*1 Heinecken1984: A Case Study in Finding an Appropriate TV Blgaman (A CBS Docudrama in
Words and Picturesp.

“2 Quoted in Walter Benjamin, “Surrealism: The Lasafshot of the European Intelligentsia,Naw Left
Review 1108 (March-April, 1978).

3 Durant, 10.
44 Coleman, 8.

“5 Breton, quoted in Nadeau, 90.

53



Figures

Figure 2.1. Robert Heineckertar Trekactor for Cheer,” shot fromV/Time
Environment[2011] 1970. Functioning commercial television; positive transparency;
life-size.

Source: Claudia Bohn-Spector and Sam Mellon, iladtah view,Speaking in Tongues: Wallace Berman
and Robert Heinecken, 1961-19(Fasadena: The Armory Center for the Arts, 20Rhpto courtesy of
the author.
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Figure 2.2. Robert Heinecken, “Cheer laundry detergent,” shotThéffime
Environment[2011] 1970. Functioning commercial television; positive transparency;
life-size.

Source: Claudia Bohn-Spector and Sam Mellon, iladtah view,Speaking in Tongues: Wallace Berman
and Robert Heinecken, 1961-19(Fasadena: The Armory Center for the Arts, 20Rhpto courtesy of

the author.
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Figure 2.3. Robert Heinecken, “Josephine the Plumber for Comet,” shot¥6fime
Environment[2011] 1970. Functioning commercial television; positive transparency;
life-size.

Source: Claudia Bohn-Spector and Sam Mellon, ilediah view,Speaking in Tongues: Wallace Berman
and Robert Heinecken, 1961-19(F&asadena: The Armory Center for the Arts, 20Rhpto courtesy of
the author.
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Figure 2.4. Robert Heinecken, “Safeguard soap commercial,” shoffivéimme
Environment[2011] 1970. Functioning commercial television; positive transparency;
life-size.

Source: Claudia Bohn-Spector and Sam Mellon, iladtah view,Speaking in Tongues: Wallace Berman
and Robert Heinecken, 1961-19(Fasadena: The Armory Center for the Arts, 20Rhpto courtesy of
the author.
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Figure 2.5. Robert Heinecken, “Camay soap commercial,” shotTxffime
Environment[2011] 1970. Functioning commercial television; positive transparency;
life-size.

Source: Claudia Bohn-Spector and Sam Mellon, iladtah view,Speaking in Tongues: Wallace Berman
and Robert Heinecken, 1961-19(Fasadena: The Armory Center for the Arts, 20Rhpto courtesy of

the author.
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Figure 2.6. Robert Heinecken, “Genesee beer commercial,” shoTWéhime
Environment[2011] 1970. Functioning commercial television; positive transparency;
life-size.

Source: Claudia Bohn-Spector and Sam Mellon, iladtah view,Speaking in Tongues: Wallace Berman
and Robert Heinecken, 1961-19(F&asadena: The Armory Center for the Arts, 20Rhpto courtesy of

the author.
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Figure 2.7. Robert Heinecket®84: A Case Study in Finding an Appropriate TV
Newswoman (A CBS Docudrama in Words and Pictui&85. Color photographs; text;
overall 48 x 48 in. Phyllis George and Bill Kurtis.

Source: Matthew Biro, “Reality Effects: Matthew 8ion the Art of Robert Heinecken,” Artforum.com
(October, 2011), accessed March 23, 2012, httffafam.com/inprint/issue=201108&id=29044.
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Chapter Three

Revelations of the Spectacle: Robert Heinecken and Mass Media Theory

Introduction

In Robert Heinecken: Photographist: A Thirty-Five-Year Retrospective
photography critic A.D. Coleman notes Marshall McLuhan’s “aphoristictingristyle, a
poetic writing form “often driven by an ‘associative’ rather than synthegic!™ The
guotation, written by Marshall McLuhan’s son, Eric McLuhan, reads in part, “the
aphoristic style gives you the opportunity to get a dialogue going, to engage petha
process of discovery.”’Coleman correctly develops a homology between prominent
twentieth-century media theorist Marshall McLuhan’s instructionahoteand Robert
Heinecken’s working method. Heinecken described his own approach to art as an
analytical facture: in essence, an artwork’s form should develop from tHés aytials
rather than develop from a predetermined set of “medium-specific” ruleseouaent
approach used in onei®uvre® Heinecken declined nomological movement from project
to project (a modernist tendency to “work with what you know”), instead strallggica
matching new ideas to different forms, with a view to developing both idea and form.
Oftentimes a work’s purpose is a function of its facti.Time Environmenftor
example, exploits the televisual medium in order to extend the idea of televisual
exploitation. Looking back on his career for the Chicago Museum of Contemporary Art’s

retrospective, Heinecken said, “[c]ontent can be built on the facture of agstetat on
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subject matter or anything else. | want to be identified by the attitudpictiueie, not its
stylistic appearance*Heinecken thus guides his audience toward the message behind
his work rather than make a comprehensive statement that restricts nfeaning.

Heinecken’s approach diverges from the “brute positivism” of Clement
Greenberg’s late modern theorization on the nature of the medium, in which Ggeenber
stresses the notion that painting should be flat, sculpture should be three-dimensional, and
drawing should be a linear—rather than painterly—f8ifiere is thus no defining
“look” to Heinecken’soeuvreas there is for artists such as Jackson Pollock—
Greenberg’s champion—or many other late modernists. Given the lack ofiptestyle
from project to project, it becomes even more evident why Heinecken has deceive
insufficient critical treatment until now: even A.D. Coleman’s essay—whiotuves
toward theorization—reads as a broad rendering of Heinecken'’s thenfitrertyear
career’ The breadth of Heineckend®uvrerequires deeper exploration.

Despite the diversity of Heinecken’s works, there are cultural concernsatying
of them together. Heinecken, like McLuhan before him, advocated media education and
thus examined the culture industry with a critical eye, contrary to the vielws of
detractors, like Martha Rosler, who thought Heinecken’s work merely ceddhbtat
“pussy porn” subject mattéf, as McLuhan wrote, “man is [...] numb and vague in the
presence of [mass media],” then Heinecken’s work restructures our perceptiagsof m
media, acting as defense against its stultifying aesthetical andgimblcomponents.
Heinecken’s work, an@VV/Time Environmernih particular, demonstrates the

considerable influence that Marshall McLuhan’s seminal 1964Jedéerstanding
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Media: The Extensions of Mamd Daniel J. Boorstin’s 196lhe Image or, What
Happened to the American Dredrad on the moment. McLuhan’s central thesis in
Understanding Media-that “the medium is the message”—supports the theoretical
infrastructure of HeineckenBV/Time Environmer(see below), which reveals yet again
the complex signification processes of the televisual medium—this timnensydering
its strategies of facture.

This chapter exploreBV/Time Environment conjunction with McLuhan’s and
Boorstin’s aforementioned texts, both of which Heinecken cites as influEhdesend
to highlight the environment’s multifaceted structure by illuminating H&eer’'s acute
understanding of McLuhan’s and Boorstin’s relatively new theoretical, teatis of
which targeted emergent televisual “spectacle” and detailedbitglgimplications. | will
interconnect McLuhan’s and Boorstin’s earlier works with later, more legooally-
driven analyses of television, with particular emphasis on Lynn Spigel’s-gefining
writings of the 1990s, and David Joselit's art historical reading of the sakdvi
topography of mid-twentieth-century America. Subsequently, | will recéleinecken’s
work from a bygone era, demonstrating not only its relatability to an interdiscipl
viewpoint, but its formidable opposition to—and not its complicity with—the hegemony
of the mass media’s message. | will then explore in brief the French vievopaimass
media, using the philosophy of Jean Baudrillard and Guy Debord’s 1967 tr8atigety
of the Spectacléstill untranslated by 1970), as my examples. In doing so, | will

demonstrate Heinecken’s prescience of mind; his ability to encapsulate—and eve
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predict—a considerable body of postmodern theory and art practic&Witime

Environment!

“The Medium is the Message:” The Aesthetic§®fTime Environment

It took Marshall McLuhan two book3 e Gutenberg Galaxyrom 1962, and the
aforementioned)nderstanding Medigto develop the argument behind his now iconic
phrase “the medium is the message.The Gutenberg GalaxyvicLuhan suggests “that
the predominant medium or media defirlee nature of knowledge in any given epoch
and that these mediatically determined cultures in turn dictated the forrm#matwould
take within them.* For example, preliterate culture used mouth and ear as their medium
for communication. Given the reciprocal nature of the oral/aural medium, ptelitera
culture’s ‘man’ could not individuate his or herself from the collective; the speebn
the individual and society was minimalHowever, the advent of writing—which would
experience global dissemination due to Johannes Gutenberg’s invention of the movable
type in the fifteenth-century (hence McLuhan’s book title)—“translatefat) fnrom the
magical world of the ear to the neutral visual worfti¥cLuhan’s use of the words
“translates” and “neutral” in the preceding sentence is purposefuitéteocieties
translated oral language to a new medium—the written word—which resulted fn a sel
sufficient individual (no longer required to engage with the collective) now fooced t
resign the multi-sensory interplay of oral/aural culture for the narrowesadute world
of the written visual. The written word’s negation of multi-sensory interplay had

implications for both subjective and objective communication; the complexity lof ora
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communication would now generally be conveyed through the written word, which
paradoxically communicates less information despite the greater lenglubf(the

oral/aural medium in addition to the new idiographic medium) it recéi@sbjective
language-use had been mapped onto an objective medium, and became neutralized of its
importance as a result.

At the end ofThe Gutenberg GalaxyMcLuhan warns that trauma and tension are
normal consequences of the injection of new media into any society (e.g. the imndroduc
of writing to a preliterate society and its fundamental restructurigimian relations)®
McLuhan suggests turning tdnderstanding Median order to combat the new media of
the last several centuries. McLuhan then belinderstanding MediavhereThe
Gutenberg Galaxjeft off, and it is there that he introduced readers to his famous phrase,
“the medium is the message,” which means “that the ‘content’ of any mediwvaigsal
another medium. The content of writing is speech, just as the written word antkatc
of print, and print is the content of the telegraph [and sodmMJéw media, as McLuhan
argues inJnderstanding Medid'shapes and controls the scale and form of human
association and actiorf*By the time of television’s advent, we were already rapidly
approaching a moment when both time and space were collapsing around us; a moment
when humanity could not extend itself any further. The photograph, for example, gave
the impression that one could be everywhere at once, experiencing a simuttaineit
experience across time (looking at old photographs) or across space (to usaikLuh
example from a 1953 issue \dbgue men and women now can have global fashions of

their own choosing without ever having to leave their own neighborhood because of the
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dissemination of images—and thus the dissemination of style—worldWidlag
photograph accelerated the process of flattening space-time, and congatuentl
subjected the individual’s lived experience to intellectual and moral pgssivitother
words, why leave your house to see the world when the world can simply come to you?
For McLuhan, in the same way that the prior mediums of drawing and writing (ggven
so-called “objective” exactitude) operate, the photograph (literally mgéddrawing
with light”) tends to turn photographed people into objects to be admired for their formal
qualities®

The photolithograph jammed in front of the television set in HeinecKRa&rnEime
Environmenteverses this effect. The female body that is the subject of the
photolithographs, usually cut-off at her neck and upper thighs, only displays her most
basic sexual attributes. The environment’s set-up, however, never lets thdéganee
the object of desire that the original pornographic context ensured. Instead, the
pornographic figure doubles the broadcast television image, amplifying téréslance-
hidden significations; in other words, Heinecken designed the photolithograph to
implicate the broadcast television image in the crime of objectificatiothin this
system, even text is complicit. The photolithograph reveals how even seemingly
innocuous text passages becomes titillating within a new visual fram#uthished
prizes,” whatever they may be, of the game show still shot shown in figure 3dntake
new dimension within Heinecken’s framework. Now the very concept of the “furnished

prize” is viewed not simply as spoils of the game show’s victor, but objectsicé des
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prized by the home viewing audience. Heinecken develops a substitute for the
pornographic image through his reframing of the game show prize.

In Feedback: Television Against Democraast historian David Joselit describes
a parallel strategy used by “radical” activist groups of the 1960s and 70sikatlreugh
the mediated viewing experience. When the television arm of the culture industry
prohibits these activist groups from sharing their opinions and experiencestoeiair
only recourse is to bring their repressed messages to light through the usgllaf gu
tactics. Joselit refers to these tactics as an indication of fgyoreid reversal. Typically
the figure (the viewer) cannot see the mediated structure of the ground (tine cult
industry) because the ground controls the means of conveying information. Uriee fig
ground reversal, however, sees an unmediated message emerge after tlia figure
Joselit’'s example, the 60s and 70s activists groups) disrupts the structure of titk grou
(e.g. culture industry players such as news reporters and their messageanwno
longer control “the condition of informational blockade.Just as activist groups take
control of the situation “by producing outrageous events that would parasitiaptiyre
time on the network news,” so, too, does Heinecken’s photolithographic intervention

provide the viewer with an unmediated experience of the television bro&dcast.

TV Time
Television, the “timid giant,” stands at the apex of McLuhan’s comprehensive
rundown of new medi& It also stands aesthetically and ideologically against all prior

mediums—even its closest counterpart at the time, film. McLuhan suggests that the
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movie “carried us from the world of sequence and connections into the world of creative
configuration and structure,” or, according to McLuhan, from the global and exjegrie
connections offered by photography and earlier print mediums to a new world iohglus
and dream$? Sixties TV images are comprised of about three million dots per second,
formed upon “a screen made out of a mosaic of photoemissive cells,” thus creating a
recognizable patterf.“Early TV images are visually low in data when compared to film,
which offers many more millions of dots per sec6h@ihus, given the early television’s
technical capabilities, the TV viewer accepted less data per second thiém thevier.
According to McLuhan, the split between the filmic picture and televisual image
engendered a superior form of audience participation: “[t]elevision by piregamnt
audio-visual image that is marked by its modulation ‘the ceaselessly foromtmuc of
things’ replicates the interplay of the sens€<?ut another way, where film did not
require the audience to “fill in the blanks,” early television viewing—qgiven tis T
display capabilities—involved a greater degree of participation, and thutecesua
greater degree of understanding. TV executives learned from this mistakeiasdught

to create a television image that diminished audience participation atetcagaore
passive audience. For the TV executive, the viewer’s adjustment from théyispédte
medium of film to the mosaic patterns of television required the televisual forbes
reconfigured so that instead of being understood, they simply relayed information to be
passively consumed. McLuhan described this epistemic shift—which occuotettighe
time of his writing—by postulating the “evolved” TV image as having “the guefi

sculpture and icon, rather than of pictuf&.”

68



McLuhan’s identification of the sculptural or iconic turn in television broadcast
imagery was instrumental in forming important ideas about the construction of public
persona and the handling of the televisual impression. Richard Nixon’s disastrous
appearances in the 1960 television debates with John F. Kennedy forced his campaign
staff to rectify his television image for his 1969 presidential bid. Quotations from
Understanding Mediavere distributed to Nixon’s campaign st&tin Feedback, David
Joselit quotes a patrticularly incisive passage ftbmderstanding Medidistributed
among Nixon’s campaign staff:

With TV came the end of bloc voting politics, a form of specialism and

fragmentation that won’t work since TV. Instead of the voting bloc, we

have the icon, the inclusive image. Instead of a political viewpoint of

platform, the inclusive political posture or starite.

The quotation continues in McLuhan:

Instead of the product, the process. [...] In the TV image we have the

supremacy of the blurred outline, itself the maximal incentive to growth

and new “closure” or completion, especially for a consumer culture long

related to thesharp visual valuethat had become separated from the other

senses!

Television networks reworked the television experience so that it revolved around the
iconic, or “inclusive image Given the television’s transmission of low visual data,

each and every image on TV had to carry with it as much information as possible.
McLuhan noted the change that every enterprise—“from Madison Avenue andlGener
Motors to Hollywood and General Foods"—underwent in this new’agempanies

were now forced to create a TV image that fostered an intrapersotiansig with the
viewing audience, who had to be able to relate to every spoken sentence. Every physica

gesture had to be exaggerated to the point where it could be instantly legible tara drop
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viewer. The era of the cult of personality ostensibly began with the televisedgbol
campaigns of the 1960s and has since affected every person to appear on television. The
subject in this new television era has become an avatar, a character foreteoba
spellbound audience.

In TV/Time Environmertieinecken conveys his understanding of the changes
that television underwent in the wakeldriderstanding MediaHeinecken’s goal with
the installation was to uncover the hidden signification processes behind the télevisua
spectacle. Many of the photographs taken by Heinecken of his photolithographic
intervention, the high-contrast film positives he entitheytime Color TV Fantasgr
simply Daytime TV Fantasydemonstrate Heinecken’s ability to repurpose the TV image
for his own ends. Figure 3.Raytime Color TV Fantasy 12Ahows an image of a man
extending his head out from behind a shadowy obstruction toward the right side of the
television screen. With his posture and expression exaggerated, the figtseisapty
can be seemingly surmised even in the brief moment in which Heinecken has captured
him on-screen. The man is an avatar, designed to convey as much informationtds possi
through the sharp visual values of his severe pose (with mouth agape) so as to relat
some way to his television audience’s predisposition toward a visually replegfe.ima
Heinecken’s intervention not only obviates the need to understand the man’s viewpoint,
but reveals the primary function of the televisual spectacle following McLshan’
theorization of the medium. In effect, Heinecken suggests the figure ofihéras
naked and disclosing as the superimposed woman depicted in the photolithodragh in

engaging in autoerotic pleasure.
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Figure 3.3Daytime Color TV Fantasy/Arm and Hammiom 1976, shows a
box of Arm and Hammer baking soda aligned with the torso of the female figure in the
work’s photolithographic component. The visual homology demonstrated in Heinecken'’s
still shot shows the manner in which advertisements are made in the post-Me&taha
The treatment of the box of Arm and Hammer in the commercial advertisement
corresponds to the ways that pornographic imagery is used in its respectiveyinkhestr
Arm and Hammer box asserts itself with monumental-like frontality and, dwight
colors. Its logo seduces from the center of the television screen. The psodesigned
to appeal to the consumer, though the advertiser simply seduces the viewer for the sole
purpose of generating capital for the company, Arm and Hammer. It doestiat ma
whether the product will benefit the consumer, but the ad has convinced its viewer that
the product is an important part of the intrapersonal experience. According to
Heinecken’s construction, where pornography promises feigned intigiaayg its
viewer instead a brief and primal sense of satisfaction, the Arm and Hammer
advertisement offers the viewer a quixotic experience—promising to iteggeam into
the fold of “large social purposes and processes”—even if the reality ofubgasitwill
never exceed one’s expectations (the Michelangelesque arm illustratedramtiod the
box likewise suggests a romantic user experience, promising a deodorizing pritkluct
the strength of the god¥)Heinecken’sTV/Time Environmerftagments the context of
the original advertisement, revealing its false promises and manuthetperience—it

is the end result of a group of commercial artists working with a large mdvgtbudget,
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culminating in an iconic image used to the present day, but not necessarilyyangatisf
user experience.

Unlike the pornographic image, however, the Arm and Hammer ad was most
likely directed at a female audience (interestingly, the femaledim the
photolithograph appears to be holding the box, suggesting the product’s target audience).
Daytime programming heavily depended on a domestic body for viewersigp. T
domestic body was largely comprised of housewives, whose television viemmgés
shown to be coterminous with their work time, according to sociologist Lynn Spigel, who
cites foundational research on television and female viewersMpke Room for TV:
Television and the Family Ideal in Postwar Amerie®uring daytime hours, “media
producers had one primary job—teaching [housewives] how to buy prodtGaen
the housewife’s situation, in which her simultaneous housework schedule prevented her
from ever paying full attention to the television screen, the TV producer hakkto t
special measures to draw the housewife’s attention. Large, bright imagiezythd box
of Arm and Hammer—could focus the viewer’s attention to the television. Furthermore
as Lynn Spigel suggests, there was a “theory [...] that the housewiteewrbre likely
to take time from her household duties if she feels that her television viewimgake
her household keeping more efficieAt.Appropriately, then, commercials for products
like Arm and Hammer baking soda promised an efficiently maintained household
(securing more time to watch television).

Heinecken’sTV/Time Environmenhterrupts the smooth exchange between the

viewer and the ad. The installation restricts the commercial’s wieess by
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superimposing an image that targets men and alienates women, simultarmescishgi

the idea behind “conspicuous consumption” by drawing parallels between commercial
advertisements and pornography and illustrating a significant bias irrgle¢ e¢athe
commercial advertisement. Indeed many of the commercials iiMAéme Environment

reconstruction speak to a female audience.

The TV Environment

Daniel J. Boorstin'dhe Image or, What Happened to the American Dream
written in 1961, also articulated a critical response to society’s newestneasum, the
television, and its impact on American cultdtéJnlike Understanding Media-
essentially an aesthetic consideration of media and its tautologica-eBmorstin’'sThe
Imageprovokes an ideologically-driven reading of new media. This is apparent from the
outset of the book, when Boorstin prefaces his argument by claiming that “[t]his is a
‘how-not-to-do-it’ book [...] about our arts of self-deception, how we hide reality from
ourselves.® To that end, Boorstin’s text outlines what he calls the pseudo-event, “the
thicket of unreality which stands between us and the facts of'fife.”

According to Boorstin, the circumstances that led to our current perception of
reality—or unreality—began about one hundred years prior, with the advent of modern
communication systems. McLuhan, of course, argued that current mediaccendit
began with the rise of print culture, but | would argue that these historicas fmmnbe
coalesced with the rise of television mid-twentieth-century. Boorstossifdo-event”

nonetheless arose from what he characterizes as American society’ smeaad-
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entertainment. With the mid-nineteenth-century news reporter’ soneafability to
receive information from afar (the telegraph appearing the same yibar as
daguerreotype) and transmit it to the public, came the demise of the “slandagy*
As the distance around the “global village” shrunk, American attitudes abaug\rse
and its composition changed. There was an increased demand for information, and, if
information was unavailable, then the American public demanded the illusion of
information was provided, with “synthetic happenings to make up for the lack of
spontaneous event&”

This, then, is Boorstin’s “pseudo-event.” It has four primary charatits first,
as a man-made event, the pseudo-event is not spontaneous, but planned, like an
interview?® Second, given its planned nature, the pseudo-event is necessitated upon its
“newsworthiness.” Nothing will circulate unless it will draw in viewersird4-as an
elaboration of the first and second—the pseudo-event’s “relation to the undeegiitg
of the situation is ambiguou$*The pseudo-event interview, for example, is not
intended to be about the speaker’s relationship to the event—or their presentation of the
facts—Dbut their impression of it: what it means or why it happened rather than how it
happened or who was involv&dFinally, the pseudo-event “is intended to be a self-
fulfilling prophecy.”® By its sheer appearance in the news context, the interview makes
the event as “newsworthy,” regardless of its appeal to the underlyiity céahe
situation. Boorstin believes that more and more, the news event has become a

dramaturgical exercise, an act whose purpose is simply to increase sphifiato
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Advertisements in the television era concretize our reliance upon the pseudo-
event; unreality is now a coping mechanism for the truth. A pizza advertiseraemete
in Heinecken’dDaytime Color TV Fantasy 34@igure 3.4), from 1975ovetails
effortlessly into Boorstin’s definition of the pseudo-event. The commereidich one
assumes uses filmic effects like montage to facilitate a time lapsedre
frozen/uncooked pizza and the final product that we see in Heinecken'’s photograph
(fortuitously aligned with the genitalia)—presents a stylized version bfyrebhe ad
conducts itself like a pseudo-event. As a planned event, the commercial adwgrtisem
“noteworthy” because its function is realized in the symbolic exchange oélcapich it
represents: the company behind the product purchased airtime from the network with
intent to generate a profit. Given the television’s capacity to disseminate an
advertisement, the commercial “can be repeated at will, and thus [pis§ssion can be
re-enforced.*” Furthermore, the ad assaults the viewer with vivid, dramatic images of an
otherwise banal product. The viewer is thus given the shorthand to success: pizza is a
delicious and convenient dinner option. The advertisement likely appeared during the day
when the housewife decides what to prepare for dinner, or perhaps in the evening, close
to dinnertime, to provide the viewer with a quick-fix solution to dinner. Boorstin writes,
“[a]dvertising befuddles our experience [...]. Advertising fogs our daily ligss from
its peculiar lies than from its peculiar trutf&.The truth is this: the pizza product on
display in Heinecken’s photograph is nearly identical to other pizza products on the
market. It is made of dough, sauce, and cheese like every other pizza, but ithhas bee

marketed effectively.

75



Heinecken’'sTV/Time Environmenipends the mediated experience created by
advertising and broadcast television as a whole: the installation frasmé&¥timage in
order to reveal it as the generation of false needs and desires. The photolithograph
destabilizes the structure of the commercial advertisement. The pizzéisstwent’s
polish is stripped bare; Heinecken’s display demystifies an overstuffeddatchni
apparatus. The convenience of the pizza product is shown through the photolithographic
intervention to be a mechanism for instant gratification (drawing furtkenrelance to
the pornographic image). Heinecken disambiguates the pseudo-event, instetiagas
viewer agency.

Advertisements are not the only feature on television that could be referred to as
pseudo-event. In an intervention against television, critical theorist Theodor W. Adorno
notes, “[tlhe pseudo-realism provided by [the diegetic schema of the televisioh show
infuses empirical life with a false meaning, the duplicity of which viewean scarcely
see through because the [environment] looks exactly like the ones they Rnow.”
Adorno’s case study against German broadcast television, “Televisioroésglgle
illustrates the hidden ideological messages behind scripted television.méssages—
which subconsciously sell the audience on an ideological viewpoint so that they in turn
adopt that viewpoint in their everyday lives—extend the parameters of the pseudo-event
We are now programmed to believe that the hero will prevail or the villain will Iséekoi
by their own petard. But the implications, as Adorno elucidates, could be even more
catastrophic: an entire generation of viewers might grow up believinthéhashould

accept their social position because the good-natured character in thetefavoshow
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accepts their social position. Similarly, the titular suggestion of Bossert, The

Image or, What Happened to the American Dresnthat the so-called American dream
can only be viewed in the image world. Heinecken responds to Boorstin by destroying
the media narrative (developed now around images rather than history); Heinecken
believes that the media narrative fallaciously shapes the viewees @etiut the

American dream. Media theorist Margaret Morse, writing about the sedeis realms of
non-space, simultaneously comments on the non-space of the American dreans. “Nor
the past [like the American dream] so much remembered via narrative asutnior
embedded as archival images within contemporary, discursive presentaidiTime
Environmentenders the narrative behind the culture industry’s motives: the installati
depicts televisual images overlaid with the image of another America, andanm

which an entire gender is exploited for the benefit of the other—a darker side atamer
which suggests, in the context of the television commercial, that the Americam chra

be bought if the price is right.

The Spectacle Revisited: Final Thoughts with Baudrillard and Debord
Heinecken'ddétournemendid not end with the manipulated television set. Upon
entering the installation setting, one glimpses Heinecken’s prodraadg at work. In
some installations ofV/Time Environmenfor example its first appearance in Pasadena
at theCalifornia Photographers 1976how (see figure 1.6), the viewer is invited to
embrace an environment typical of a 1960s or 70s home. From the overstuffed chair, side

table, and lamp to the wallpaper, rug, and floral arrangements, the room displays a
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“hyperreality,” a term popularized by philosopher Jean Baudrillard taidesane’s
inability to distinguish reality from its simulations. In tBentinuumshow, also of 1970,
the installation uses gallery fixtures, such as the A/C system seen oft sdelén figure
3.5, to increase the reality effect of the environment, bringing it closer to.home
Jean Baudrillard describes Disneyland as the “perfect model of all dregtad
orders of simulation®® Rather than represent the imaginary world—the phantasmagoric
images found in Disney films—the park instead reveals a social microcosoathiae
extrapolated to represent an “ideal” AmeriéZhe physical make-up of the United
States’ population can be gleaned in a single visit to the park: “[a]ll of [Aaigficalues
are exalted here, in miniature and comic[-like] forthDisneyland is presented as an
escape from the ordinary. Its overly sanitized and heavily policed strea&syvawed
in stark contrast to the neighborhoods surrounding it—reinforces the park’s image as
imaginary. Baudrillard argues, however, that this image exists only to maediere in
a “real” America, when, in fact, every town now exists on “the order of the tegdend
of simulation.®® In other words, America is now the lived-in pseudo-event.
TheTV/Time Environmenhstallation likewise reveals a microcosm of the
“ideal” America. Here we see an overly sanitized living room set-up; aéwhbe”
space which transmogrifies the suburban living room into an institutional setieng
“[n]othing ‘extraneous is to enter—nothing political, ideological, [or] sacrédtie
environment forces the viewer to reconcile their own reality with its appicgans.
Television fragments experience, mapping the viewing experience on an unstable

spectrum between individual wants and institutional needs: local opposition and mass
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acceptance and the difference between the fictional spaces televisempres
audience and the non-space it actually repres@Bist as one sits down and begins to
experience an unmediated television viewing experience in the setting of #ilatiost,
mass media discourse crystallizes into shape. Where Disneyland mduiates t
experience—never revealing the man behind the curtavme Environment
dissolves the fictions before our very eyes, offering a glimpse of the iydadur own
living situations.

Reflecting upon the 1967 publication®dciety of the Spectackeuthor Guy
Debord said that at that time of publication the spectacle itself “was barglyéars
old.”" Debord thus dates the beginning of the society of the spectacle at or around 1927,
the same year that “saw technological perfection of televisfodgon revisitingSociety
of the Spectaclave see now how Debord’s critique of late-stage capitalism presents
itself in Heinecken’d'V/Time EnvironmenDebord writes, “[t]he spectacle [is] a world
view transformed into an objective forc€.WWe could just as well say that the spectacle
is in part a culture industry whose objective force is a series of smoke ansmi
designed solely to sustain its&lfThe problem is that society accepts the situation. We
passively accept the spectacle—of which television is only one part—becauseuies cul
industry has asserted itself as an enormous positivity.

For Debord, like Boorstin before him and Baudrillard after, “reality unfolds in a
new generality as a pseudo-world apart, solely as an object of contemffiatnstead
of mass media aiding us—relieving us from the stresses of our world—we agediogy

the mass media and its perpetuation. As a result, we remain unrelievgokddaastead
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to live in a dream world. In this state of being, Debord claims, dreaming hasdacom
social necessit§? Heinecken wants to break us from our dream. He wants us to no longer
passively accept the images which spew forth from the television. WWe esenbat the
experiences of the televisual medium. Heinecken'’s deliberate distortiontefatisual
spectacle delivers a blow to the culture industry. VWMATime Environmertieinecken
emphatically reminds us that what we see are merely advertiserhegtshbuld not

substitute for actual experience.
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Figures

Figure 3.1. Robert HeineckelDaytime Color TV Fantasy 22A974-1976. 3M color-in-

color dye sublimation print. Center for Creative Photography, University abAai.
Source: Philip Martin, e-mail message to authanyday 31, 2012.

Figure 3.2. Robert HeineckeDaytime Color TV Fantasy2A 1974-1976. 3M color-in-

color dye sublimation print. Center for Creative Photography, University abAai.
Source: Philip Martin, e-mail message to authanyday 31, 2012.
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Figure 3.3. Robert HeineckelDaytime Color TV Fantasy/Arm and Hamm&®76. Four-

color photolithograph, 34.4 x 44.5 cm.
Source: ARTstor: ARTSTOR_103_41822001259397 (aeckktarch 18, 2012).

Figure 3.4. Robert HeineckelDaytime Color TV Fantasy 34A975. 3M color-in-color

dye sublimation print. Center for Creative Photography, University of Arizona.
Source: Philip Martin, e-mail message to authanyday 31, 2012.
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Figure 3.5. Robert Heineckeny/Time Environmer{installation view), 1970.
Functioning commercial television; positive transparency; related nmegdite-size.

From Continuum Downey Museum of Art, April 12 — May 17, 1970, Downey, CA.
Source: Philip Martin, e-mail message to authanpday 31, 2012.
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Conclusion

The Legacy of Robert Heinecken

Robert Heinecken’s assault on mass media did not endWitfime
Environment Later projects, such as f8&ivaseries which began in the late eighties,
appropriated magazine advertisements in order to make life-size relagfeso(Figure
C.1). The resulting configurations formed nightmarish images of Shiva using the
different body parts of celebrities, models, and other media figuemecken’s many-
limbed eastern deity holds the vestiges of an all-consuming western auliisreands.
The hybridized figures confront the viewer’s gaze, displaying for therexitess of their
society, thereby “rupturing the viewer’s comfort with [the advertiserapptedictable
presence in the visual field by commenting on the image they are used to groject.”
Heinecken’s vast media critique became more and more extravagane agotienon in
an effort to keep up with the ever-evolving mass media advertisement.

Heinecken’s death on May 19, 2006 did not shock the nation or perhaps even the
art world. His inclusion in theSTcollaborationSpeaking in Tonguagpresents his
largest posthumous exhibition—and even that was a two-man show. Heinecken always
remained on the periphery of photographic practices because he never desiigd
with the mediun?.His career ran counter to that of other mid-century Los Angeles artists
who used the photographic medium to develop their art; artists like Ed Ruscha or John

Baldessari, who have gone on to receive considerable national and internati@al acc

88



(as well as noteworthy spots in tA8Tnarrative). Yet in many ways Heinecken’s
approach and themes developed conterminously with his more well-known counterparts.
For example, Heinecken, like Baldessari, “refrain[ed] from imposing defimg@ning on

his work and remove[d] some responsibility from his authorial shoulders to those of the
viewer.” Much of Heinecken’s work-FV/TimeEnvironment in particular—appeared as

a multifaceted structure without a myopic reading: Heinecken does neit fod

complex viewing experience to promote a narrow vision. Furthermore, Heinecken, like
Baldessatri, “enlists [the photograph] to communicate the complexity, fluididy, a
indeterminacy of meaning [of reality].Heinecken’s use of techniques like

appropriation, superimposition, and juxtaposition wifhiiTime Environmerdnd
throughout hioeuvreare meant to undermine the image world’s deceptions.

The three interrelated analysesIéM/Time Environmertterein represent the
complexity of an artist at the height of his development. Heinecken canefigates
through a complex body of theory in order to effectively deliver his message to an
unprejudiced audience. His fragmentation of the televisual image recallewbl®pment
of conceptual art in the mid-sixties, when artists like Joseph Kosuth revealed the
production of signification in language. Similarlyy/Time Environmergresents then-
unparalleled revelations about the production of signification in mass media
advertisements. Heinecken also foretold the revival of surrealism baginrtime late
seventies (at a time when the narrative in the art world moved beyond the early-
twentieth-century), when critics like Rosalind Krauss brought movement oge cl

conversation with later artistic developments. He read into surrealismrsogieéyond
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its “trippy transformations,” engaging Breton’s program in orderiteally examine the
unconscious motivations behind consumefidfinally, Heinecken’s knowledge of

media theory predicted an increased scrutiny toward the culture industry.dtis béve
inflicted irreparable damage to the industry’s mass media arm, whoss teote since
changed and adapted to the growing consciousness toward the advertisement and its

prerogatives.

Disengage the Simulator

From late 1961 through early 1962, Claes Oldenburg rented a shop in New York
City, which he named The Ray Gun Manufacturing Compartye back room of The
Ray Gun Manufacturing Company operated as the studio for the shop’s storefront, named
The Storewhere Oldenburg displayed and sold his small-scale sculftlites Store
invited the public to look at and buy art outside of the conventional art gallery setting,
which was filled with its own psychological perceptions and economic systems:
more conventional setting, “the viewing of art was too inhibited by ingrairspdnses”
of what art should be and what it should ¢oBhe Storgthen, offered an immersive,
almost theatrical experience about the world of commaodities. Followindyclmsé¢he
heels of Allan Kaprow’s happenings, Oldenbur8tsreassisted in the meteoric rise of
installation art in the 19608 As art historian Ellen H. Johnson noted, howeVee
Store“did not bring Everyman in from the street, [though] it did bring artists and a small
group of advanced collectors and critics who realized that iabastEveryman.*! For

Johnson, The Storevas about art and about fact and fantasy, ambiguity, eroticism, and
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materialism. It was about idealism and freedom, mobility and change, and adauidlif
death in life"— many of these ideas would reverberate in Heineck&fEBme
Environmennearly a decade latéf.

Heineceken’s installation was in many ways just as immersive as Old&nburg
Store Like The StoreTV/Time Environmenhvited viewers to experience “the already
once-removed, artificial ‘reality’ of advertisements and other popular ikarermages”
through a tableau: Oldenburg’s installation simultaneously impersonated andapsrate
a storefront wherein economic exchange took place; Heineckghisme Environment
impersonated and operated as a typical American living room, where differgnt
kind of exchange took placéIn both works meaning is generated through viewer
interaction with the installation as a whole. However, Heinecken’s irngtallaas set
within the more conventional setting of the art gallery, appearing alongiside
photographic and postphotographic artworks. Viewers who entered the space of
Heinecken’s installation amid the larger space of the exhibition expedehe familiar
objects of their living room—chairs, lamps, wallpapers, et cetera—within tlaenulrzfr
space of the gallery. As the viewer trespasses on Heinecken’satisitelgoing from the
public realm of the gallery to the private (or private-like) realm ohBeken’s living
room facsimile, they begin to recognize the trespass that occurs withiowimelromes:
their personal living room space is frequently invaded by public images—dhose
companies intent on selling them products. It is through their participation with

Heinecken’s intervention—the pornographic image inserted in front of the televisi
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screen—that the viewer recognizes this trespass, for the image deredutadir
experience, revealing the nature of the televisual spectacle.

One of the closest televisual critiquesidd/Time Environmens Richard Serra’s
Television Delivers Peoplérom 1973. In an art historical eclipse similar to Heinecken'’s,
Television Delivers Peopl#id not receive an audience until later in its life. The piece
shows scrolling text against a blue background. In the background canned “Muzak”
plays, reminiscent of early television game shows. The text begins, “ddad?of
Television, Commercial Television, is the Audience. Television delivers people to an
advertiser. There is no such thing as mass media in the United States except for
television...” For nearly seven minutes Serra’s piece assaults the viewer with his
denunciation of the culture industry’s power players. Picture distortion—whichrappea
throughout the video’s runtime—reveals the arbitrary nature of the televisagé; but
ultimately Serra’s piece is too blufitelevision Delivers Peopldoses the investigation
into mass media critique; there is no opportunity to analyze the content of the video
because Serra is candid about the issue and uses a straightforward prageratisent
his position, using text and text alone. Heinecken, on the other hand was a master-
educator both in and out of the classroom. He guided his students and viewers through a
complex body of work without ever establishing his goals as blatantly asraisSer
polemic. As in a Frank Stella painting, with Serré&devision Delivers Peopl&What
you see is what you se€">”

Heinecken was one of the first of a generation of artists who would use mass

media forms to critique a landscape defined by the conspicuous consumption of mass
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media images and the social inequities that evolve from such mindless consumption.
Heinecken challenged the ways in which art was made; he challenged titgodefof
art history, and, most importantly, he challenged the ever-expanding mass olessas

that has so thoroughly embedded itself into our lives.
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Figures

Figure C.1. Robert HeineckeBhiva Manifesting as a Single Moth&B89. Relief

collage of magazine advertisements, 96 x 48 in. (243.8 x 121.9 cm).
Source: Museum of Contemporary Art, ChicaBobert Heinecken: Photographist: A Thirty-
Five-Year RetrospectiyéChicago: Museum of Contemporary Art, 1999): 98.
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