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Doug Hall's paired instollofions of the Yancouver Art Gallery—eight lorge
photographs from Mor-Places, o curment work-in-progress, and an updated
version of the fwo-channel video instollotion People in Buildings
{1990)—initiolly comvey on aggressive negativity in their distancing ond
separation of imoge from context by formal means. Hall's negativity, of
cnurse, tokes its ploce in the genenlogy of minimalist ond site-specific
seudpture, which developed o synfax of its suerounding spatiol ond fempo-
rol {sociol ond histaricol) contexts using o rheteric of displocement as
much as ory plecement of sculptural elements (s in, for instance, Roben
Smithson®s centrol nofions of “site” and “nonsite™). One displacement
that mokes Hall's work site-specific here & its being shown cutside the ser
ritarial limits of the United Stabes. In this siting of Hall's ort beyond nofion-
al borders, American horizons may be seen in his investigotion of the

purely formel oesthetics of images that insist on o direct confrontation
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with social nequtivity—the seripted denioks of authoritorion address ond
the consequent relegotion of “subjects,” i.e., people, to the cromped
interstices ond diffuse blindspots of deformed sociel discourse. There i
fontasy of power, and an acting out of its consequences in the delimited
confines of oet, here that fokes an o parficulor meaning ot o remove from
its prigirs.

Hall is unambiguaws ohout his work’s moda of oddress. His state-
ment far the video installotion The Plains of San Agustin (1986=1987)
rends, “This work is obout Power ond [in smoller type] how it is
expressed, as imoge, through viokent forms of weather and throwgh the
technologies which mimic or recreate these same phenomena.” This
work, ond mony others from the some period, shaws power in naturol
processes from which one may assume the edifying, cesthetically coded
distonce of the troditionnl discourse of the sublime. Holl's fostinafion with
tracking down exireme weather places him in on ougust lineoge of
observers of forms of noture that con huet and that one connot entirely
comprehend. What mativates Hall in this endeovas, however, is not
desire ba relive romontic ogsthetics: rother, it is contained in the very sulr

limity of the wond itself, Power—as Hall puts it on obstaction but o prop



& nome, something that can be approached os Kont did the Temple of Isis
but whose utterances connot be simgly known or nomed. In arswering his
unansweroble questions put to Power, Holl vories his focus on the sublime
from the content to the forms of his o, moving froen termots of “the thing
described” to the selfundoing of the attempt fo represent what connat be
represented. In its welldeveloped meditofion on the sublime, Hall's syntax
ploys icks with the sitespecificity of its formn by peovoking the eruption of
natural phenomena such os lightning, tarnodoes, ond earthquakes thet
transcend the relevonce of ony context, But specific sociol ond culturel
mafives oee deeply implicated in Hall's appropriation ond imitafion of not
wral sublimity os well. Plocing the open wound of “Power,” either natural
or mon-mode, of the center of his work hos generated o series of pio-
ductive cultueal meaeings in its development.

It is cheor thet the synto of minimalism has preceded Holl in the vsz
of the sublime—ypast mostess from Robert Monis to Richard Serra to Ang
Mendieta to Michael Heizer to Smithson abound—but it is not ot all cleas
thot these arfists figure their rebotionship 1o the polifics of the imponder-
able in the some way Holl doss. Minimalism may be understood o5 cought
in the moment of the “positive sublime,” the usuol expressivist romantic
mode of representation that, in Thomos Weiskel's wseful distinction,
reveoks on aiempt to create "o thing per se which stands olona,” “o relo-
five extess on the plone of the signified that ties to embody the power
of the sublime but which “suggests immonence, circulanty, ond o some-
whot regressive resistance b olienotion of all kinds.” For Weiskel, such o
compensatory project expeesses o feor of deprivafion in which the sublime
work of o s offered s restitufion for loss while the source of ondety is
“either evoded or expelled (peojected).” Much recent crificism of Williom
Wordsworth's sublime (that of Morjorie Levinson and Mon Liv, for
instance) hos followed in looking for an exterior source of denial boward
which postic excess stands in o symptomatic relotion. In minimalist soulg-
ture: it would not be hard to find similor moments of artistic grandiler
quence offered up to o source of anxiety kept outside the form of the

work. So in Robert Smithson's self-concelfing sculpture The Flimingtor
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(1964), the production of o sublime work of ort, ond thus the potential
maostery of the sublime itself, is combined with its own formal negativity
to create o self-perpetuating syntax that Smithson indicotes in o text

accompanying the woek:

The Elimingtar overloods the eye whenever the red neon floshes on,
and in 50 daing diminishes the viewer's memory dependencies o
troces. Memory vonishes, whils looking ot The Flimingtor, The viewer
doesn’t know what he [sic] is locking at, becouse he hos no suface
spoce to fixate on: thus he becomes owore of the empliness of his
owm sight or sees through his sight.

ROBERT SMITHSON THE ELIMINATOR 1784
sheel, mitor ond neon
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In The Eliminator Smithson has constructed o moching to imitate
the sublime in which “inreality becomes octul ond solid”—it octuolly
treates the effect of its own denial, The viewer's memary traces oie
etased in percefving i, just os one could not perceive the entirety of o
thieat to one’s understanding or physicel integeity when confronted by
the natural sublime (e.g., the 1906 Son Francisco Eorthquake). Even
thawgh The Efiminater presents itself os averlood, its sublimity equally
otouss in its self-ancelling—it is o form whase limits connat be deter-
mined not because it hos none buf becouse it undoes them itself. For

Weiskel, this “negative sublime,” o presentation of on immensiry that

cannot be comprehended in the form of on obsence, is more generative

THE TERRIBLE UNCERTAINTY OF THE THING DESCRIBED
[Bueto of Tesks codlh 1987
Thees: chonned stesen video installafion, steed mesh fence, deed cheier, Tt cod, s monors,
end videa pocpecton. Overoll dimerions 450 2 1280 x 1370 cm.
Colbacticn of the Son Frondsca Museom of Modem A1

than the averdane expansiveness of the “posifive sublime”™: “The nege
tive sublime, however, ovoids regression; it leopfiogs, os it wese, ocross
the “primary” term of finite origins [rather then presenting itself o5 o ver
sion of o originory mrythology], which thus tums out to be on infermedinte
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term.” The negative sublime provides for o witheld nation of ediginality as
it enables @ production of new menning that doss riol reimest the Oedipal
FOMANCE.

The central moment in Hell's meditation on ond enactment of the
sublime &5 the Teslo coil of The Temible Uncerfinty of the Thing Described
{1967}, On o more expansive ond technologically complicoted scole, this
work reproduces the dickectic between positive ond negative sublimes thot
Smithson praposed in The Eiminator. The six video monitors present
“gugessive” imaoges of sublime natural ocowences—Tforest fires, fowering
wives, fomadoes, 05 wel os massive, marmode machines. Thess imoges
are all romantic suge and swell, complete with sound efficts to give pre-
cisely that sensa of implicoted yet uninvolved distonce spectutors so dearly
e in 0 shipwreck. YWhot & viewed on the monitors—rtechnically precise,
perfiectly edited, thoughtfully justaposed—gives o thaill of plegsure sec-
ond only t participoting in grond end importont events such os fighting o
forest fiee or working the Bering Sea fleet. & revessal of ar's usual crifique
of alienofion otcurs, and one projects o desire for invobvement with nawred
ond humon peocesses onto tese distont ond unavoileble scenss. The Tesla
cuil, howeves, is the structueal iramy that undermines oll such fantosies
that the sublime con be imitated in o form, Where the display of monitors
peowides a kind of allegory of the distancing stupars of television—avhese
continuity of image makes it passible to believe one is sesing honsparent
by through to the thing—the erupfion of stotic electricity from the Teslo
tcail at hatFhour intervals removes any basis for such o fantasy.

In countering the compensatory fantosy producing the sublime, the
Tesl coil provides an insance of o negative, seff-cancelling moment much
like Smithson's The Efiminator, Holl hos—aot least on a first-order reod
ing—fried to produce on eruption of moteriol reality that critiques the
comforting illusion that the video tapes con control naturol disastess mese-
Iy by containing them, If there is o return fo romantic oesthetics in the
end, it ocours with the “wecess” of the Tesla coll itself as o tepresentation
rother than as o criticel rupture. On the one hand, then, Hall suffers o very

contrallable anxiety that he con offer o the viewes in theotrical form—



this is the sentimental side of his “threctening™ sublimity, On the other
hond, Hall shoitgircuits representafion to put arfist ond viewer in o ploce
where they ore both equally witnesses 1o the constructedness of either
representation (the tapesh or presentotion {the discharge), What results
from such o displocement, in which both arfist and viewer oppioach and
diorw bock from the work, inechves on enfirely different register of contex-
tval megning from the hanscendent ogonies of the remanfic sublime or
the generotive iranies of the minimolist sublime,

Such o deliberate canstruction, thiough the discourse of the sublime,
of o space of projection (ond withdrawal) for the viewer defines the cen-
tral ospect of Holl's cument work—its invocation of o public spoce, ogain
seen in both positive ond negative aspects. While there is o polifics in
Hall's eodier use of noture, it is not simply symptomatic in the way that
Wardsworth's notute is symptomatic of the denial of curent political
events that were deorly much moce on his mind thon his setf-creation os
poet could ollow. The question retums to the copitol Pof Power Holl soys
his wark is “gbout™— blindspo, o place of sublime miscecognition, o
thing that connat be named but also, in the occount of his work, “how it
is expressed, os image . . . through the technologies which mimic or reae-
ate these same phenomena.” It would be too much to align Hall's con-
stuction of the sublime simply with its impossible figuring of an object
nomed “Fower,” os Slavoj Tizek would do when he moves from the Kont-
ian sublime to Loson's equivalént “object raised to the level of the (impos-
sible-real) Thing.” The idealogical moment, in other wards, is not the
continual return o that whith cannot be represented by virtue of its pre-
senfation but on ottempt ot on expansive symbolization that would
*suture an original cleft” made by the sublime encounter,

It is not just going up to the tornodo ond osking it its nome that
reveals the impartance of Holl's technologicol extension of the sublime
imoge; it is the extension of that event {f it ever otcurred) in the process
of its spotiol ond temparol repraduction, If the thing thot connot be
expessed con be understoed to be reproducible in o technotogy, it may

be imogined to be expressed whetever such o fechnology operotes—
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implying o very copacious spoce in whith power is being raplicoted,
imaged, and made to work even if it cannot be known directly, especially
in technologies such os sitespecific sculpture or television. Such o space of
inexpressible power would, for instonce, be the realtime one in which
viewers of Tha Temible Uncertointy oppronched ond withdrew fiom the
sublime in the obsence of any oblity to identify with it (with the exception
of being able to identify with the sentimentalism of o destuctive spetto-
tle). In maving feom an image repettoite of notusel processes, excluding
knowledge, to mommode environments that begin with questions of
knawledge ond use, Hull hos redefined the kind of pawer he hos been
oddressing oll along. Only now, the sublime negativity formery shifted
ante nabure o5 inexpeessible reality (the artist cannol, after oll, toke credit
for the: “temible uncertainty” of his knawledge of the Tesla oil's spork)
must be odmitted ta be o port of the constucted world, fully in line with
human mofives.

Hall has deseribed such on intersubjective spoce in Foucouldan teims,
and it is clear that o Benthomite empiridsm, in beth its panogitical and vis
cerl aspects, is dose ta the center of his foscination with sublime impan-
derobility. The posifion of guthority in such o view is evoded or projected
{or bath}, exctly in Weiskel's sense of the positive sublime as “displac
ing it excess of sigrified into o dimension of configuity which may be spo-
tiol or temporal,” leading to the vseless formulation “Power is
everyahese.” If one were to follow the discourse of the negative sublime,
howesr, one would laok for o suspension of authodity in self-cancelling
foms of representaticn. The rigidity of imoge repertairg in Holl's recent
phatogeaphic seiies thus seems to be doubly motivoted—the pho-
togeophs” hyperformolization, mothematical symmetey, and neorly com-
plete absence of humanizing detol inveke o kind of sublimity of the “bult
workd™ that can be presented but not understood—in the some sense that
sublime noture can be. At the some fime, the restriction of content and
their virtual parody of paint of visw make o spoce in their reghime presen-
takion that locates the positien of cutharity in the intersubective spoce of
vigwing and opart from any embodiment in the represented work. Whils



the pasitive sublime thus puts one in the position of o “full” observes of o
fantasy of sublime nature {or culture), the negative sublime leaves the
space of observation open, to be filled in loter, One may, if one wishes, fill
in such o spoce of chsenvation in o Foucouldion manner, o one could
imaging the locotion of outhority in the public, constructed, intersubjective
would being oddiessed in the diffieclt process of trying to odduce o “social

subime.™ If there were such o thing o5 o sacial sublime, how would we
know what it s like?

In his recent series of photogeophic works, Holl tries to tel us exacity
what o social sublime is ke, Unlike most of the ertwerk that attempted o
social crifique through the 19805 ond the early 19%0s, Hall’s work does

MACHINERY FOR THE RE-EDUCATIOM OF A DELIMQUENT DICTATOR 1763
oy choemel video insaaliion e four emoraiors with fiog nd wind modhine.
Overall dimensions 490 x 550 x 740 em.

The Whiteey Buseom of Americon A, New Yort, 1934

not involve ony reference to the economic os o senes of undermining dis
plocements of cultuial vedities; nor does it ploce the commodity form ot
the center of ifs desirous negofivity. Nor, in these works, ore there refer-
endes 1o “the stobe™—in either symbedic form, as Hall offers with the red
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flog of his earlier Machingry for the Re-Education of o Delinguent Dictator
(1984), or in terms of overthy pofitical references, such o5 those that bore:
ly monoge to suvive the overpainting of his newpoper series
(1980-87). The spoce of these works is very close fo that descibed by
liirgen Habermas s the “public sphere,” which emerged in o pratracted
negatiotion between economic and state forms in Westem sociefies, cul-
mingting in g period of optimal rationality ond debote of obout the begin-
ning of the nineteenth century. Since then, opparently, the public sphere
hos declined as o forum for citical discussion that mediates between the
politicel and econamic: instead, it survives in idealized form as the
ossumption of disinterested ond reasonoble discourse thot gives demacrab
it forms of government their obiding legitimacy and final outhesity. While
Hobermas's use of the public sphere i close 10 enfirely hevristic, Holl's
aritical images of the public sphere presant difficulties for ony presumption
of sociol rationality. We see this in Nos-Ploces, UNVERSITY (1993; comr
missioned for o stote univarsity), The GDE Project (o work-in-progress
bosed in part on the archives of the defunct state and his own phe-
tographs), ond in Fagple in Buildings.

To begin with, Holl's images present the public sphere os o sublime
space {in both posifive and nequtive versions). Ay engogement with the
public sphere, in the form of reasoned dialaque proposed by Hobermas,
must invobve ot least oddressing on interlocutor. This interlocutar cannot be
known either becouse it i too lorge ond threatening, and hence cannat be
engoged with on equal ferms; or bacouse it is fragmentory, elliptical, or
beyond comprehension, ond in which cose must be invented in o form of
projection, Hobermos would respond that such deformities are the
inesitoble consequences of ony ottemgt bo mix oesthefics with on engage-
ment with public space. Holl's images, however, demond an immedsate
recognifion o5 fantosmatic forms of o public sphere that implies incom:
mensutchility rather than rationality os the condition of being in public.
While considerations of mass subjectity opposed to Hobermas's hove
asked for greater impartance to be given to the circulations of the e

noric, particularly in the forms of entertoinment and advertising, Hall's



PEOPLE IN BUILBINGS 15701532

two thanne! video piojection with stereo sound
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imoges of the public sphere ovoid the commodity form {ond its crifique)
almost entiredy, (It is here that o feminist aificism of Hall's work could be
muode—in relotion to the gender politics of his rejecting the consumer
oesthetics of the public sphere in fovor of o social sublime created ot the
unknowable mosgins of state outhority.)

S0 what does this social sublime look [ike—if not the argasmic
immediacy of o Tesla coil? In UNIVERSITY, it looks like o constructed emi
ronment of considerable spofiol depth whose effect is to peobibit any iden-
tification or entry. The empty labarataries, classrooms, hollwoys, ond
compuler rooms Holl depicts have obout s much relation to the real Unk
versity of California of Berkeley os did Ansel Adoms's poeans to authorty

r"'

/

UMIVERSITY 1553
wideoiops, block ood white photographs, ond text panels
University At Museom, Berceley 1993

of exoctly twentyfive years eadier. In that series of works, Adoms depict
ed the university o5 o sequence of potriarchal figures paroding the inver-
tians, offices, foothall squads, ond pipe orgons past the admiring public

goze. Adams sow his positive presence os ceative ortist everywhere os 0
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progressive agendo; Hall sees his obsence everywhere os the ideslogical
defils thot would obstruct ey such thing as o peogressive ogenda, Where
o wniversity i concesned, this is o major aitigue—it means thot for the
public sphere, the university’s major sociol robe is os 0 moment of excl-
sion, 0 moment where o moss subject connat find on image of itself ond
therefore must go oway with the nothing Holl depicts in his imoges. The
stakes for ciiticol reoson ore devostating: between public institufion ond
moss public there is only ontogonism. What soves Hall's peoject from com-
plete rihilism, however, is whot it demands by virtue of the negative sub-
lime. In not offering the plenitude of debotoble cutherity, os do Adoms's
images, Hall reserves an ultimate autharity to be predicated on what con-
not be known though his images. This is on exomple of an ozsthetic
debate in the public sphere, contra Hobermas, with importont ideological
consequences—even if the interdacutors are not esswed of eoch other's
existence, much bess rotionglity,

In The GOR Praject, Holl confinues his portroval of the sublime detals
of state outhosity in relation to the public sphere. Two ospects of this
series seem imporiont; the rebafion of the oesthetics of lorge public build-
ings, with their oura of simultaneous repeession and inationlity; ond the
tlose-up ond computer-distorted images of vorious real individuals cought
up in one stote-sponsored event or another ond not liking it very much.
What we see in these individuals” foces is the opposite of the stabilizing
ilhssions of commodity culhuee; these ore not simply “real”™ os opposed to
“illusory” expressions, but anes that ore defeated ot the moment tht
they attempt to know themsebves in relation ta the sociol forms they oe
in, Hall's notion of the sociol sublime hes two aspects here—rthat which
is presented by the “lorge™ forms of the sas conngt find o rotionad orchi-
tectural principle; subjects in the public sphere ore organized precisely in
relafion to that which & “unknowable” in socaty,

One wonders whot the politics of such o presentation of the public
could, in the end, be—since so litthe spoce is left for pasitive forms of
identification in the worlds Holl presents. However, siting some of Hall's
garlier work with these images, and factoding in some offhand polificel



abservatians os well o5 some recent history, o more dimensional palitics ta
fill in emerges. First ond foremast, Hall's obiding concern in his public
work hos been to avaid determining personal identity by the defarmities
of media reprasentotion, which can, in very literal woys, burt, This con be
seen in the inaugurol work of his agwwe, The Etamal Frame, o 1975
restaging of the Kennedy ossosinofion in Dallos by the conceptual art
group T. R, Uthco. In this restoging Holl played Kennedy; in loter video
works, Hall is the “arfist president”™ wha spouts meta-gihberish as public
discowrse in o kind of nightmare of what it would meon for tha gesthetic
impulse to reolize itself s o form of palitics. It i deady Holl's primary

toncern that folse representations be given the form of idealizotions in

ANSEL ADAMS
DR. JOSEPH D. LOHMAN IN DFFICE

APRIL 1967
Comhempossry prnt fiom ariginol mgorhve by Ansel Adoms,
Cabifooniz Mhrssum of Phatographry, Swsemy,utin fnsel
ddams Fiat L Collction, Usiversity of Coomin, Riverside,

terms of whose inodequocy (fhe negotive sublime) the subject moy ideal-
ize itself, The constant borage of negative imagery in Holl's wark doss
not simply ironize its mode of expression {o form of sentfimental bathas
vis i vis the positive sublime). These is something ather than the fountain
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of yauth that continually sets up folse gods o be overcome thot is impar-
tont for polifics here.

(ng begins to see in higher reliel some of whot Holl wants polifically
in o recent interview. At cne paint, ha loments some rather typical inaffi
tencies of the lote-Saviet bureaucracy in terms that seem to wont on
nuthority o foke charge even when there has been o celebroted absence
of one:

Tatyana, the officiol orgonizer of the conference, would consistenty
respand to our equipment requests with one of twa phecses: respanse
numher ang was “It is impassible,” ond response number twa wos
“Itis not a problem.” Both meant that we were not gaing fo gt the

equipment thot we hod requested,

This norrafive bears on eerie resemblonce to the self-cancelling moment
Smithson scripted for The Eiminator—although hese the ideological work
of sociol sublimity does not need to be embodied in on ironic ortwork; it
exists in the (Soviet) public sphere independently. What s important is
how ecsily this moment of doubleness locates the question of outhority for
Hall. Later, in a Third World rather than o Second World contest, Hall
encounters o similor mament where no one is in chorge of the public
sphere in the deformed media sex and violence of a Brozilion working-
chass tobloid. Using images taken from the tobloid, he shages o site-spec
ic art exhibition in S8a Paulo that he hapes will evertually get his picture
in the tabloid itszlf, since the fhemes of his show ore "sex” ond “vio-
lence.” As o result, Hall con find on imoge of himself in fhe place where
the absent interlocutor of the public sphere might ba. In bath cases there
is a reasonable demand for o authority to mediate either “high” sate
forms: {notoble for their obsence) or the vogories of “low” socil forms
(known by their unsesmly presence). The sodal sublime in both versions
is peedicoted on the impossibility of ever knowing it.

Hall's ewrent video installotion Peaple in Buidings is his mast com-
plat realizafion of the sublime dynamics of the public sphere to dote, The



work both summuovizes a number of the themes of Holl's prior werk and
bregks new ground in the shictly contralled register of his image material.
Centiol to the work is the construction of a public sphers berween twa reg:
isters of imoge, much kke the two imoge repertoires of The GOR Froject
—on “exterior” viden tape of the forodes of numengus corporate and
state buildings ond on “interior” video tope of portroits of individuals
cought in moments of (on)reflection in the public sphere. The “exterior”
sequence often depicts architecture of faiily recent constuction—post
madein gollerios as well os fountains ond escalators fo move things clong
{what locked Eee “progress™ to 1980s Son Froncisco), but there are alsn
more neutrcl public spoces of earlier dote, along with superimpasitions of
*sublime" imagery from Holl's previous work (weather, water running,
fire, flogs unfurling outside o public building). The scory architectural
wiilhs of Philip lohnson's office tower of 580 Colifomia Steet, with their
neachossical fontasy of “life in deoth,” are central figures of immusability
ond obsence, while various techniques of video “windowing™ and the use
of decomntive stafic patterns provide a lyricol eounterpoint to aichiteetural
immensiy.

The tormespanding “interiors™ of the public sphere are more unstable,
multiple, diverse—cought not in o manolithic vise grip of immensity fo
betray their puny publicness, but variously configured oround mobile and
erront gozes {of the video comera) that create conflicting seenarios ond
choices. Where Hall begins his documentation of public individuals with
something ke o Foucouldion goze that would render dfferences equive
lent in an exercise of purely formal power, he finds himself in o much
mote complicitous, celebaatory, and even subjective mode of oddress in
s “interioe™ sequence. The Faucouldion fetishization of power gives way
ta the pleasures of anather kind of surveillonce, one more akin to the fan-
tastic imoging technology of Blade Runner (“move in / cut left / rotate
0% / back off / cut / piint”™).. In the second lengthy ssquence, for
instance, the "torget™ of Holl's gaze is a person waiting in o bus stotion
who fries o preserve his outonomy while o routing police search of an
“undesireble” is going on several feet awoy from him. Windowed on
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widea, the man's expressions ace brought out of context and focused on
until it is evident thot, os for vorious individuals similary cought in The
(DR Project, being in the public sphere means being unchle to compee-
hend ane’s contest. Loter, Holl justopases o sequence of men reading
pomo mogozines in o bookstare with one of library potrans flipping
theough gaedening manuals with similar mations. Where all the petitbour-
geois objectification of the Foucouldion paradigm is operative in the first
series {leading bo the question of o “violotion™ of pevecy rights when the
foce of one pommo patran is seen), objectilication yields to lyticism in the
second sequence ond o series of quite paignont identificotory moments
results. The condition of booking ot ond for information in on ovessized but
underfunded Eheory becomes o reality of the public sphere, but there s o
pleasurs in this moment of boss that Hall immediotely recognizes ond inoni
colly “covers” with theme music from Erk Sofie.

While he is uncomfaetable giving up the foux-domination the sacial
sublime offers, clearly Hall is beginning to see ather, less rigidly coded,
possibilities for his image repertoire—particularly in full-screen chose-ups
centering oround the eyes of women watching sequences of numbers on
tomputer streens that becomes the stabilizing molif of the video. Here
women are seen os engoged in social processes, in public, that e not
simply objectifying. The rather meager offerings of o fashion boutique
thegwn in of the end of the fape shows Hol's continuing refusol to engoge
the commadity cifique in onything other than dismissive terms, even as
hie bs begun ta develop imoges of women in public apart from that dis-
course. The real polificol development in Peaple in Buidings is thus not the
stafic verification of the social sublime but o new space of passibility,
Hese, Holl begins to opprooch that other essayist of the socinl sublime,
Jean-luc Godord, whase Numero Deux divides the autharity of the goze
info two disjunct technolagies—video ond film—aond offess o ploy of
possibility in between. A similor moment of dismantiing the objectifying
gaze is oceurring between the two topes of Peopls in Buildings, and it
appears to be eosiar thon Hol would have thought.

Hell's recent work in the public sphere hos an edditional plitical
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resanonce in its having been undestoken ofter his encounters with the
Second ond Third Worlds discussed obove, Even though they are reslutely
First World works, ond even though they ore so centrally configured
around the formal imitotion of dominotion ond power, it & importoat that
Holl biegon to buen his attention to these kinds of sociol imagery ofter the
“Fall of Communism™ in 1989, Cleary the giddy identification with the
overturning of sclesatic outhoeity in Eostem Eurape fed Holl's interest in
the social sublime, os witness his similor treatments of public buildings
from both the Eost and the West. But it is ot this moment of undermined
outherity, | would orgue, that o more open, less codified aparooch to the
public sphere became avoilable for Holl. Before the Foll, in other wouds,
the social sublime hod been displaced into o media technology that
thised ofter fomodoes in Oklahoma os if thot were o continuation (which
it wos) of the representofionol viclence ond crifique of the Kennedy ossos
sination video of 1975. Fredric Joreson has distussed the epochal signifi
conce of thot literal trouma in its oesthefic recuperation in postmodarn
widea art, an argument that would have been even stranger hod he been
aworz of Hall's wark,

The site-specificity of Holl's installotion outside the national harizons
of the United Stotes thus uns out to be an historicol specificty os wel. It
morks o5 closed the epoch of trouma ond recuperation that begon with
Kenriedy ond extended thiough the Viemom Wor (o closure that coingided
with such epochol events os the Foll of Communism and the Gulf War) in
o new capacity o restoge domination and power toward more multiple
registers, seen in o world where ideology cinculates in reakime saciol
spote.
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