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Introduction

The recent upsurge in awareness of the predominance of the figure
within contemporary art has lead to a revaluation of the importance of the
works of Rebecca Horn. Constantly referred to as a sculptor, Horn has
produced works that vary from performance and installation to, more
recently, feature length films. Rebecca Horn was born in 1944, in
Germany, in the forest region of Odenwald. She studied at the Akademie
der Kunste in Hamburg. She was subsequently ill and spent a year
(1967) in a sanatorium after which she spent a year as a student in
Barcelona. She has travelled continually over the past two decades until
her recent acceptance of a Professorship in the Academy of Arts, Berlin.
Her work began to receive critical attention in the mid sixties and early
seventies. This period is characterised by artists moving to break down
the barriers of the art world and move out of the gallery context,
producing non commercial and ground breaking work. This evolved
through new directions such as Earth Art, Environment Art and
Happenings. Horn’s early work consisted of performances based around
soft sculptures designed to be worn on the body. This subsequently
developed to in the production of machines with the ability to mimic a set
of human gestures. Horn’s use of photographic and film media to

document her activities combined with an interest in cinema led towards






the removal of a classification in which to place her work. She also
succeeded in crossing over the boundaries between art and reality, in

blending her own life into the fundamental structure of her work.

Her work is built upon a repertoire of ideas and objects that has been
with her since her early beginnings. This has enabled her to be extremely
prolific, producing smaller works to sell in order to provide funds for
large scale work, in particular her feature films. The use of similar
imagery within different contexts has allowed Horn to explore various
narratives, of both personal and historical significance. The use of space
in Horn’s work is not a passive one. She is aware of the limitations of
spatial occupation. This is something which is a constant preoccupation

in her work.

Difficulty arises in trying to find a dialogue within which to discuss Horn’s
work when so much of it has an overriding similarity in both content and
context. There is a constant Kinetic element to Horn’s work whether it is
produced by a human body in her performance work or by mechanical
means through her machines or film work. Many of her works, be they
writings or objects, are populated by images of ballet dancers which
coincide with her interest in both music and an awareness of the physical
capabilities of the body. Ballet has its foundations in a strict set of rules
which govern the movements of the figure and allow for precise repetition

of specific gestures. Just as ballet dancer has to be aware of this






discipline before improvisation can take place so a sculptor must be
aware of the properties governing the media which can be used. Horn
has knowledge of such a vast array of materials that the initial reaction to
her work is to be impressed by her technical prowess. In applying the
term “Movements” to define Horn’s work, there is a reliance on both
senses of the word; use of motion and also as the musical term for
divisions within a larger body of work. Within a symphony the various
movements contain similar themes and motifs explored through a series
of variations and styles. Each movement therefore contains variations on
the central theme. It allows for a clear dialogue within which Horns work
can be discussed. The pool of objects that Horn works from is immense
and her oeuvre so vast that it would be tedious and confusing to discuss
her art in relation to repertoire alone. Instead the variation in Horn’s use
of spatial occupation becomes the central theme examined through the
exploratory systems she uses. Primarily, Horn was interested in the
space the body occupied, which she explored through performance. She
then moved on to replace the body with object, producing gestural
machines, where they can be seen beginning to mimic the role of the
body. This is concurrent with her constant use of an implied narrative
within a space, which Horn uses to give a diversity to her reoccurring
motifs and also to control the reading of a given space.
And by the same token we talked a lot about the filling of space
-indeed that one take make a space by filling it, as though
space was simply an idea to house the things in - and of the
difference between filling space and filling time. He had never
thought of himself as someone who filled time, but of course,

being a painter meant he was, in a sense, filling space all the
time (Phillips, 1996, p.6).






Chapter One Body as Object

The human body is the most basic tool that any artist has; its capacity to
absorb information and at the same time formulate ideas and exchange
them is the fundamental basis of communication. When physical
capability is tied to that notion we see painters, writers and sculptors
communicating through mediums external to the body such as the use of
the brush or chisel. Performance Art uses this most basic of building
blocks, the body, as object, as creator of pure action, as communication
and ties it within a partial time frame to allow for close scrutiny.
Performance Art is often classed as sculpture, as it has elements of form,
shape and mass and involves spatial relationships. In the words of Gabo,
one of the forefathers of the Kinetic art movement:
Constructive sculpture is not only three-dimensional; it is four
dimensional, insofar as we are trying to bring the element of
time into it. By time | mean movement, rhythm: the actual
movement as well as the illusionary one which is perceived
through the flow of lines and shapes in the sculpture or the
painting. In my opinion, rhythm in a work of Art is as important
as space structure and image (Barrett.C. 1974, p.214).
Performance art may be seen by many as a recent arrival within the art
world. In fact roots of performance art can be traced back as far as the

Renaissance and the art experiments of Leonardo da Vinci, and even

beyond that to the artistic rituals of the ancient Greeks.






For primitive man dance or simple movement of the body were the
primary means of expression. The accessibility of modern consumer
electronics allows performance artists to document work within a
coherent time frame. Rebecca Horn has said
| wanted to preserve a record of it [body-art performance]
beyond the rough sketches and notes | had made. | began with
Super-8 by filming the 12 minute “Unicorn“ action in 1971,
graduating to 16-millimetre, used videotape occasionally and
now, of course | only use 35-millimetre (Dornberg.J. 1991,
p.98).
Rebecca Horn started making “Body-Sculptures” after a long period of
convalescence during which she had remained bedridden. When a
student she had poisoned herself while using a combination of polyester
and fibreglass which caused her lungs to collapse. She was
incapacitated for little under a year after which she still remained in
delicate health. This had a limiting affect on the type of work she could
produce. Sewing became an accessible medium in which to work. Due to
the nature of her illness she was advised against lifting anything that
might cause her strain. Awareness of the vulnerability and inadequacy of
the body can come with illness. Similarly the regaining of health can
awaken a fascination with the body’s capability to restore itself and
produce a revaluation of what was once taken for granted -

“ the absolute reality of the body, and of life as a condition of being

present in the body” (Watson.G. 1995, p3.)
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This sense of rehabilitation and relearning is evident in all of Rebecca
Horn’s early work, as though she was attempting to look at the world with
fresh eyes, like a child learning what it is she is capable of as she grows,
allowing her to become in tune with her surroundings through
exploration. As “grown ups” we no longer need the constant exploration
that helped us to learn as children. We have acknowledged, measured
and tested the physical capabilities of our bodies. We do not need to
touch, taste and climb on everything because we have built up a
knowledge of these sensations. Through her body sculptures Horn
strives to disorientate the body. In an attempt to reassess the individual’'s
own, unique, spatial relationships and to revalidate and experience the
sense and knowledge of touch, that can become so unappreciated or

dormant.

In “Arm Extensions”’ Rebecca Horn created two large fabric cylinders
that attached to the upper arms just above the elbow and rested on the
floor; these were attached to the naked body with a series of straps
(Plate one). This construction encumbered instead of utilised the
possibility of exploration through bodily movement. This image of the

exaggerated limbs was developed and explored to a greater success in

1 1968 Arm-Extensionen, made from red fabric.

11






Plate one:

Arm Extensions
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Plate two

: Finger gloves
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“Finger gloves™ (Plate two). This was an instrument to increase manual
sensitivity; each finger was extended by several feet by a balsa wood
construction. As part of the performance Horn explored touch. She
attempted simple tasks such as picking up balls of paper. She also
stroked the naked flesh, possibly to demonstrate the frustration at being
able to touch yet not feel. In her extension of the hands she expanded

what was in reach and removed sensation from what she could touch.

As performance observers we can only guess at the sensations being felt
by the performer. The sensation is lost in translation as it steps from
performer, to audience, to documentation. The work can be read as
somewhat selfish in its experimental, internal nature, being only of value
to the performer or instigator of the image. Horn defines the value in
these acts:
During the Performance the person (performer) is isolated from
his every-day environment .This specialised area is to further
self perception. These performances, then are attempts at
creating new models of interaction rituals (cited by Curiger,
1983, p.26.).
This device was also used in the performance “Two hands scratching the
respective walls”® from the film “Berlin-Exercises in nine pieces™ (Plate

three).This was a development in that the arm and hand were used as

extensions to explore a space. In this instance Horn attempted to scratch

21972 Fingerhandschuhe appears as a section in the film Performances Il (1973) as
Handschuhfinger

It consisted of, fabric and balsa wood. Each finger was 70cm long.

® Mit beider Hander gleichzeitig die wande berthren

41975 Berlin- Exercises in nine pieces: Dreaming under water

Berlin Ubunger in neun stiker:Unter dem Wasser schlafer.

It consisted of nine separate performances dating from 1974-1975

14






Plate three: Two hands scratching the Respective walls
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Plate four: Room’s Encountering Each Other

16






opposite walls of a room at the same time, thereby not only
measuring it perceptively but tracing the very surface of the wall.
This indicated the ability of the body to draw in space, leaving an
invisible trace, as if this touching contextualised the wall, familiarised
the performer with it. This simple movement excites a moment of
fantasy, that a single figure outstretched can occupy a room. This
echoes the experience of Lewis Carroll's character Alice while in
Wonderland, in particular in the white rabbits home,®
Alas! It was to late to wish that! She went on growing, and
growing, and very soon had to kneel down on the floor: in
another minute there was not even room for this, and she tried
the effect of lying down with one elbow against the door, and
the other arm curled round her head. Still she went on growing,
and as a last resource, she put one arm out of the window, and
one foot up the chimney, and said to herself “Now | can do no
more, whatever happens. What will become of me?”(Carroll.L.
1865, p.46).
The fingers were tipped with metal, adding to the severity of the action.
As the metal grated along the surface of the wall they produced noise,
this noise added to Horn’s filling of the space with energy as if those
places touched by the performer became charged, positive, leaving those

untouched to remain empty and negative. The image of a single body

encompassing a whole space is reiterated in the Performance “Room’s

*In 1994 Horn produced a word entitled Through the Looking Glass which is the title of
Carroll's second book with Alice as a main character.The piece consisted of a pair of
binoculars on a pole and a mirror glass on the other, sporadically both would spin and
the binocular s would try to locate the looking glass.
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Plate five: Unicorn
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”6

Encountering Each Other”™ where Horn uses mirrors to express the body

immersed within a space, all absorbing ,all seeing (Plate four).

“Unicorn”’(1971)” was one of the first pieces of performance that Horn
devised with the particular intention to have them performed by another,
leaving her free to control the image directly (Plate five). The girl that this
particular performance is created around had been under
Horn’sobservation for quite a while before finally being approached to
participate in the project. Originally Horn was intrigued by her posture
and presence. When they became engaged in conversation Horn found
herself in awe at the different worlds they lived in. The girl in question
had just turned twenty one, was engaged to be married in the near the
future and was in the process of spending her live savings on a bedroom
suite. In medieval mythology unicorns were free spirits roaming the
forests that could only be tamed by a virgin. Horn applies this metaphor
to the girl as a wild naive creature that has been tamed. For “Unicorn”,
the performer wears a white horn made of fabric and wood and is naked
except for the white strapping system which secures the headpiece to her
body. The action consists of the performer walking isolated and in her
distinctive manner though a hay field in the early morning. The style of
her movement could be described as a pavane, that is to say a slow,

stately dance.

® “Raume bertihern sich in den Spiegeln” appears as a section in “Berlin-Exercises in
nine Pieces” (1974-1975)

It consisted of Mirrors and fabric, dimensions variable.

" “Einhorn” appears in the film of the same name (1970) and also in the film
performances Il (1973) super 8mm, colour 12 minutes.
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Plate six: Shoulder Extensions
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The use of an encumbering costume in “Unicorn” and it sculptural
properties connects Horn to Dadaist notions of performance. As Richard
Layzell has said,

There is a line between costume and sculpture where artists

have so much to say. Dada knew this and thanks to a few grimy
photos we know Dada (Cottell and Schoettle, 1986, p34.).

Hugo Ball's costume for the recital of “Karawane” in the Cabaret Voltaire
in 1916 also extended the space that the performer occupied with a high
hat, a wide cape and tubes for his legs. Made from cardboard it was
restrictive to the extent that he had to be carried on stage. This use of
costume reiterates the performance ideal that the performer does not act
the emotion he means to express but is placed within a situation which

allows those sensations to come to the fore.

The horn in “Unicorn” serves to emphasise the distinct posture of the
performer which was one of the key reasons why Horn chose this
particular subject. We also see this as a characteristic of works such as

“Shoulder Extensions”®

in which we see the movement of the body
emphasised through the use of Body-Sculptures (Plate six). These
pieces also serve to widen the scope of the performance space by
gathering attention from an audience quite a distance away. The piece

exaggerates the space that the performer occupies, not only physically

but through casting huge shadows in the surrounding area.

® 1970 “Schwarze Homer” Appears in the film of the same name (1971) and in the film
Performances | (1972). It consisted of fabric and wood.
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Plate seven: Pencil Mask
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Plate eight: “Cockfeathermask”
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Each object is tailored for the individual physically, the straps being cut
to size and in the case of “Cockfeathermask” (1973)° and “Pencil Mask*'
making an exact replica of Horn’s profile. The term mask is misleading as
they don’t render the wear unrecognisable instead they serve a similar
function to the Body sculpture in altering and extending of the face''.
“Pencil Mask “ consists of twenty one pencils attached to strips of fabric
which are criss crossed over Horn’s face (Plate seven). While wearing
this apparatus Horn made a series of marks on a flat white wall.
Harnessing a need for communication, it was as if bringing the writing
instruments so close to the mind could ease the process. For
“Cockfeathermask “ a copy of the profile of Horn’s face was made us'ing
wire and feathers (Plate eight). When this projection was worn by Horn,
she only had peripheral vision similar to that of a bird. During the
performance she stroked the face of a man standing directly in front of
her. This caused what Horn has described as “The intimate space

between us to be filled with tactile tension” (cited by Curiger,1983 p.28.).

This use of tactile tension links “Cockfeather mask” to “Finger Gloves”
Extensions” where Horn is seen to stroke naked flesh with elongated

fingers. This highlights the frustration at a body attempting to express all

® 1973 “Haknenmaske* appears in the film Performances Il (1973)
It consisted of fabric and feathers dimensions variable.
19 «Beistitfmaske” appears in the film Performances Il (1973)

It consisted of fabric and twenty one pencils, the length of each pencil being 5.1cm .
' Although Horn did produce masks that hid the identity of the performer, “Hair Mask”
1971 appears in the film “Gavin” and “Cockatoo Mask” which appears in the film
performances |I.
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Plate nine: Keeping Those Legs from Touching Each Other
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the emotions held in the mind. Later work of Horn’s focuses on the kiss

which is the meeting point of the most sensitive part of the human body'?.

In work such as “Unicorn” and “Keeping Those Legs from touching Each
Other”’® the performer’s individual measurements and physical ability are
fundamental to the success of the piece. In “Keeping Those Legs from
touching Each Other” the performers are a man and a woman who have
a series of magnets bandaged to their legs, the man to his right leg and
the woman to her left. As they stand beside each other their legs are
drawn together to form a third leg (Plate nine). The employment of
bandages or strips of cloth in this and other performances makes
reference to the passing of Horn’s iliness. This piece relies on the
magnets aligning with each other. The “garments” are also constructed
to take into account the individual's personality. Horn is not asking her
performers to act. The two people involved in “Keeping Those Legs
from touching Each Other” are in reality a couple and therefore at ease
with each other, just as the girl in “Unicorn” is calm and has a certain
outwardly aspect; both groups were chosen by Horn for this reason. An
attempt to remake “Unicorn” using the same girl but with more technical
assistance failed because the performer became anxious and therefore

self-conscious, losing her important sense of presence.

12 Kiss of the Rhinoceros 1989 It consisted of steel aluminium and a motor 250x500x28
'3 “Dje untreuen Beine festalten*

Appears in the film Berlin Exercises in nine piesces(1974-75)

It consisted of fabric and magnets, dimensions variable.
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The image of the Body-Sculptures as tailored garments or props was
reinforced by Horn when she went on to construct customised suitcases
for many of the pieces. By doing this she has reiterated the importance
she placed on the objects as sculpture in their own right, apart from their
use in the performance. The cases not only protected them but made
them easily transportable. Horn constantly travels as if it were a reflex
action to being institutionalised for such along period. She also
regenerates the same themes and objects continually in her work. In
securing them in this way Horn is ensuring that the body sculptures will

be in a condition to be used again.

Placing someone in a strait jacket is either to stop them from damaging
themselves or someone else. Yet in this act of protection, the wearef is
also rendered vulnerable to others. This exchange of power through
clothing or objects is a key factor within Rebecca Horn’s work. In many of
her performance works Horn places the body instruments on top of the
naked figure raising the question is the participant nude or clothed ? She
has given her Body-sculptures undertones of bondage visible in their
restrictive qualities and in that they say more about what is revealed as
opposed to what is covered. Her objects become a shield between the
performer and the audience, although the element of nudity only
heightens the fragility of the performer. This is typical of the
contradictions Rebecca Horn enjoys raising in her work: strong yet

vulnerable, hard but soft, revealing and at the same time containing
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secrets. The woman in “Unicorn” is naked but wears an object which
elongates her figure and therefore draws attention upon her but yet she
walks through the field alone. This creates a contradiction between what
is designed to be seen and what is private.

In “Overflowing Blood Machine”'

(1970) we see the internal being
externalised (Plate ten). Here again Horn attempts to familiarise us with a
sensation that normally goes unheeded. We are more aware of the
external forces on our skin, which contains our main sensory receptors,
than we are of our internal activities. We are complacent within our own
environment and our bodies. Horn is attempting to stretch the limitations
of our spatial occupation. The flowing of blood, the life force, surrounds
the body and is represented in a series of tubes circulating red fluid
through them and over the surface of the performer. Here also the figﬁre
is naked not only to remove from it any sense of social coding but to
demonstrate the biological nature of the motion. The movement in this

piece doesn’t emanate from the body itself but from a machine, the body

serves only to represent itself as a physical form.

Horn’s performances are about sensual experience as well as being a
carefully finished visual act. There is an element of frustration in that the
aspect of actual touch fails to come across in the documentation. An

ability to touch is intrinsic to all human beings. There is an understanding

" “Uberstromer” (1970)
It consisted of a box , plastic tubing, and electrical pump system , dimensions variable
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of its discourse that we are all aware of. Yet touch is a response within
an individual and therefore can only be expressed through description. In
Horn’s performances the element of touch is being absorbed by the
performer and not translated to the spectator leaving a gap in the level of
understanding. Possibly this frustration is heightened because the
performance is reliant on the experience of human touch, which cannot
be conveyed. When Horn begins to place this touch in the “hands” of
machines the body no longer obscures the understanding. In the viewer’s
attempt to decipher the gesture of the machine they call on their 6wn

knowledge of sensation.
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Chapter Two Object as Body

In Rebecca Horn's performance work the performer could be seen as the
kinetic force behind the body sculptures. It is a natural progression then
that moves her towards sculptural objects that have an ability to move of
their own accord. Where she was fascinated by the energy generated
through performance she now tries to harness it in a mechanical
element. Her concerns and approach remain similar, but it is now these
objects that impose themselves on a space through their expansion and
noise. Their moving parts serve to outline and define the confines of the
space they are placed in. As these machines become more refined they
begin to take on unique personalities. Within this development towards
the complete removal of the body, Horn’s discourse is changing from

body as object to object as body.

A recurring problem with Performance Art is that it crosses over into the
arena of Theatre. There are many differences between the two, the
fundamental one being that Theatre is devised to be repeated. There is a
certain framework into which all theatrical productions fit, based on an
embedded grammar that is implicitly understood by both performers and
audience. In contrast Performances tend to be devised as one-off events,

and although they may be repeated, each performance is thought of as
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unique. Its experimental nature means that it has no such governing
rules. This can lead to the situation where an audience has its theatrical
preconceptions upset and can therefore perceive there to be mistakes.
Spectators can be distracted by factors not seen in theatre such as
obvious nervousness on the part of the performer, unexpected objects
falling etc. This can take the focus of their attention away from what the
artist considers to be the main elements. Due to the need on the paﬁ of
Horn to capture certain key moments and gestures within the
performance she began using other people as performers and
collaborators. This gave her a wide base from which to work and the
ability to exercise more control. She then took on the role of director or
choreographer. As she became more involved in the decision process
surrounding the documenting of the work, Horn began to close in on
particular gestures, images and movements, removing any distracting
information. The breaking down of the performance into simple factors
paves the way for animated machines where the machine’s gestural

aspect is completely at Horn’s command.

The body sculptures that Horn produced were tailored for each individual
involved in the various performances. Horn’s interest in customising and
the precision needed in addressing individual criteria gave rise to an
awareness of the subtle differences between the unique physicality of
people and the importance of accommodating this. A constant theme

throughout her performance work is the exploration of how the body span
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surrounding the mind affects its perception of the world. This concern
can also be seen in the production of “Measure Box “°. This piece
consisted of a metal box with a series of equal length metal poles
dissecting the central area diagonally, each of the poles being adjustable
(Plate eleven). Horn used this device to take an accurate account of the
contours of a human figure. This is done by placing the figure at the
centre of the box, moving each pole inwards until it presses against the
figure, then making a note of the length of the poles. At this stage the
figure can be removed and the poles repositioned to the individual
measurements as marked. The body is integral to the success of the
piece although it is devised in such a way as to obviate its permanent
presence. The space that remains is a replica of an individual’'s form.
This contrasts with the “Blood Flowing Machine” where the figure served
only to represent itself. This represents the turning point where Horn
started to consider the possible space that could be occupied by a body
as sufficiently representational in itself. It is here that Rebecca Horn

began to move away from body as object towards object as body.

In her removal of the figure in “Measure Box “ Horn left an image of
positive negative space. That is to say that where there once was life

there is nothing, only a memory of its existence at one time. The space is

' 1970 MeBkasten
It consisted of metal 194.5 x 90 x 90 cm
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Plate twelve: The Chinese Fiancée
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Plate twelve: The Chinese Fiancée
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not a void, but rather remains the encapsulated energy of the previéus
form similar to the energy that was formed in her performance work.
Twentieth-century physics going full circle back to Heraclitus,

postulates that all matter is in motion. In other words there is no
thing only energy (Paglia, 1990, p.5.).

One of the first objects that Horn produced that completely relies on

“® This consisted of an

electromechanics was “The Chinese Fiancée
eight foot high, hexagonal box with six doors, each leading to the small
inner chamber (Plate twelve). A large scale piece, it could be considered
as an installation in itself. Each of the doors remain open until a viewer
enters the chamber, then all the doors close. The lights begin to fade
until there is complete darkness. The viewer finds himself in the confines
of this disorienting environment, listening to the whispers of young

Chinese girls until without warning the doors fly open, exposing the

squinting viewer again to the now stark bright light.

With this work Horn began to explore how the confines of spaces can act
upon a body, as opposed to how a body can impose itself on a space.
The latter idea had been expressed in her earlier performance work,
such as “Finger Extensions®, where she investigated spatial relationships

»17

in a exaggerated fashion and “Head Extension”'’, where she expanded

the space the body demands (Plate thirteen).

'® 1972 Die chinesische Verlobte appeared in the film of the same name in 1976 .
It consisted of :Black lacquered wood metal motor and Audio tape 248 x 238 cm
7 1972 Kopt-Extensions appears in the film performances Il 1973

It consisted of : Fabric styrofoam and wire dimensions variable
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Plate thirteen: Head Extension

40






In “The Chinese Fiancée“ and “Measure Box‘ Horn created the
environment. This ensures that control of location and the energy within
the space remains within her own creative process. This theme of
enclosing the body in such an obvious way recurs in her later work, albeit

in a diluted manner.

Rebecca Horn is experimental in her use of materials and is interested in
texture and feeling in context. She is a director of sensations in that she
is intrigued by the formation of perception. Sensation cannot be created
as they are responses formed within the individual. Horn merely attempts
to manipulate this response with her conscious use of stimuli. She
attempts to create an environment which fine tunes the sensations that
the individual feels. In the case of “The Chinese Fiancée®, by blocking
out the light she removes an aspect of sight and therefore heightens the
sensitivity to sound, at the same giving no indication as to what might
happen next.

There is nothing that man fears more than the touch of the

unknown. He wants to see what is reaching towards him and be

able to recognise or at least classify it (Canetti, 1960, p15).
There is a preoccupation with movement in all of Rebecca Horn’s work.
This movement serves not only to attract the viewer’s attention but is an
integral part of her methodology. In the case of such pieces as “Concert
for Anarchy“ or the aforementioned “The Chinese Fiancée“ where the

movement happens in an unexpected or unforeseen way, it could be
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Plate fourteen: Concert for Anarchy
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described as threatening or shocking. In “Concert for Anarchy*'®

a grand
piano is suspended from a ceiling, looking serene (Plate fourteen). The
only indication that something is askew is the jumbled keyboard. Then
without warning all of the keys are spat out in a cacophony of crashing
notes and the lid is violently released. As the keys fall they threaten to
come away completely, but just as they draw on the full length of the
piano strings they make a hasty retreat back to their former position.
Horn uses these short, sharp gestures to brush aside any
preoccupations a spectator might have in regard to the seemingly
passive object. Horn is continually playing with contradictions and
sensations, and in works such as these she unites the two, investing the
objects with an irony that produces something that is beautiful and yet
dangerous. In using such an aggressive movement Horn bombards the
senses and at the same time imprints the sculpture on the viewer’s
memory. She is meticulous in the movements she employs and is aware
of their value in adding to the effect of a piece. Horn’s confrontational
works play on the tension created by fear which is considered to be the
among the strongest of human emotions.

In “The Feathered Prison Fan”'®

the movement used is graceful and
poised. The fan, which is motorised, spreads out gently from a semicircle

to a full circle.(Plate fifteen) This piece was originally devised for the film

'® 1990 Grand piano and motor 166 x 137 x178 cm appears in the film “Buster’s
Bedroom”

'® 1978 Die Sanfle Gefanger appears in the film Der Eintanzer

It consisted of white peacock feathers, metal, motor and wood .When closed 100 x 83 x
32cm
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Plate fifteen: The Feathered Prison Fan
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"2 in which the person at the centre is a young ballet

“‘Der Eintanzer
dancer. Similar to a suit of armour this piece can act as a Body sculpture
or a free standing object. The use of feathers within this shield plays on
the delicate nature and sophisticated design of a feather, which when
massed together become incredibly strong and at the same time remain
elegant. At this stage the person at the interior is camouflaged
completely. The fan disguises the human form and substitutes that of a
bird. When this motion is concluded it slowly returns back to its former
position. Images of dancers and reference to dance populate Horn's
ideology. She commonly refers to the movement within her works using
dance or musical terms and employs dancers and musical instruments as
recurring themes. In her own words:
Dance- | always say music -because the things move and of
course, the sounds are also very important or the coming
together of various sounds are important for me (cited by
Genenger, 1994, p.24.).
Another object which also has a part in “Der Eintdnzer” is “Dancing
Table”' (Plate sixteen). It is a round table that Rebecca Horn has
endowed with the ability to dance a perfect tango. In the film the only
noise stemming from the object comes from its own tapping and gentle

dipping. In later exhibitions Horn placed a musical source underneath the

table as this gentle sound might have been lost within the context of the

D The Dancing Chalveir 1978 16mm colour, sound 47 minutes
21 1978 It consisted of wood ,motor and audiotape diameter 100 cm , height 70 cm
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Plate sixteen: Dancing Table
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gallery®. During the course of the film the “Dancing Table“ teaches a
blind man to dance the tango. This man is one of the main characters in
this film and also in the later film “La Ferdinanda: Sonata for a Medici
Villa”®®. Scripting a character such as this is typical of Horn’s continuing
interest in perception as she invested him with certain attributes - not
only a greater sensitivity to touch and sound but an acutely aware sense
of smell and a vivid imagination. In 1993 Rebecca Horn produced “Blind
Stick“** (plate seventeen). This work is similar on first impressions to her
other works which consisted of metal rods acting as radii®® or
pendulums® that serve to outline and define the confines of the space
they are in. The difference between these works and “Blind Stick" is that
Horn placed the stick at hand height and its movement is not regular but
has the eerie characteristics of a white stick searching out surfaces. With
a virtually invisible thread connecting the rod to the motor suspended on

the ceiling above, the stick appears to move as if by telekinesis.

In using machines in this manner Horn is participating in a tradition that
dates back to the silent movies of Buster Keaton. The giving of life to

inanimate objects is reminiscent of the simplest of camera and magic

* Horn also made a larger, dinning table whi<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>