





numerous travelogues. On the home
front, at least one French installation
was modelled on Soviet anticlerical
practices, the Surrealist anti-imperi-
alist installation La vérité sur les
colonies of 1931, which was
mounted in collaboration with the
Comintern. In considering the corre-
spondence between the Soviet and
French installations, | also examine a
wide array of French interlocutors of
soviet anticlericalism, ranging from
the far Right (Jesuit papal envoy
Michel d'Herbigny) to the far Left
(novelists Louis Aragon and André
Gide), paying close attention to the
way in which discourse on the
subject polarised around differing
notions of fetishism and iconoclasm.

Karen Kettering, Hillwood Museum,
Washington DC

Decoration and
Disconnection: The
Russkii Stil and Russian
Decorative Arts at the
1893 Columbian
Exposition

In the latter half of the nineteenth
century, the European and North
American markets clamoured for
luxury goods produced in the so-
called ‘Russian style,” a revivalist
movement based on the material
culture of the pre-Petrine period.
Within Russia, the Russkii stil’
became an ideologically charged
statement of cultural patriotism. At the
international expositions, however, it
was co-opted into a vision of a dehis-
toricised and Asiatic Russia. | shall
discuss several glass, ceramic and
silver manufacturers that exhibited at
the 1893 Chicago Columbian
Exposition. As | will suggest, the fact
that their works were nominally utilitar-
ian, however luxurious, was used to
make some conclusions about the
nature of daily life in Russia. Even as
the Imperial government attempted to
situate Russia within the mainstream
of European modernity, foreign critics
and consumers used ‘Russian style’
objects to construct a counter notion
of the nation as existing outside
history and progress.

John McCannon, Department of
History, Long Island University

Enchantments:
Presentations of
Primordial Russia to the
West in the Art of
Nicholas Roerich (1874-
1947)

In his paintings and stage designs,
Nicholas Roerich played a key role
in shaping how Western audiences
perceived Russia during and after
the turn of the century.

Roerich’s art — which put forward a
Symbuolist, mythologically grounded
vision of ancient Russia — reached
Western viewers as early as 1904,
His breakthrough came in 1909,
when he designed the sets and
costumes for Diaghilev's production
of Prince Igor in Paris. More
famously, Roerich played an indis-
pensable role in writing and
designing Stravinsky's The Rite of
Spring — the Paris premiére of which
in 1913 not only marked a pivotal
moment in the emergence of artistic
modernism, but also provided inter-
national audiences with an iconic
view of Slavic paganism.

After the Russian Revolution, emi-
gration and an increased mystical
orientation caused Roerich to
conceive of Russia in new ways.
From the 1920s onward, Roerich's
painterly renderings of his former
homeland became increasingly
metaphysical; they also stressed
more heavily the Eurasian aspects of
Russia’s cultural heritage.

Christina Kiaer, Department of Art
History and Archaeology, Columbia
University, New York

Deineka in New York,
1935

In the spring of 1935, the Socialist
Realist painter Aleksandr Deineka
was sent abroad on an "artistic study
trip" that included an extended stay
in New York City. The trip offers a
rare instance of a major Soviet artist
confronting Western modernist art
and Western modernity itself during
the fraught period immediately
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following the announcement of the
doctrine of Socialist Realism in 1934,
This paper will examine Deineka's
paintings in light of his interactions
with the West, in order to argue that
they exemplify neither Realism'’s
reflection of reality (whether Soviet
ideological reality or Marx's
"objective reality"), nor Modernism’s
fragmentation or critique, but a third
model of (Socialist Realist) modern
art. This paper will argue for a post-
Cold War model of art history that
can comprehend Socialist Realism
as part of the history of modernist
art, rather than as its repressed
East-bloc other.

Sona Hoisington, Department of
Slavic and Baltic Studies, University of
Illinois at Chicago

The Enthusiasm for
American Architecture in
the Soviet Union of the
1930s

Under Stalin, Western art was repre-
sented as the decadent ‘other’, yet
paradoxically great enthusiasm for
American architecture was
evidenced. This paper documents
that enthusiasm in the following
ways: 1) by tracing the articles, richly
illustrated with photographs, which
appeared during this period in the
Soviet press; 2) discussing face-to-
face encounters with American
architecture and subsequent
accounts, both published and
unpublished, of these encounters; 3)
examining the design of the Soviet
pavilion for the New York's World
Fair of 1939. The paper concludes
by arguing that the enthusiasm for
American architecture was predicat-
ed on a positive view of the ‘other’
as the technological giant to be
emulated. Learning from and then
surpassing America, it was
reasoned, would prove that
Socialism had succeeded.



VISUAL
IMAGE/Y ERBAL -
LANGUAGE:
WORD AND

Convenor

Juliet Simpson, Department of Art History, Buckinghamshire Chilterns

University College

When Charles Baudelaire suggested in 1846 that “the best account of a
painting would be a sonnet or an elegy”, he effectively outlined a programme
which anticipated some of the major innovations in art and artistic theory of
the second half of the nineteenth century. The idea of ‘correspondences”
between the arts was to become an aesthetic commonplace in fin de siécle
aesthetic theory; yet its development within the Wagnerist cults of the period
also prompted radical new ways of concelving visual, verbal - and musical -
relationships. This strand will consider such issues within the context of
broader preoccupations with visual and verbal syntheses in nineteenth-
century art and aesthetics writings. In particular, it will look at the centrality of
word-image debates, and the productive tensions generated by these, in
shaping nineteenth-century (and subsequent) conceptions of modernism.
Encompassing a range of concerns from Romanticism to the fin de siécle, the
strand will raise questions about the aesthetic and political implications of
concerms endemic to word/image debates of the period, notably: the
invention of such categories as ‘literary” painting or “pictorialist” poetry; the
persistence of the musical paradigm in later nineteenth-century art theories;
and the changing definitions of narrative, allegory and symbol in nineteenth-

century art and its theorisation.

------------------- e

Tom Gretton, University College
London

Pictures and Textis in
Nineteenth-Century
lllustrated Magazines:
Modes of Separation and
Equality

This paper seeks to ground discus-
sions of the relationship between
words and pictures in a crucial
instance. It examines the pages of
weekly illustrated magazines c. 1850
- €. 1900. The paper proposes that
word-image relations as constructed
in such journals around 1850 pre-
supposed a dependent, illustrational
status for their pictures. It argues
that from the 1860s an independent,
‘'spectacular’ model of the status of
image in relation to text was
dominant, and that, with the intro-
duction of photographs after 1890, a
symbiosis emerged in which the text
was once again constructed as
dominant, and the picture was seen
as documentary. This tripartite
evolution is even more evident in
France than in England: reasons for
this will be explored, and the impli-
cation of the existence of these
distinct constructions of word-image
dependence and independence,
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with sharp differentiations both in
time and in space, for generalising
hypotheses concerning the verbal
and the visual will be explored.

Colin Trodd, University of Sunderland

Visions and Narratives of
Image and Allegory: G.F.
Watts and the
Enchantment of Pictorial
Expression

Late Victorian and Edwardian
writings on Watts tend to exhibit a
certain fascination with the status,
character and nature of his pictorial
designs. Was it, critics wondered, in
the capacity of the individual image
to incarnate the specific terms of a
critical language that meaning
resided? Or were his works to be
seen as elements within a chain of
hypostatic forms or types?
Examining essays by Statham,
Symons, Chesterton and Sketchley,
this paper explores the problem of
placing Watts in systems of
aesthetic value. It therefore traces
the way in which many engage-
ments with his later paintings were
locked into attempts to overcome
tensions between pictorial definition
and discursive control.



Paul Smith, University of Bristol

‘It can not be read’:
Impressionism and
Flaneur-as-failed-
detective Fiction

The ‘roman a clefs’ and related
genres have been largely ignored by
historians of Impressionism despite
(or perhaps because of?) their
complex links with discourse at
large. This paper shows how two
works -- Philippe Burty's novel,
Grave Imprudence and Ludovic
Halévy's play, La Cigale - picture the
Impressionist artist as a flaneur who
is absorbed by the dazzling superfi-
ciality of commaodity culture.
Following Benjamin and Lukacs, it
suggests these texts are the uncriti-
cal end-point of a genre which once
- in stories by Poe, Baudelaire and
his colleague, Charles Barbara --
parodied the flaneur as a failing
detective who is robbed of his ability
to read (or represent) the world by
the power of the commodity to erase
historicity and class-consciousness.
It concludes with a consideration of
the ways in which fiction might legiti-
mately be used to interpret
Impressionist pictures.

Claudine Mitchell, University of Leeds

The Poetics of Sculpture:
Rodin in the Circle of
Mallarmé

From the mid-1880s through to the
1890s, men of letters fundamentally
re-thought and re-defined the
semantics, aesthetics and cultural
status of sculpture around the
practice of Auguste Rodin as they
saw the close parallel between his
three-dimensional forms and the arts
of language. They recognised that
through the technigue of modelling,
spatial positioning or combinations
of figures, sculpture operated its
own processes of signification and
that three-dimensional forms had the
capacity to generate meanings,
states of mind and emotions as
poetical texts did, through the
modalities of ‘analogy’, ‘metaphor’

and ‘hyperbole’. Focused on sculp-
tures that were crucial to the devel-
opment of this aesthetic movement
(‘The Faun’ Mallarmé owned), and
extracts from the poetical texts and
theoretical debate they inspired in
art criticism, my paper examines the
terms of the collaboration between
Rodin and men of letters. | question
the ideological dimension of the
perceived relation between Rodin's
sculptural practice and what was
considered l'infigurable’.

Ruth Harland, Department of Art
History, University of Aberdeen

‘Behind the Veil:
Representations of the
Supernatural in Late
Victorian Art

This paper is concerned with refer-
ences, both explicit and implicit, to
the occult and spiritualism in late
nineteenth-century art. Given the
importance accorded to accurate
portrayal of the visible world, the
prevalence of references to occult
experimentation in the work of both
male and female Pre-Raphaelite
artists and their followers calls for
analysis and contextualisation.
Discussion will focus on the image
of the crystal ball and the depiction
of trance states in the paintings of
Holman Hunt, Burne-Jones and
Spartali in relation to contemporary
literature as well as nineteenth-
century scientific investigation into
the phenonema.

Catherine Lever, Department of the
History of Art, University of Oxford

Expression - A French
Understanding

This paper looks at the identity of
French expressionism. It opposes

the existing opinion that ‘expression-

ism' has a single character, which
has been broadly defined on the
basis of German expressionism and
has led to the characterisation of
expressionist art as macabre and

alienated. Immediately, this does not

match the exuberance and vitality of
French expressionism.
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In the paper, | examine a very
different concept of expression that
is evolved in a number of literary tra-
ditions in the late nineteenth century.
| explore the connection these
groups have with the expressionist
artists and then reflect how their
concept of expression offers a far
more sympathetic understanding of
French expressionism.



EAST ASIAN |
ART AND

CULTURE

iy b

Convenor

Stacey Pierson, Percival David Foundation of Chinese Art, School of Oriental
and African Studies, London

The arts of East Asia, principally China and Japan, have become an important
part of art historical and cultural studies in the UK. Courses in East Asian art
are offered at a number of institutions, usually as part of a general degree in
art history. This is appropriate because East Asian art has a long history in
England and chronological histories of Chinese and Japanese art have been
published in English since the early twentieth century. Recently, however, a
number of scholars have begun to look at such material from a different per-
spective, exploring the histories of objects from China and Japan in British
institutions and their role in British society. The most recent research in this
area further considers the greater impact of East Asian art on British culture
itself, through exhibitions, the art market, collecting activities, modern design
and art education. Such an approach is necessarily interdisciplinary, encom-
passing, for example, art history, museum studies, economics and anthropol-
ogy. This strand will bring together these seemingly disparate concepts by
exploring the role of art in forming connections between East Asia and Britain

from the nineteenth century onward.
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Sarah Cheang, University of Sussex

The Orient in London:
Women, Popular
Missionary Activities, and
Things Chinese, 1890-
1920

Missionaries have been an important
source of popular knowledge about
China. This paper will explore the
role of Chinese material culture in
Protestant missionary home activity
in Britain during the late nineteenth
and early twentieth century. | take for
my starting point a large London
Missionary Society exhibition held in
1908, The Orient in London, to
consider the gender and class
specificities of Chinese things which
entered British cultural space as a
result of missionary education, prop-
aganda and fund raising-activities
which were predominantly carried
out by women.
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Judith Green, University of Sussex
‘Curiosity’, ‘art’ and
‘ethnography’ in the
Chinese Collections of

John Henry Gray (1823-
1890)

What were the boundaries between
‘curiosity,’ ‘art’ and ‘ethnography’ in
late nineteenth-century British collec-
tions? How were Chinese objects
displayed, categorised and
perceived? A case study of the col-
lection of John Henry Gray (British
Consular Chaplain at Canton and
Archdeacon of Hong Kong) allows
these issues to be explored. The
exhibition of Gray's collection at the
Royal Pavilion, Brighton, from 1877,
will be discussed and it will be
argued that a distinction was made
between objects valued as examples
of superior manufacturing technigque
and those valued in terms of their
use. The basis of this distinction and
the continued use of the term
‘curiosity’ to describe Chinese things
in the late nineteenth century will
also be addressed.



Rosemary Scott, Christie's

The Magpie and the
Scholar: The Chinese Art
Collections of Sir William
Burrell and Sir Percival
David

Sir William Burrell (1861-1958) and
Sir Percival David (1892-1964) were
both significant collectors of Chinese
art and both bequeathed their col-
lections to British institutions which
bear their names. However, they
approached their collections and
collecting in very different ways. The
concerns and stipulations expressed
in their bequests not only reflect the
times in which Burrell and David
lived but also their individual inten-
tions in bringing their collections into
the public domain. The impact of the
two collections, in both private
ownership and in public museums,
provides contrasts and reflects the
collectors’ different priorities. This
paper will examine the Chinese col-
lections of Burrell and David, the cir-
cumstances of their collecting, the
significance of their personalities
and interests, their intentions, the
influence of their collections, and the
problems of understanding and
interpretation of art from a culture
relatively little understood by the
British public in the first half of the
twentieth century.

Jessica Harrison-Hall, British Museum

Sir A.W. Franks and his
Successors: the
Formation and
Development of the
Chinese Ming Dynasty
(1368-1644) Ceramics
Collection at the British
Museum 1876 to 2001

This paper will explore the formation
and breaking of links between
different British collectors, museum
professionals and dealers, the
British Museum and Ming ceramics.
It will present some of the personali-
ties and methods involved in
forming one of the world’s greatest

collections of Ming pottery and
porcelain. Collecting histories of
these Chinese objects will be
examined together with their context
within a renowned Biritish institution.
The collection itself reflects a growth
in knowledge and appreciation of
Chinese ceramics in Western
Europe over a period of about one
hundred and fifty years from 1876 to
2001. A pioneering Victorian with
private means initiated the collection
- Sir AW. Franks was once
described as "The best known anti-
quarian of his day". The collection
has been added to ever since by
some remarkable individuals. Franks
portrayed oriental ceramics for the
first time in Britain as a legitimate
subject for academic study and
didactic display. He succeeded in
treating Asian ceramics neither as
curiosities nor as interior ornaments.
The breadth and quality of his col-
lections is linked closely to the avail-
ability of material for sale in Europe
from the dispersal of Chinese collec-
tions.

Ayako Ono, University of Glasgow

James McNeill Whistler
and his Use of Japanese
Objects in the 1860s

James McNeill Whistler is one of the
earliest and most important figures
of Japonisme in Britain. Whistler's
interest in Japan was expressed in
his works by the use of new compo-
sitional devices as the basis for
pictorial experiments, and the use of
certain objects for their aesthetic
value and exotic appeal, in a series
of paintings with Oriental subjects.
Whistler also started to combine
aspects of music and painting in his
work, and this was exemplified by
the titles given to his paintings from
1865 onwards. His use of Japanese
objects was gradually transformed in
his attempt to produce subjectless
paintings; and he started to rely on
such accessories in order to avoid
conventional symbolic objects, such
as wilting lilies or dropped flowers, in
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his figurative paintings. In this paper,
Japanese influence on Whistler's art,
and his use of Japanese objects in
the 1860s, will be discussed.

Teresa A. Langley, Virginia
Commonwealth University

The Metalwork Designs of
Archibald Knox: A
Synthesis of Japanese
and Celtic Art
Characteristics

According to most scholars, the
influences on British Art Nouveau
metalwork designer Archibald Knox,
who worked for London’s Liberty
and Company, consisted mainly of
elements from the Celtic Revival.
However, many works by Knox also
appear to contain Japanese motifs.
This combination succeeds from
these cultures’ ancient parallel ideals
of natural beauty. Consequently, the
successful combination of
Japonisme and Celtic Revival
elements into unified designs illus-
trates the complex similarities of
what, at first, appear to be two artis-
tically disparate cultures. This paper
will demonstrate that while Celtic
and Japanese influences operated
independently upon most British Art
Nouveau artists, Archibald Knox
designed objects in which both
ideas were manifest simultaneously.
| will show that both the Celtic
Revival and Japonisme were acces-
sible to Knox through his various
relationships and history. In Knox's
work this combination created
stunning visual effects of interaction
between two physically distant, but
artistically similar, cultures.




Convenor

Julia Bernard, Kunstgeschichtliches Institut, J.-W. Goethe-Universitat,

Frankfurt/Main

This session concerns itself with ‘making a connection' between art history
and film which is extremely timely as demonstrated by recent as well as
upcoming exhibitions, publications and colloquia. For not only is contempo-
rary art preoccupied with the movies, but of course avant-garde art has been
subject to filmic influences for a century. Representations of art and visual
artists in movies have become a common genre at the same time that docu-
mentary films about (as well as art-films by) artists are well-known
phenomena. While cinema studies and theory have influenced art historical
practice, film's having replaced the nineteenth-century 'Other’ of photography
in relation to ‘high" art must be viewed within an evolving institutional
framework. This involved not only development of a connection between
museological practice and the study as well as showing of films, but the rise
of an artist-analogue ‘auteur' conception of the film director also meant that
cinema itself came to be regarded as ‘art' and movies as proper objects of

visual-historical study.

Beat Wyss, Institut fur
Kunstgeschichte, Universitat Stuttgart

Jackson Pollock in the
Sistine Chapel?
Transformations of the
Artist’s Image in Carol
Reed’s Michelangelo Film
(1965)

In initial response to British director
Carol Reed s Hollywood film The
Agony and the Ecstasy of 1965,
starring Charlton Heston in the title
role, one has the impulse to place
the conception of the artist it
presents within an 1950s/60s art-his-
torical framework. Although doing so
is to some extent useful, what turns
out to be more revealing is compari-
son of Reed 's focus upon the
artist/patron relation (Pope Julius ||
played by Rex Harrison) with “social
history" developments in the art his-
torical literature of this period (cf.
Francis Haskell s Patrons and
Painters, 1963). Finally, it can be
suggested that director Reed s own
situation as a foreign newcomer to
Hollywood is mirrored in his filmic
portrayal of Renaissance-period
cultural patronage here; while to
such allusive reflection upon the
economic structures supporting his
cinematic work can also be added
the contemporary societal context’s
post-Abstract Expressionist preoccu-
pation with the artist s “in-/out-sider”
social role.
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Sharon Patricia Harper, Department of
the History of Art, University College
London

| Oughta be in Pictures:
The Importance of
Celebrityhood in Julian
Schnabel’'s Basquiat
(1996)

As art historians have acknowl-
edged, fundamental shifts in art
practice became discernable in the
late 1970s and early ‘80s. A new
breed of American artist strove to
transcend the limitations of recogni-
tion offered by the art world through
several strategies. For one, artists
adopted entertainment celebrity
schemas in order to build familiar
and accessible ‘personalities’.
Simultaneously, artists crossed over
into other media such as music, film,
fashion, and the press in order to
achieve the same broad public
already available to other entertain-
ment stars. In so doing, they
became accepted within the larger
folds of the American entertainment
industry. In this paper, | will examine
the development of this phenome-
non through Julian Schnabel s 1996
directorial debut film, Basquiat. It will
be shown that the crossover into
mainstream Hollywood film produc-
tion was crucially contingent upon
these artists' active engagement with
celebrity.



Lynda Nead, School of History of Art,
Film and Visual Media, Birkbeck
College, University of London

Hubert von Herkomer:
Paintings, Films, and Fast
Cars

In a recent conversation with Bruno
Latour, the French philosopher
Michel Serres visualised his concept
of modernity through the image of
the automobile. The car, Serres
argued, could not be defined as
uniguely of one period or as
belonging exclusively to the modern,
being “a disparate aggregate of sci-
entific and technical solutions dating
from different periods... The
ensemble is only contemporary by
assemblage.” This metaphor offers
a highly productive way of looking at
the history and forms of visual
culture in Britain in the early
twentieth century, when the techno-
logical and commercial possibilities
of late nineteenth-century optical
developments were filtering into all
aspects of cultural production and
consumption. This paper will
examine this moment via a case-
study of the artist Hubert von
Herkomer: offering a reassessment
through an examination of his
paintings, films and fast cars—and
thereby propose a reframing of the
history of British visual culture
through the integration of still and
moving images.

Samantha Lackey, History of Art
Department, University of Manchester

On Automatism: Re-
Evaluating the
Surrealists’ Filmic Project

This paper seeks to redress the mar-
ginalisation of surrealist film through
an assertion of its centrality to surre-
alist attempts to theorise the visual
image. This can be seen in discus-
sions of automatism, where a
cinematic metaphor was commonly
employed both in psychology and in
surrealism to describe the flow of
images within the mind in states of
automatism. Thus, the cinematic

medium could be held up as an
ideal that in turn plays back out into
all areas of surrealist production.
The supposedly indexical character
of the filmic image is also linked with
the view that it might be the ideal
medium in which to embody
automatist processes. The role of
the index within film theory will be
considered in concert with the
Bretonian notion of automatic writing
as a veridical trace of "the true func-
tioning of [unconscious] thought”.
The rayographic films and photogra-
phy of Man Ray will be examined in
this context, as will the genre of the
written film scenario.

Thomas Meder, Kunstgeschichtliches
Institut, J.-W. Goethe-Universitat,
Frankfurt/Main

Ethan Edwards and his
People: Three Art
Historical Readings of
John Ford’s The Searchers
(1956)

My aim is less to suggest why
women in general do not like
westerns, but rather why philoso-
phers do. | would therefore like to
analyse John Ford s pivotal The
Searchers (1956) as something
more than a fictional story suppos-
edly having taken place in the late
1860s and "70s. My three readings
of this film invoke a broader cultural
context: the first interprets the three
main protagonists as figures whose
names point to the Old Testament
story of Moses. My second reading
draws upon a painting by Nicolas
Poussin, with whose assistance |
apply Panofsky's concept of the
Darstellungsmdégliches to this film's
visual representation mode. My third
level of interpretation is iconological:
constituting an effort to connect this
film with what was taking place in
contemporary America, which
(among other things) included an
ongoing suppression of the memory
of the Holocaust, an event that Ford
is arguably referencing and which
was a topic taboo in the 1950s.
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Thomas Hensel, Kunsthochschule fr
Medien, Cologne

The Afterlife of Aby
Warburg’s “Storyboards”:
Art History and the Art of
Film-Directing

As part of a larger project devoted to
analysis of the interaction between
art history and artistic practice, this
paper focuses on a Hollywood
‘blockbuster’: Terry Gilliams's movie
Twelve Monkeys of 1995,
Superficially a characteristic fim of
the science-fiction genre, on closer
examination Twelve Monkeys can be
understood as a reflection upon the
ways in which collective memory
functions. This paper attempts to
demonstrate that director Terry
Gilliam was inspired by the historian
of art and culture Aby Warburg; and
that the structuring of memory
presented in Twelve Monkeys is
essentially related to the conception
of Warburg's ‘Mnemosyne-Atlas'.

Beatrice von Bismarck, Hochschule
fur Grafik und Buchkunst, Leipzig

The Artist-as-Director
Revisited: Paul McCarthy
and Mike Kelley’s Fresh
Acconci (1995)

With the beginnings of the employ-
ment of video as an artistic medium
in the late 1960s, one of the roles
played by artists in the processes of
producing and presenting their work
became more evident than it had
previously been: that of the invisible
but omnipresent, self-effacing but
omnipotent ‘director’. Through an
interweaving of the discourses of art
history, cultural studies, sociology of
culture, and media theory, my paper
will focus on the genesis of this role,
the specifics of the form it took
around 1970, and the further trans-
formation it underwent on through
the '90s. Focusing on the video
Fresh Acconci (1995), in which
artists Paul McCarthy and Mike
Kelley invert the gender roles
presented in early videos by Vito
Acconci, the function these artistg



respectively fulfil as directors of their
own filmic works will be defined in
relation to discussions around the
body, the notion of the author,
gender, and television-culture.

Allister Mactaggart, School of Art,
Design and Performing Arts,
Middlesex University and School of
Art and Design, Chesterfield College

Frame by Frame: The
‘Film Paintings’ of David
Lynch

David Lynch is cited as a prime
example of the postmodern auteur.
While emphasis is placed upon his
work as a film director, it should be
borne in mind that he originally
trained in Fine Art as a
painter/sculptor, which he has
continued to practise throughout his
film career; and he created his first
film because he wanted a painting
that “would really be able to move".
Lynch s method for devising his
films, linking together a number of
striking visual images, leads to
works in which narrative and genre
conventions are problematised and
which show up the inherent faults in
the auteur theory. In this paper, | will
argue that a revision of
theoretical/methodological under-
standing is necessary to re-envision
this body of work in the light of its
explicit connection between art
(practice and history) and cinema.

Vanessa Joan Miller, Kunstverein
Frankfurt/Main

Topographies of the
Visible: Contemporary
Video Art and its
Cinematic Dispositive

Sharon Lockhart and Doug Aitken
represent two diametrically opposed
positions regarding employment of
the medium of film/video with
respect to presentational mode,
which constitutes an essential
aspect of their artistic practice. While

Lockhart exclusively shows her films
in the cinema, Aitken constructs
sequences of images which - in their
virtually sculptural installation -
actively involve the viewer in what is
taking place. Starting from such an
opposition (with further examples to
be provided), which is exemplary for
this whole issue of the presentation
of film within an art context, classical
theory of film perception with
respect to the dispositive structure
of cinema (Lacan, Baudry, etc.) will
be interrogated with reference to this
transfer into the art-realm, with its
specific object/observer constella-
tion and the resulting modification. Is
there a ‘reality-effect’, as with
cinema? What kind of attention is
demanded by their observation?
Does such a placement within the
cinema undermine a dispositive
structure?

Alexander Alberro, School of Art and
Art History, University of Florida,
Gainesville

The Television of Modern
Life: Stan Douglas’ Win,
Place or Show (1998)

My paper explores Stan Douglas’
Win, Place or Show, a six minute
video sequence shown in a continu-
ous loop. Shot from twelve different
camera angles, and cut together in
real time by a computer programme
capable of generating an almost
endless series of montages, every
sequence in this work repeats differ-
ently. Implied is how the
homogenised medium of television,
as Jean-Paul Sartre once explained,
functions: “[Television "s] unifying
policy: ideclogical propaganda, but
without saying anything; unity is
negative and consequently serial.
Saying what pleases everybody. But
nothing pleases everybody. So you
have to say nothing. On this basis,
there is TV thought, TV behaviour,
etc. which belong to the practico
inert.” Which Douglas suggests can

have lethal implications—by
including an anecdote of a young
boy who dies from watching too
much television. Douglas recreates
this as an endless loop of painfully
repetitious, serial entertainment; thus
precisely by ultimately saying
nothing, Win, Place or Show
provides insight into the late 1990s
culture industry s fetishistic opera-
tions.

Jonathan Faiers, Department of Visual
Arts, Goldsmiths College, London

Contagious ‘Others’: The
Museum as Site for the
Supernatural in Film

From The Mummy (Freund, 1932) to
The Relic (Hyams, 1997), the intro-
duction of the supernatural ‘Other’
into the museum collection (whether
intentionally or clandestinely)
presages the dissolution of the
museum as a space of order and
clarity. The contagious ‘Other’, in
guises ranging from ancient
Egyptian mummies, mythological
Brazilian slayers and Staten Island
mermaids, to the less spectacular
but equally virulent haunted portraits
and time-travelling statuettes, simul-
taneously emphasise and
undermine the museum's role as a
space of preservation and memory.
Therefore, in numerous films the
museum is reconstituted as the
refuge of psychics, extra-terrestrials
and shape-shifters, drawn to its
galleries by the power of the objects
deposited within, and we witness
how the cinematic construction of
the Museum as a Site for
Supernatural Contagion plunges the
institution into a temporal and spatial
chaos.



Henry Keazor, Kunstgeschichtliches
Institut, J.-W. Goethe-Universitat,
Frankfurt/Main

“The Stuff you may have
Missed”: Art and Film as
Systems of Reference for
The Simpsons

From the time of its first airing in
1989, the cartoon show The
Simpsons presented almost all of
the elements which have earned it
virtually cultic renown as a series
addressed primarily (but not exclu-
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sively) to adults. Already in the first
episode we encounter a signature
introductory sequence where the
main Simpson-family characters are
briefly presented gathering in front of
their TV screen, where the credits of
the show itself appear: that the
Simpsons are watching their own
series within it indicates this show's
self-awareness and reveals its
reflexive character. This tendency is
further developed in subsequent
episodes, where the creators of The

Simpsons increasingly explore the
possibilities placed at their disposal
by the fact that any cartoon show is-
- by definition - a sequence of
painted and animated images. The
two elements thus comprising this
medium (painted image and filmic
sequence) obviously incited them to
use works drawn from art- and film-
history to construct a system of
reference for these cartoon stories
and their complex visual as well as
acoustic gags.

The Academy of Baccio Bandinelli, engraved by Enea Vico, after Baccio Bandinelli.
Reproduced by kind permission of the Visitors of the Ashmolean Museum, Oxford.
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Forum DiscusSions: rriday 30th March, 4.30 - 6.00 pm.

Art History and Publishing

Convener: Tim Barringer

Panel of editors: Celia Clear, Tate Publishing
Alison Whittle, Manchester University Press
Dana Arnold, editor of Art History

Kara Hattersley-Smith, Laurence King Publishing
David Ekserdjian, Editor of Apollo

« How do editors commission work from authors? Do they go
out and look for titles to publish or do authors tend to
approach them with ideas?

« How do editors expect authors to present their material and
ideas? What level of detail do they like to see at synopsis
stage? Do they ask authors to outline who they think will buy
the book or to present relevant details of competition from
other books in the same field?

« What distinguishes the markets for a publisher's
books/journals and how does the market being aimed for
determine the level of the text and picture programme?

« What arrangements do publishers have with authors
regarding the provision of pictures?

« How do publishers deal with the ever-rising picture costs
and with respect to modern art still in copyright, the fees
charged by DACS?

Benchmarking: the Emerging Subject Benchmark
Statement

A chance to discuss the draft subject benchmark statement for
History of Art, Architecture and Design with Tom Gretton, chair
of the benchmarking panel, and other members of the panel.

« Benchmark statements contribute to the definition of the
public face of the discipline.

« Benchmark statements shape the way we write programme
specifications (and will thus affect the way we actually
design, teach and assess programmes).

« Benchmark statements could cause problems for you if
course-design and delivery on your programme is incom-
patible with the map of the discipline as it is sketched in the
benchmark.

IT and Art History

Chaired by Trish Cashen (Open University) and Suzette
Worden (UWE). This panel discussion will feature brief presen-
tations from the chairs and three other speakers - Will Vaughan
(Birkbeck College), Rupert Shepherd (the Artists' Papers
Reqister) and Dew Harrison (Research Fellow, UWE). Areas for
general discussion:

« How can art historians use online resources for teaching
and research?

« How to integrate online resources into teaching?

« What issues are involved in designing databases for art
history?

« How can art historians become involved in creating archival
material?

« How stable are digital archives?

« The role of electronic publishing

The Digital Art Historian

Will Vaughan explores how individual scholars can use both
the textual and pictorial resources available via the web for
their work and how simple it is to use online resources for
teaching, writing and research. Issues raised by this, such as
ethical considerations and the role of a more structured
approach to online learning resources are considered by Will
Vaughan and Trish Cashen.

Art Historical Databases: The Artists' Papers
Register and the Material Renaissance Project

Rupert Shepherd examines how technically quite basic

projects built using easily-available software can be used to
answer certain art historical questions.

Some recent projects from the Faculty of Art, Media
and Design at UWE

Suzette Worden discusses a website for the Forest of Dean
Sculpture Trail and an online journal developed to further the
discussions held at a conference on Research in Art, Media
and Design. Both projects raise issues about the way we
create resources for further art historical study.

A report on the findings of an AHRB funded project
on Digital Arts Curation

Dew Harrison highlights issues surrounding the collection of
information on current digital works and how that work will be
archived for future study.

Student Forum

Members of the Student Subcommittee of the AAH will be on
hand to welcome students to the conference and will host a
forum discussion on a topic of interest to students. Further
details to be announced.

Forthcoming events of interest to students are announced on
the student page on the AAH website and on the Student
Grapevine. If you are not already a member of this, please
email David Packwood at <david.packwood@lineone.net> to
have your email address added to the Grapevine. All student
members of the AAH, whether undergraduate or postgraduate
are welcome.


mailto:david.packwood@lineone.net

Film: “Do you really want it that much?”...“More!”
by Volken Eichelmann, Jonathan Faiers and
Roland Rust

This video investigates the representation of art spaces in
mainstream cinema. By using found footage to construct alter-
native narratives, the video presents endless formulations and
possibilities for the art space. “Do you...” documents via main-
stream cinema and TV the representation of art criticism, the
construction of "genius” through the figure of Van Gogh, the
topographic emphasis placed on the museum and gallery
staircase and the spectacularisation of the private view,
amongst other scenarios. The project is ongoing and the

re-recording and collating of existing and new material allows
the question in the work's title to be continuously asked and
the demand for “More!” ceaselessly supplied.

Performance: The Empty Lecture by Clair
Chinnery and Jerome Fletcher

A hybrid 'performance/paper' by Clair Chinnery and Jerome
Fletcher. The Empty Lecture explores relationships between the
intellectual, the imaginative and the technological, and how
these shape the way in which ideas are transmitted and
received.

Special Interest Group Meetings:
Saturday 31st March, 3.45 - 5.00 pm.

These meetings are the annual meetings of subcommittees of
the Association of Art Historians. Non-members are welcome
to attend, but enly members of the Association may vote or
become members of the subcommittee.

Art Galleries and Museums

Universities and Colleges

This will include a discussion of funded projects for learning

and teaching for art history,

including:

» Craig Clunas (University of Sussex): Globalizing Art,
Architecture and Design History, a HEFCE/ FDTL3 project to
encourage cultural diversity in the curriculum

» Cordelia Warr (Queen's University of Belfast): a pilot project
to research, intreduce and evaluate the use of on-line

teaching resources in Art History, supported by institutional
learning and teaching funds from the Queen’s University of
Belfast

« Pauline Ridley (University of Brighton and LTSN Subject
Centre for Art, Design and Communication): the ADC-LTSN
Small Projects Fund and other sources of support

Independents
Students

Schools

This will include a discussion of the new ‘A’ level, and an
interim report on the ACHIS research project (on art critics and
historians in schools). All delegates teaching ‘A’ level, whether
in schools or in FE colleges, are welcome.

AND FINALLY...TIME TO START THINKING ABOUT NEXT YEAR’S CONFERENCE:

AAH Conference: University of Liverpool
5-7 April, 2002

Capital: Culture: Colony

This event draws together three concepts, three problematics,
and three interacting fields of world history, social development,
and artistic endeavour. The conference has three overlapping
academic sections:

(1) Art of the Other Americas (organised by David Craven,
University of New Mexico, Albuquerque)

(2) Contemporary Art and Art Writing (organised by Fiona
Candlin, Birkbeck College/British Museum);

and (3) Public Art, Architecture and Institutions (organised by
Jonathan Harris, University of Liverpool). Each section will

61

include several sessions, convened by a diverse group of inter-
nationally-acclaimed scholars, critics, and artists. The confer-
ence is organised in collaboration with the Tate Gallery,
Liverpool, the Walker Art Gallery, and the Centre for Art
International Research at John Moores University.

For further details contact: Jonathan Harris, Conference
general organiser: School of Architecture, University of
Liverpool, Abercromby Square, Liverpool LE69 3BX; phone:
0151 794 2638;

email: jharris1@liv.ac.uk.


mailto:jharris1@liv.ac.uk
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