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better. This presentation examines the political implications
of, dangers in, and ultimately unalterable conditions that lie
at the core of narration. Featured is ‘Fine Lines’, a series of
tarnished metal shadow paintings that favour implosion
rather than explosion, depth over expansion, and distillation
versus dilution, ultimately critiquing and simultaneously
embracing the impossibility of the non-narrative.

3. Clayton Merrell
Carnegie-Mellon University, USA

Dissembling Narrative
and Self-Devouring Facts

This paper will address the work of authors and artists
whose work embodies the seriousness and urgency of
telling something, of getting to the point, coupled with
the patent impossibility of doing so directly, because their
subject is so evanescent or pervasive or subtle as to elude
attack from any single angle. This necessitates strategies
of circling around, of evasion, of digression and apparent
aimlessness - all in the interest of catching a glimpse of this
elusive subject. Recent writers who use these strategies
include: W.G. Sebald, Juan Ruifo, Peter Handke, and Annie
Dillard. Examples from their work will be used to illuminate
the use of similar strategies by such dissimilar artists as:
Douglas Gordon, Amy Siliman, Louise Bourgeois, John
Wesley, Martin Ramirez, and Neo Rausch. This type of work
makes contradictory declarations on the way to being anti-
declarative, pays minute attention to its ostensible subject
matter only to make us notice what lies just behind it, and
gives clues and counter-clues to keep us moving along
decoy paths from which we can triangulate the location of
the ‘real’ one. Following the trace of story and purpose, we
as viewers and readers unwittingly lay out behind us lines
which taken together form an intricate web of thousands of
tiny connections, that, trembling and tenuous, form the
means to catch something we had not even known we were
looking for. | will close the paper with examples from a current
book project of my own which uses the simultaneous clarity
and ambiguity of scientific writing and imagery to a similar end.

4. Lisa Tamiris Becker. Richard L. Nelson Gallery,
University of California, Davis, USA

Hybridity and Hybrid Narrativity in the Work
of Julio Galan and Roberto Juarez

This paper will investigate divergent approaches to hybridity
and hybrid narrativity in the work of two of the most important
mid-career Latin-American painters working today, Julio Galan
and Roberto Juarez. While both artists investigate seminal
Issues in painting, Galan's work focuses on the autopoetic/
autoerotic figure, merging overtly gay autobiography with
explorations of graffiti, pattern, and the abstract mark. Galan's
figurative narrativity spans references to Velazquez's dwarfs,
transvestitism, and Frida Kahlo, while he additionally layers

his narratives with expressionist marks, graffiti-like ‘tags’ and
citations form the history of abstraction. The works fuse
subject and object into surrealistic self-portraiture, combining
painted illusion with attached mixed-media objects such as

eyeglasses, sashes, and other manifestations of personal
adornment. Mexican born, Julio Galan, also employs
recontextualized Catholic iconography, uncannily collaging
magazine cut-outs with painted imagery and text. By contrast,
Chicago born painter, Roberto Juarez presents dense abstract
paintings that merge ‘optic’ and 'haptic’ modes of perception.
His lushly layers works draw on patterns derived from a study
of urban space and architecture, also referencing and
interweaving other social and aesthetic fabrics, including
Bauhaus textiles, African Kente cloths, Barogue floral textile
patterns, and Meso-American motifs. Juarez's formal hybridity
is evident in works such as ‘New Apartments DMV' (2000) and
‘Orange Wiring' (2000) where he fuses the visceral, skin-like
quality of paper, with the ‘visual presence’ of the large canvas,
as he mounts layers of richly painted, translucent paper to
large stretched canvases. Embedded within Juarez's hybrid
abstract lexicon is always a figurative reference. Juarez's floral
marks bear erotic-likeness to both male and female human
anatomy, while the architectonic patterns are encoded with the
dense spatial experience of navigating contemporary urban
architecture. Though derived from narratives of contemporary
urbanity, Juarez's hybrid works remain strongly tied to the
spatial mappings and narratives of multiple visual precedents,
including the African spatial motifs found in Kente and Kuba
cloths, as well as the Modernist textiles of Annie Albers.

5. Paul Hubbard
Moore College of Art and Design, USA

Hybrid Narrative

When the expression and sensibility of sculpture and
materials are transmuted hybridization is the resultant
event. The synthesis of disparate objects fuse at this
moment, given rise to emerging junctions, passages, and
visual experiences, which take on new meaning. These
emergent visual and sensory pathways begin to initiate the
hybrid narrative. The transmutation of these ‘intersections’
begin to tell a story. These intersecting layers come
together as a moments which create pathways to be visual
and kinesthetically interpreted by the viewer. The narrative
is accessible to the viewer on very basic sensory motor
awareness that may transport the viewer to move through
the three dimensional space on various levels of
consciousness. The observer is encouraged to read

the contextual clues so they can navigate the space in a
manner in which may comfort their perceptions or confront
them. These multifaceted ‘intersections’ are particularly
interesting moments of transversion when seemingly
distinct histories, technologies, and philosophies are
encouraged to converge with each other. In my own work

| feel free to draw from a variety of sources and references
which are deeply personal and special. My work is infused
with architecture, philosophy, scientific discovery, logic and
memory maps past and present. | clearly maintain roots

in antiquity while also spanning into the contemporary
moment. | selectively collect objects and artefacts for
which | shape a space to encompass these diverse
elements. Through this alembic process these articles
redefine themselves into various levels of development



47

ABSTRACTS

before it achieves a sense of wholeness and balance

and successfully accomplishes this transformation. In this
presentation | will employ slides to demonstrate this hybrid
narrative. In a recent work ‘Chemical Hybrid' (2001) the
piece cannot be read in the straight narrative sense. Hybrid
forms such as the mercury hourglass and seemingly
floating steps serve as to bridge metaphors for time and
space. In the work the observer plays an important role

by being challenged to find his or her own narrative path.
Quantum physics appears now to be indicating that the
role of the observer in an experiment is vital in determining
its outcome, also suggesting that the experimenters have
the ability to actually manipulate matter and events through
the use of a strong visual imagination, indicating that
physics has an ever-growing conceptual element.

6. Martha Gelarden
Moore College of Art and Design, USA

Notes On Hybrid Narrative

If a hybridizer crosses two unrelated species or elements of
words from different languages and a narrator is one who
relates a story or account between the scenes of a play, then
these definitions provide clues to the nature of my inguiry.

Like a hybridizer of plants, | have a reasonable sense of the
solution before | begin the process. Hybridizers systematically
develop an idea, or cross — the outcome is anticipated
beforehand, form and context are the variables. As a
narrator, | get to tell a story anyway | choose, as long as |
reveal something hidden or an ‘aside’. The narrator restates
and interprets the narrative between the scenes. The
‘between’ or the time space interval between the notes or
parts is really interesting to me. Traditionally, sculptors
formally speak of three-dimensional form as primary and
secondary. Secondary forms are created when two primary
forms converge, a hybrid. Whereas the narrator is the
connector by proximity between space and time. | do use
seemingly unrelated parts and interbreed them. Why not
cross genetics with popular culture? The parts also are
attached to ideas sparked by current events or phrases from
history. This conceptual process allows me the freedom to
travel and collect throughout space and time. My images
may be experienced like reading a newspaper. Something
visual, a headline or photographic image teases the reader
and then a smaller boxed paragraph may restate the teaser
and direct the reader to actually enter the publication. In
other words, my hybrid narratives are visually accessible to
the viewer on the most basic level. The reader then has
choices, turn the page directly to the story or read from front
to back, accumulating information en route to the original
teaser story. Both readers get to the story, but in the end
because of the collective experience the in depth reader is
rewarded with ‘discoveries made on the way to looking
something else up’. Many quiet bits of information when
added to the original continue to compound creating multiple
layers. Recently | developed ‘Self-Serve Self-Portraits’: art
and science for the do-it-yourselfer, a series of low-tech tools
inspired by the mapping of the Human Genome code in
which the viewer is encouraged to take the conceptual role of

creator. The Human Genome code's four little letters ‘cat g’
repeated 30,000 times make up an individual's DNA, their
past and present and future. The mapping of the code is a
rich resource for hybridization and the viewer gets to create
his or her personal narrative. And so it goes, the hybrid
narrative is first created by me, recreated by the viewer, and
hopefully the result is recreation. Martha Gelarden will show
images of her work that demonstrate her systemic practice
of hybrid narrative. She will include images that may help the
viewer decipher an iconography both personal, historical,
and contemporary, and participate in a conceptual process
that produces a non-linear tale of imaginary scientific
discovery and obsessive compulsive layers. Fun with DNA.

The Other Europe: Art, Identity,
and Politics in the Shadow of
the First World

Angela Dimitrakaki and Brandon Taylor
University of Southampton, England

The fractured geopolitical boundaries of modern
Europe, from the Russian Revolution in 1917 to
the Collapse of the Berlin Wall in 1989, and
beyond, have given rise to multiple and repeated
distortions in prevailing images of the values,
causal connections and achievements of many
parts of what we call ‘modern art’. Also the term
‘postmodernism’, which today seems already
exhausted, has been problematic in its
marginalization of histories, practices, and
arguments perceived as falling outside the
perimeter of dominant cultural references even
in a European context. This strand examines
the impact of the centre/periphery model (as an
ideological construct and a lived reality) on the
development of art practice and theory across
diverse geographies in Europe, considering the
dynamies of cultural translation in progress.

1. Shona Kallestrup
University of Aberdeen, Scotland

Centre/Periphery in Romanian National
Artistic Identity ¢.1900

Studies of the emergence of national identity in the art of
Central and Eastern Europe at the turn of the century have
focused primarily on the cultural and administrative impact
of large, centralized empires. Models of ‘ethnic nationalism’
as a peripheral reaction to the imperial ‘centre’, with their
concurrent ‘discovery’ of vernacular culture and celebration
of pre-Christian heroes, have been convincingly applied to
neo-national styles in Poland, Hungary, Finland, and Latvia
among others. Romania, however, poses an interesting
exception. Politically independent, it did not use vernacular
idealization as a vehicle for secession aspirations. Secondly,
its precarious position at the junction of three huge empires,



PUBLIC ART, ARCHITECTURE, INSTITUTIONS, AND ART HISTORY

combined with a belief in the Latin origins of the Romanian
race, led, initially, to widespread adoption of French models
in an effort to forge an internationally recognized identity.
This paper examines a number of alternative centre/
periphery models in the development of Romanian national
expression through art. Paramount is the Paris-Bucharest
relationship; it will also address the somewhat more
ambiguous Vienna-Bucharest and artistically vital Munich-
Bucharest links. Questions of how ‘international’ styles
could acquire ‘national’ relevance are juxtaposed against
growing attempts to explore the other, Byzantine, face of
Romanian dual identity. Set against the theoretical context
of Junimist and Samanatorist intellectual thought, these
issues of cultural translation will be explored, in particular,
through reference to the production of the lleana and
Artistic Youth groups in painting and the Neo-Romanian
school of architecture.

2. Alkis Charalampidis
Aristotle University of Thessaloniki, Greece

Modern Greek Art
and the Centre/Periphery Model

This paper aims to demonstrate the decisive impact

of the centre/periphery model on the development of
modern Greek art under the successive influence of
European ‘artistic centres’, such as Venice, Munich, and
- increasingly in the course of the 20th century — Paris.
The priority given to the cultural legacy of ancient Greece
as well as a series of internal crises inhibited the
international presence of modern Greek art and impinged
heavily on the latter's development and the debates that
grew around it. Following the War of Independence
(1821), the academic realism of Munich predominated

in painting. In the inter-war years Greek artists in close
contact with art circles in Paris imposed a reorientation.
The paper will consider in particular the reception of
Surrealism in Greece, as it exemplifies the application,
and possible shortcomings, of the centre/ periphery
model on modern Greek art. Linked from its very first
steps with national tradition in a mutually enriching
fashion, forming a new ‘Mediterranean’ face amidst
ideological and socio-political ruptures arising from World
War One, the Russian Revolution and the defeat of the
Greek army in Asia Minor (1922), Surrealism, more than
any other movement, suggests that modern Greek art
succeeded in fertilizing the various influences and in
forging the characteristic elements of its own identity.

3. Pat Simpson
University of Hertfordshire, England

Gender and Identity in Post-Soviet Art:
A View from the West

The exhibition ‘After the Wall' (1999) asserted that body-
based art has been a major means for representing issues
of identity invoked in central and eastern Europe by the
geopolitical changes since 1989. This paper explores the
implications of such practices, which seem to relate

particularly to the apparent impact of the centre-periphery
model on ideological constructs of gendered identity.
Castells has argued that one effect of globalization has
been the destabilization and disintegration of patriarchal
social systems, particularly with reference to Eastern
Europe. This claim appears to be supported by certain
male artists’ works which seem to present the experience
of economic and cultural peripheralization as a failure of
patriarchy. Yet there is both artistic and social evidence
that patriarchy is still the dominant order. East European
writers have alluded to the differences between western
and eastern patriarchal ideology as crucial to
understanding this apparently contradicting situation.
This paper will argue that the most significant differences
may lie in the endurance of Soviet constructs of the
masculinized state infrastructure, the self-engineered
‘New Man', and the ostensibly liberated and equal
woman. Zizek has argued that such traces can only be
eradicated by a new utopian myth, focused on the state -
but the question is how.

4. Katarzyna Murawska-Muthesius
University of London, England

The ‘Strategic Essentialism’ of the
Imaginary Slaka

Malcolm Bradbury's The Rates of Exchange (1983), once
claimed a ‘penetrating satire’ on East-West relations, is set
in imaginary Slaka, whose landscape, architecture, history,
politics, literature, and even language, are ingeniously
constructed out of a plethora of the primary features
identifying the ‘essence’ of East-Central Europeanness.
The latter is defined by spatial indeterminacy, cultural
hybridity, backwardness, submission, and an uninhibited
desire for the West. Bradbury's novel of nearly twenty years
ago echoes in East European discourse, which continues
to construe an eternal and essentialized image of the Other
Europe, producing, in Foucauldian terms, the object of
which it speaks. But could the Western ‘“fallacy’ of
Orientalism be redressed by the parallel efforts of a new
generation of art historical textbooks on an East/Central
Europe undertaken from within? Could we disrupt the
status quo of the Second World by turning to Third World
and post-colonial studies, by merging the various notions
of 'in-betweenness’ and making use of Spivak’s ‘strategic
essentialism’? This paper will argue that the most
contested issue is the very methodology of East European
Studies, laying bare both the traps of binary logic leading
to marginalization and of the efforts to enter and extend
the western canon. Diversity within East European identity
- of difference imbricated with sameness - is a complex
issue. A key question is how to break through the
straightjacket of both imposed and internalized identities,
while not renouncing shared cultural and linguistic codes.
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5. Adam Jolles
University of Chicago, USA

Religious Defamation/Aesthetic
Denunciation: The Emergence of a Soviet
Museology under Stalin

The Soviet Union’s highly ambiguous relationship with its
European neighbours during the inter-war period led to its
being designated by the West as neither occidental nor
oriental, but rather, as Luc Durtain put it concisely in 1928,
as 'the other Europe’. A unique blend of archaic customs
and radically new means of cultural expression, the USSR
defied categorization among its European interlocutors at
least until the signing of the Hitler-Stalin pact. As a means
of approaching the fledgling Republic's elusive status in
the West, this paper will consider the rise of Communist
models of museology in the Soviet Union under Stalin.
Amongst the most highly visible and frequently visited
tourist attractions in the major cosmopolitan cities before
the war, the new museums proved to be a crucial
breeding ground for the Western image of Russia as ‘the
other Europe’. The paper will consider the reception of the
new Soviet museology among French visitors in particular,
arguing that it was a predominantly French model of
museum administration and pedagogy that was being
shunned in favour of a more indigenous Russian model.
Among the numerous species of exhibition practices that
emerged in the new nation's first decade, two were of
great importance: the defaming of organised religion in
desanctified holy sites transformed into anti-religious
museums, and the denouncing of artistic formalism in the
installations tracing the cultural history of the proletarian
revolution at the Museum of Occidental Art and Tretyakov
Gallery in Moscow, and the State Museum in Leningrad.

6. Mathew Rampley
Edinburgh College of Art, Scotland

Warburg and Others: Art History in the
Shadow of War

In the study of German intellectual life, Fritz Ringer identified
the ‘mandarin’ tradition as being central to the formation of
academic and scholarly discourses in the nineteenth century.
The development of Art History as an academic discipline
was a clear product of the same mandarin culture, with its
close ties both to what Preziosi has termed a ‘museographic’
impulse and to a bourgeois panoptic and aestheticizing
historiographic vision. The trauma of the First World War
brought about a range of reactions within art historical
discourse. On the one hand, many art historians, most
notably in Vienna, retreated into a nationalistic assertion of
the specificities of the Volksgeist, while on the other, figures
such as Aby Warburg challenged the mandarin basis of the
discipline by emphasizing the dialogics of culture and by
exploring the possibilities of a disrupted historical vision,
culminating in his pictorial atlas Mnemosyne. This paper will
consider the remoulding of Art History in the wake of the First
World War, attending to the mandarin status of the discourse
and the various movements towards a post-bourgeois

history of art during the 1910s and 1920s. It will also
consider the reasons why such early efforts to reorient
the discipline ultimately failed.

7. Maria Gough
Clark Art Institute, USA

Lissitzky's Demonstration Space

This paper seeks to reopen the question of Russian
Constructivism’s international dimensions in the wake of
the archival revolution of the 1990s. | will argue that
Constructivism’s resistance to ‘bell-ringing patriotism’
(Roman Jakobson, 1921) is based not only on its perception
of the avant-garde as an international aesthetic economy, but
also its commitment to international socialism, to the spread
of revolution abroad. But it is precisely this double-edged
internationalism which has suffered most in the history of
Constructivism’s reception. In order to redress this problem —
which has to do with the constitutive function in the history of
art of oppositions such as east/west, capitalist/communist,
centre/periphery — | will unpack El Lissitzky's concept of the
Demonstrationsraum (demonstration space) as instantiated
in two galleries of contemporary, pan-European art which he
designs in Moscow and installs in Germany (Raum fur
konstruktive Kunst, Dresden, 1926; Kabinett der Abstrakten,
Hanover, 1927-28). The Demonstrationsraum has been often
misunderstood as an anachronistic and apolitical homage to
easel painting. Based on original research conducted in
Moscow, Hanover, and Los Angeles, my paper will argue,
on the contrary, that Lissitzky's main ambition in the
Demonstrationsraum is to resolve an architectural and
political problem: how to design a standard or prototype for
exhibition space in which the activation of the viewer would
be secured. As such, the Demonstrationsraum directly
engages — precisely within an international arena — Russian
Constructivism'’s central productivist concerns. My paper

will thus challenge the dominant view of the ever-mercurial
Lissitzky as an artist disengaged from Constructivism's
political ambitions.

Like a Bat Out of Hell? Marxist
Art History in the 21st Century

Jonathan Harris
University of Liverpool, England

Christopher Riding
Keele University, England

This session will investigate the present state
of, and future prospects for, Marxist art history.
If Fouecault once remarked that ‘Marx out of the
nineteenth century is like a fish out of water’,
then maybe the same eould, and should, be said
about Marxist art history in relation to the 20th.
What agreement exists now about the definition,
and purpose, of ‘Marxist art history’? What is
‘historical-materialism’ supposed to be now?
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1. 0.K. Werckmeister
independent scholar, Germany

Updating Arnold Hauser’s Marxist Account
of Romanesque Art

Writing the pre-modern part of a new Marxist art history
of Europe, | am obliged to take Arnold Hauser's The
Social History of Art of 1951 as a reference point. In

this presentation, | will compare his and my treatment

of Romanesque art in order to ascertain how the Marxist
tradition can inform art-historical synthesis. Hauser

has characterized Romanesque architecture as an
enforcement vehicle for class oppression by means of
committing inordinate amounts of surplus value to art
production as a religious sacrifice. | characterize it as

a part of the production process and its dynamic
expansion as an integral vehicle of changing social and
political relations. | stress two aspects of Romanesque
art which Hauser disregarded: (1) its drive at capturing
the Roman ideal of monumental art in urban settings,
linked to geo-political schemes of economic and social
development; (2) its liturgical and aesthetic function as
a disciplining tool of religious acculturation in addition
to secular law. Since German emperors as well as Anglo-
Norman and Spanish kings embraced both aspects in
their support of big-time Romanesque buildings, they
relate to the process of state formation which lay beyond
Hauser's attention to class and ideology.

2. Deborah Ascher Barnstone
Washington State University, USA

Modell Deutschland:
German Publie Art and Architecture

By 1987, the year Gunter Behnisch's design for the
Bundeshaus was ratified by the German parliament,
Germany had emerged as a world economic power and
model of successful parliamentary and social democracy,
with strong liberal institutions. German politicians referred
to the situation from the late 1970s onwards as the era of
‘stability’ and ‘Model Germany’. Although the notion of the
Federal Republic as a provisional entity remained
enshrined in the constitution, in the minds of many West
Germans, the division of Germany was permanent at least
for the foreseeable future. The new Bundeshaus design
was approved because the parliament desperately
needed modern quarters, and because no one anticipated
imminent reunification. Then, in 1989, the East German
government suddenly eased restrictions on movement
from the east to the west, the wall was razed, and
Germany began the process of reunification. In 1993, the
Bundestag voted to move the capital from Bonn to Berlin,
from the barely completed modern Bundeshaus, to the
historic Reichstag. This decision posited a different image
of Germany in the postwar era - a strong reunited
Germany, confronting and living with its past as well as
celebrating its stability. Where the Federal Republic of
Germany was clearly one part of two, post-reunification
Germany has had to reconcile the two into one. The

architecture and artwork of both the Reichstag and

the Bundeshaus were located in this political climate.
Understood as the ‘representation of the democratic
state’, the architecture and artwork for the two projects
depict the subtle differences in the political identity of
Germany before and after reunification.

3. David Dunster
University of Liverpool, England

Can Art or Architecture Survive
Urban Regeneration?

The recent flowering of Urban Regeneration policies
across the Western world raises more questions than
answers. What drives this apparent consensus; what
equipment or processes are brought into play; and are
resources available to achieve regeneration? To these
questions | would like to add: what is being expected of
the arts and architecture? Is it a blank chequebook or

an empty noose? The techniques of axial planning and
monumental sculpture employed in earlier centuries
underlined state power, but there was a city to exercise
power over. If a view of the nature of cities is emerging its
buzzwords appear to be ‘branding’, ‘best practice’ and
‘signature work’, locating 21st-century cities within the
tourist industry, sub-branch culture. The questions will
be asked in this context.

4. Stephen Eisenman
Northwestern University, USA

William Morris, Primitive Communism
and a Dream of John Ball

William Morris had a dialectical understanding of history;
this means that he believed that artists, writers, and
revolutionaries with a progressive vision of the future could
profitably gain inspiration from a critical interrogation of the
past. The idea of this was not to revive the past — that was
obviously an impossibility — but to understand the peculiar
nexus of community power and individual autonomy that
made possible a former balance between nature and
society. Only by fully understanding the past — and by
negating the present system of unfettered accumulation —
could a new balance be established. The theoretical bases
for this critical project were many — Rousseau, Ruskin,
Engels, and Marx. Less well-known, but equally important
is the work of the American evolutionary ethnologist Lewis
Henry Morgan, whose works posit the existence of a
distinct phase of society called ‘'primitive communist’. This
concept was crucial to Morris in his own ethnohistorical
writings, his utopian fiction, and in much of his design work.
A close look at a handful of works by Morris and his friend
Burne-Jones, including the text and illustration of The
Dream of John Ball, will expose the rudiments of this late
nineteenth century dialectical and primitive consciousness.
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5. Gen Doy
DeMontfort University, England

The Subject of Marxism?

In this paper | want to look at possible ways of approaching
a Marxist analysis of the self/subject, and how useful this
might be for art historians. It's commonplace to read
dismissals of the Cartesian/Enlightenment subject as
autonomous and reactionary, whereas the postmodern
de-centred and fragmented subject is considered to be
open to more radical development by ‘marginalized’
subjects such as black people, women, gays and
lesbians. | want to question this conclusion, since |

feel that this is an undialectical view of Cartesian and
Enlightenment notions of the self/subject, and it is also
ahistorical. In this paper | will argue for the importance of
a discussion of Descartes’ comments on subjectivity in
their social and historical context, and speculate on their
relevance to representations of the self in mid-
seventeenth-century French art. | want then to go on to
suggest ways in which postmodern theories of the self
can be countered by alternatives based on a Marxist
approach which, among other things, considers work,
and not play (of discourse, language etc) as important for
the embodiment and construction of subjectivity. Finally, |
will try to suggest reasons for the persistence of so-called
‘modernist’ notions of the self and self-expression in art.
For instance, in contemporary representations of the self
in the work of black British artists, and in the work of
Tracey Emin. These co-exist in dialectical relation with the
drive to commodify and market the self in contemporary
capitalism, both in the artworld and in the world of
consumer objects.

6. Andrew Kennedy, Kingston University
and Buckingham University, England

Performativity Theory and Visual Culture -
A Marxist Critique

This paper investigates whether there is a basis for

a Marxist critique of performative theories of the self,
particularly in relation to the theory and history of visual
culture. In Judith Butler's work, in particular, performativity
theory is considered to offer a radical critique of the
powerful, patriarchal subject. My argument is that while
such an approach can offer insights into the relationship
between subjectivity and social/discursive structures,
performativity theory ultimately legitimizes acquiescence to
capitalist structures of power by positing an individual who
is little more than the function of a set of power relations in
a given situation. Such an individual would have few
grounds in reality to resist such power, partly because s/he
would possess no ‘deeper’, continuous self to be injured
by it. Any ‘resistance’ that s/he might offer tends to be
conceived by Butlerites in terms of play - testing out
different roles in order to establish their fictiveness and

to assert some sort of agency — a kind of decentred
individualism. In contrast, the Marxist theory of alienation,
at least in the work of the younger Marx, seems to depend

upon some noticn of a real, oppressed ‘deeper self’ that
may be fragmented but is not simply categorisable as
‘psychic excess'. Moreover, it is arguable that a resistant
collective subject, while not completely excluded by
performativity theory, is inconceivable without some
grounding in oppressed and (potentially) resistant
individual subjectivities. | will, therefore, consider whether
the related Marxist concepts of alienation and reification
have any critical purchase upon performativity theory,
illustrating my points by reference to one or two case
studies in visual culture.

Architecture, Society, and the
Avant-garde in Post-war Britain

Stanley Mathews
Hobart and William Smith Colleges, USA

This session traces the complex and diverse
avant-garde architectural responses to the
new post-war consciousness of social issues.
In the post-war years, architecture became
the quintessential expression of social reform
and aspiration for the New Britain. For many
architects, society and the ‘common man’
became central concerns, and more than a few
architects embraced openly leftist positions.
In the early post-war years the social
aspirations of the Welfare State found
expression in two mainstream architectural
tendencies: the Swedish-inspired ‘New
Empiricism’ which sought to ameliorate social
conditions by emulating a nostalgic and
homely ‘Englishness’ of cottages and village
life, and the ‘New Brutalism’ which countered
the pastoral vision with a rigorous and
starkly modern urban social view. Yet, the
younger generation of British architects were
not entirely satisfied with either of these
alternatives, and began to view mainstream
architecture as outmoded and increasingly
out of step with the rapidly changing political,
social, and cultural scenes. In the 1950s,
various avant-garde contingents of English
architects abandoned what they considered
the aesthetically and culturally conservative
orthodoxy of mainstream architecture.

1. Sam Gathercole
University of Liverpool, England

Still Thinking About ‘Endless Architecture’

‘Endless Architecture’ was a notion first articulated in
1951 by the architect Richard Llewelyn Davies. What
began as a means of understanding a modern building
type became, over the next ten years, the ideology of a
design process, culminating in the 1965 publication of a
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paper by Llewelyn Davies'’s professional partner, John
Weeks, called ‘Indeterminate Architecture'. This paper will
consider the work of Llewelyn Davies and Weeks between
these two statements. It will concern itself with their
identification of the need for a new kind of architect to
respond to ‘modern’ conditions and ‘modern’ problems
with ‘modern’ solutions. This demanded the wholesale
reassessment of the architect's role by Llewelyn Davies
and Weeks: they questioned the use and functionality of
‘architecturally distinguished' buildings and stressed the
importance of social purpose. Rather than seek a control
system within a finite form, they defined an additive
process, with outcomes never limited by aesthetically
determined boundaries. Indeed, the implication was that
no aesthetic judgement was to be allowed to interpose
itself between function and form. This paper will set
Llewelyn Davies and Weeks' work alongside that of
contemporaries including the Constructionist group of
artists with which Weeks was associated and with which
he worked in collaboration on a number of occasions.

2. Jonathan Hughes, independent scholar

Anthony Hill: The Intersection of Art
and Architecture

This paper deals with Anthony Hill's work in relation to

an ongoing debate within the 1950s British artistic and
architectural avant-garde about the scope for the
‘synthesis’ of art and architecture and the extent to which
this was actually realized. Hill's work clearly stands on the
intersection of artistic and architectural practice although
his initial high hopes for synthesis (along with others at
1956 This is Tomorrow) seem to have significantly cooled
after the 1961 International Union of Architects congress
building. The paper seeks to consider Hill's stance (and his
perceptions of failure at the IUA) alongside the work of his
other Constructionist peers (e.g. Pasmore at Peterlee, Mary
Martin at Musgrave Park, etc.), collaborators such as Theo
Crosby, related architectural projects (e.g. John Forrester's
involvement at Sheffield's Park Hill and Peter Stead's
Neovision work with Stephen Gilbert — and through that to
Cobra and the Situationist International), and the wider
European Constructivist and avant-garde traditions within
which the artists self-consciously situated themselves.

3. Barbara Pezzini
The Goldfinger Collection, England

This is Tomorrow: Erné Goldfinger, Architect
and Art Collector

This paper explores the relationship between Goldfinger's
architecture and his activity as art collector between
1950-1970. In recent research | have studied the
formation and the scope of Emo Goldfinger’s art
collection. On this occasion, | am planning to focus my
talk on the implications of the change in Ernd Goldfinger’s
taste, which reflected the transformation in his
architecture. As it is clearly indicated in his essay ‘The
Sensation of space’ (1941), Goldfinger was aware of the

interactions between the visual arts and architecture from
very early on. This encounter was somewhat conflicting in
his writings and works of the 1930s and 1940s, but found
a synthesis in the 1950s. This new outlock stemmed from
his participation in the 1956 exhibition This /s Tomorrow,
where visual arts and architecture were then beginning to
collaborate in a common aesthetic programme. My paper
will follow Goldfinger's evolving aesthetic and reconstruct
the circle of artists that gravitated around him. It will also
identify common ideals and social striving in postwar art
and architecture. | hope that this interpretation may be of
interest for an interdisciplinary analysis of the cultural
milieu of this period.

4. Simon Sadler
University of Nottingham, England

The Avant-garde Academy

One of the paradoxes of the avant-garde since the
Second World War — certainly in Britain and in the field
of architecture — has been its sponsorship by the
Academy. This paper will question how and why the
alliance between academy and avant-garde came
about, and whether the relationship has altered either
party. Did the academy save the avant-garde from the
extinction that it is generally thought to have suffered,
and has the academy itself been transformed in the
process? Special attention will be made in the paper
to the changing complexion of the Architectural
Association in London, in particular to its Archigram-
powered ‘Electric Decade’ of the 1960s. The paper
proposes that ‘leading’ British architectural schools
conceived of themselves as laboratories in the vein of
the Bauhaus, with a license to ‘think the unthinkable'
about the relationship between architecture, society,
and the economy, prompting a range of intellectual
‘schools' competing for the modernist agenda.

5. Hadas Steiner, School of Architecture
and Planning, University of Buffalo

Technology ‘For The Birds’

This talk situates the nec-avant-garde agenda as it would
be expressed in the little architectural magazines of the
1960s within the politics of modernism in Britain as
crystallized in the experimental context of the London Zoo.
From the meandering Picturesque strategies of its setting
to its modernist landmarks - the International Style
penguin pool by Tecton, the New Brutalism of Hugh
Casson's elephant house, the tensegrity aviary by Cedric
Price and Frank Newby — the zoo's constellation provides
both a commentary on the attitudes of the building industry
towards technology, as well as on the more elusive cultural
stake in negotiating a balance of fixity and impermanence,
Mobility versus repose, transience versus duration, visibility
versus spectre: this was the technologically-enabled
philosophy that nourished the visual practice of the small
publications such as Archigram, Polygon, and Clipkit. The
syntax derived for these publications aimed, through a
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rudimentary method of mechanical reproduction and
dissemination, to give architectural expression to the
most extreme circulatory condition yet to be provided

by technology: that of information as encrypted energy.
Ultimately, the resulting vision of a post-industrial
landscape, one in which the architectural domain was to
be identical with that of information, would mistake form
for content. As a result, the use of information technology
in architectural practice, or ‘Computer Aided Design’,
remains saddled to a retrospective typology still.

New Public Art: Communication
and Collaboration

Jane Linden
Manchester Metropolitan University, England

As the distinetions between art and life are
further eroded by contemporary trends toward
hybrid and interdisciplinary practices, we are
more likely to experience ‘public art’ in the form
of an internet project, a time-based intervention
in a shopping centre, or as inscribed into the
fabrie of the surrounding architecture. Working
in this ever-expanding territory leads to a
diversity of approaches, enriched and enlivened
by the debates and issues that arise out of the
new collaborations between artists, institutions,
and the public. By bringing together a range of
these key players, and reflecting on their mixed
ecology, this session aims to offer some insights
into the nature of these collaborative working
processes, the resultant innovative arts
practices, and the shifts in pedagogic strategies
that seek to embrace and further inform them.

1. Jane Linden

InSite? Out of Site? Obscure and Diverse
Interventions in the Public Forum

As an introduction to this session, this paper will look
briefly at a range of art works that seep through the seams
of, what we might consider to be, the traditional spaces
for the siting of Public Art, and explore the often complex
relationships they have with those that utilize and populate
these public contexts. Much arts practice has spilled out
into the public forum in an attempt to re-consider
traditional, hegemonic, and thus supposed alienating
conventions. The fusion of disciplines, blurring of
boundaries between art and life, and the move towards

a more active relationship between art and audience, have
contributed to the development of a wider consumer
public. Alan Kaprov's ‘Self Service', Nick Crowe's ‘The
Citizens’, or Jeremy Deller's ‘Battle of Orgreave’, it will

be argued, are clear examples of a dedicated interactive
methodology that seeks primarily to embrace the
audience or public as part of the art work — as part of

the ‘text’ to be engaged with. However, inscribing the public
into the fabric of the work suggests there is a secondary
level of engagement — open only to the informed few who
both participate and engage self-reflexively with the act
of participation. This paper, then, would hope to raise
questions on the value and significance of these
relationships — both in terms of postmodern arts discourse
and socio/ideological intent, how this impacts on the
viewing (and often unsuspecting) public, and whether

the arguable dichotomy between innovation and socially
engaged practice needs to be re-examined.

2. Cameron Cartiere
Chelsea College of Art and Design, England

Changing Currents, Rising Tides:
Charting the Course of New Public Art

Public art in the past 40 years has undergone a variety of
dramatic transformations and diversifications. In the latter
part of the 20th century, artists from a variety of
backgrounds began working in ways that were more
socially and politically influenced. These artists do not
limit themselves to strictly visual mediums. They engage
in performance, intervention, and community actions. The
focus of their work covers a broad range of contemporary
issues including sexism, racism, toxic waste, recycling,
multiculturalism, war, homelessness, and domestic
violence. But how, with the boundaries of what constitutes
public art being stretched to new extremes, will a
framework for critical discussion develop? Public art is
forcing radical shifts in preconceived ideas of audience,
interaction, and social discourse. What are the criteria for
evaluating a medium of such diverse manifestations? Do
the more traditional evaluative aesthetic, didactic, and
monetary issues still apply? This paper, which focuses on
the work of public artists from Great Britain and the United
States addressing the specific issue of water, explores
several possibilities for developing a critical exchange and
more inclusive conceptual strategies within the continually
evolving discipline of new public art.

3. Michael Corris
Kingston University, England

A Modest Proposal for the Public Realm:
The Niigata Culture Box and the Skoghall
Konsthall of Alfredo Jaar

The Bunka No Hako (Culture Box) in the Niigata region of
Japan and The Skoghall Konsthall (Skoghall, Sweden) are
two public projects initiated by the Chilean-born artist
Alfredo Jaar in response to the absolute lack of institutions
of contemporary art in those regions. With these two
projects, Jaar construct a discursive space to consider
the relationship between culture, place, and the notion of
the public good. This space takes the physical form of an
architectural site that is modelled on the structure of

a museum or kunsthalle. Rather than reproduce the
concept of a museum of art in miniature, Jaar proposes
built structures that house a rich mix of cultural forms,
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from poetry to contemporary art to objects of everyday
use. The architectural form of each of these projects was
designed to be resonant with certain crucial features of
the place in which they are sited. The Japanese project
is constructed around the idea of an autonomous,
sustainable culture box. These structures are conceived
as permanent sites of display to be administered by the
local population. The Swedish project, on the other hand,
is a temporary site built to house works of art on paper
of young artists drawn from Stockholm, Malmo, and
Gotenburg. Because Skoghall is a centre of paper
manufacturing, the entire structure was constructed from
local wood and paper products. The controlled immolation
of The Skoghall Konsthall took place 24 hours after its
inauguration, dramatising the lack of such cultural
services in that locality. In contrast, the Bunka No Hako
project is one in a series of twelve proposed structures
throughout the Niigata region.The striking differences

to be observed in the physical articulation of these two
projects raises interesting questions about the terms

of cultural engagement in the context of contemporary
debate on art in the public realm.

4. Peter Mortenbock
London and Vienna, England and Austria

The Provisional, Phantasmatic, and Virtual
Character of Social Space

Our present urban environments are saturated with an
increased number of purpose-built devices that guide
us, record us, and know about us. While enabling goal-
directed forms of social interaction, cities have in large
parts become opponents to social practices lacking
purpose. Within these conditions the art and architecture
collaborative Think Architecture is working on a variety of
research and art projects examining a breadth of
performative patterns and strategies, in which lived
space begins to unfold without being determined by any
form of corporate initiative, programmed action, or
institutional force. By looking at ways of rethinking social
identity and spatial practice through performative acts of
partial, impure, and engaged praxis the tradition of
representational space in Western culture and the belief
in the power of the signifier is shifted to a dynamic
understanding of processes of writing and rewriting of
space as well as of marginalized or trivialized discourses
as curiosity, cruising, and sentimental identification: In
the project CruiseScapes material space is turned into
the visual surface of a new material structure. While
material space becomes surface, imaginary space
Ceases to be a void. It becomes a walk-through body
whose ambience can be sensually experienced and
performed. The proposed labyrinth plays with the
ambivalent and contradictory spatial qualities of
temporary, abandoned and marginalized spaces
embedded in the urban fabric. This coming together

of spatial and social patterns, memories and fantasies

in processes of disindentification and rewriting is often

a characteristic moment in the conceptualizing of

technologically informed virtual spaces. Hence, the
enacting of cruising as a form of epistemic inquiry,

as intended in the project, makes trivialized cultural
practices and discourses permeable for the conditions
of spatial experiences present in virtual electronic
environments today.

5. Rory Francis
Manchester Metropolitan University, England

If This is Not a Pipe, Then What is Lost
in Translation?

The development of a critical language examining the
work of socially engaged art practice draws upon a variety
of models and methodologies. These are from disciplines
often tangential to the field of arts practice. Artists actively
pursue developing projects within, and from, other
‘worlds’ with differing agendas; local government,
development and regeneration agencies, environmental
groups, health authorities. What is problematic frequently
is the translation of aims and intentions between such
arenas, and the concomitant challenge to the
development of critical practice of the artist. This is further
contested when such projects and dialogue cross-
linguistic and cultural boundaries as well as professional.
Although the initial imperative for the artist may have been
politically motivated, (a response to gallery practice and
the hegemony of the art world), the challenge becomes
one of communication and/or compromise. If socially
engaged arts practice is contextually articulated, then
what is lost (or gained) in the translation? This paper

will explore the implications for the development of a
theorized framework as it operates for the artist and the
impact upon pedagogical practice. Examples will be
drawn from the writer's experience of projects in Europe.
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Forums

There will be one-hour forum discussions
between 3.15-4.15pm on Saturday 6 April
on the following topics:

AAH Journals — The Future

convenor: Shearer West
AAH Chair and University of Birmingham, England

Science Block Lecture Theatre 1

This forum will be an opportunity to celebrate the past and
examine the future of the two AAH journals, Art History
and The Art Book. The forum will introduce new members
of the editorial teams of both journals: Carol Richardson,
who has followed Claire Donovan as Honorary Editor of
The Art Book and Deborah Cherry, who will take over the
Editorship of Art History from Dana Arnold and Adrian
Rifkin in July. These two will be joined by current members
of the editorial teams of both journals. The forum will
provide a chance to review the successes of the AAH
journals, as well as to look at their missions, future
possibilities, and the relationship between Art History, The
Art Book, and the AAH membership. Following the forum,
in the evening Blackwell are sponsoring the reception at
Tate Liverpool to celebrate 25 years of Art History.

Cultural Capitals/Colonizing Centres

convenor: Fae Brauer
University of New South Wales, Australia

Science Block Lecture Theatre 2

Offering professional legitimacy, such cultural capitals
as Paris, New York, Leningrad, Berlin, Cologne, and
London were able to lure a huge number and national
diversity of artists from cities as geographically, if not
geo-politically diverse, as Algiers, Cape Town, Caracas,
Glasgow, Krakow, Tokyo, and Sydney. While they were
able to exercise a magnetic centripetal power as cultural
capitals, they were also able to exert a centrifugal
colonizing power as centres. In a two-way trafficking
between centre and periphery, artists flowed into these
cultural capitals, just as they and their art flowed out
from them. While art acquired by these centres was
circulated to provinces, colonies, and other nations,
often-in the ethnocentric guise of the ‘civilizing mission’,
so were artists in the hope that those at the
‘peripheries’ would become ‘civilized’ — inculcated with
the centres’ value systems conveyed by their art.
Through art and culture, these centres then exercised
an invisible, insidious, coercive power. By investigating
the ways in which these cultural capitals operated as
colonizing centres, this forum will reveal how cultural
imperialist strategies deployed by New York during the
Marshall Plan years were alive and well in many other
western nations.

Walter Benjamin, the Collector/Allegorist,
and Art History

convenor: David Packwood
University of Birmingham, England

Rendall Building Seminar Room 1

Much has been written about Walter Benjamin's figure who
represents the modern form of consciousness in the city, but
little about Benjamin'’s ‘collector’, who is a more shadowy
figure. For Benjamin, the collector was a kind of ‘allegorist’
who rejected taxonomy in favour of a more fragmented and
scattered approach when accumulating objects. What is the
nature of this kind of ‘allegorical’ collecting: how is this related
to the work of art as displayed within cultures in our times?
This panel discussion proposes to consider Benjamin's ideas
on collecting and allegory in order to address the following
issues which are related to themes within this conference.
How do we read ideology out of collecting? What constitutes
a politics of the object? What is the role played by memory
within a collecting environment and how does this help to
produce history or repress the history of the Other? Speakers
include Derek Horton, Leeds Metropolitan University.

Teaching and Learning in Art History

convening body:
AAH Universities and Colleges Subcommittee

Science Block Lecture Theatre 4

The Teaching & Learning Forum will discuss the topic of
integrating first-hand experience of examining works of
art and material culture into the study of Art History. This
forum will revisit the debates on Study Visits initiated at
the 1999 AAH Conference in Southampton. With the
consultation period for the draft benchmark statements
having ended, and the implementation of programme
specification approaching rapidly, it will be useful to
re-examine this issue in the light of these national
developments, to debate problems and principles,
and to share instances of good practice.

Future Feminists — Feminism’'s Future

convenor: Penny Wickson
University of Birmingham, England

Science Block Lecture Theatre 3

This will be a relaxed, informal space where
postgraduates can meet to discuss their ideas and
concerns regarding feminism and history of art and visual
culture. The intention is that postgraduates with similar
interests can set up networks of support, both social and
academic, with a view to establishing a core of on-going
feminist activity amongst fellow students. The aim of the
forum is to provide ample scope for the discussion of
issues specific to female and feminist postgraduates in

a supportive and sympathetic setting.



Artists and Contemporary Politics

convenor: Pete Seddon
University of Brighton

Rendall Building Seminar Room 2

This forum title suggests that art practice might be

(as Jeanette Winterson wrote in The Guardian of 13
November 2001) ‘a way of living in the moment while
remaining connected to the past’. The day before this,
in accidental echo of 11 September, a plane ploughed
into suburban Brooklyn streets. Coincidentally that same
day The Guardian published the first artistic response, as
opposed to journalistic commentary, to the bombing of
Afghanistan: Tony Harrison’s poem ‘Species Barrier'. This
poem, with its metre and alternatively rhymed quatrains,

provides a concrete example of those issues of formal
response, definitions of practice, ethically appropriate
content and timing, effectivity, context, knowledge,

and aesthetic pleasure, that cluster around artists who
address or attempt to be adequate to ‘the times’. Private
life regardless, politics as Tom Paulin once wrote, 3

rainstorm that catches us all in its wet noise’. This forum
brings together artists, historians, critics, curators, all of

3 history of

of
art. These are varied practices in a world where older

whom albeit in very different ways ha

considering po s and art as well as the politics

definitions and

understandings of both terms have

fragmented a

nd reconstituted themselves in new and

w a

er more complex ways. It is hoped, by pertinent

examples and different positions, to gener

discussion useful to both practitioners and historian
+

(Middlesex University), Andrew Brighton (Tate Modern)
and Barry Barker (University

of Brighton)

Annual General Meeting
of the AAH

This will take place between 3.45
& 5.30pm on Sunday 7 April
(members only),

Science Block Lecture Theatre 1

Special Interest
Group Meetings

These meetings of AAH sub-committees will take
place between 4.20-5.50 pm on Saturday 6 April.

Universities and Colleges

Science Block Lecture Theatre 1

The AGM of the Universities and Colleges section

of the Association will include the following special
items for discussion: 1. RAE 2001: the outcome.

2. Widening Participation in Art History, including:

3. Widening Participation at degree level. 4. A report
on the 'Art Critics and Historians in Schools' research
project: findings and recommendations.

Art Galleries and Museums

Science Block Lecture Theatre 2

Students
Science Block Lecture Theatre 3

Come along and find out what the AAH holds for students!
This meeting will provide a convivial setting in which you
can discuss the issues that affect students and plan future

activities. Any student, either undergraduate or
postgraduate can join the Student subcommittee, so
please feel free to come along and sit in. Don’t forget
that the Third Annual Summer School will take place at
The University of Essex on 6

July 2002. Please ask a

member of the Subcommittee for details.

Independents
Science Block Lecture Theatre 4

This meeting is intended to allow members to get

acquainted, dis es for the group,

the objec

and the this section ©

the membership

Schools

is recommended this

the Universiti

29th Association of Art Historians Conference:

‘ARTiculations’, co-hosted by Birkbeck College and University College, London

Anyone interested in architecture, sculpture, painting, graphics, design, puppetry and automata, material
culture, the body. film, or in articulating about art should contact: Tag Gronberg, Department of History of
Art, Film and Visual Media, Birkbeck College, 43 Gordon Square, Bloomsbury, London WC1H OPD,

email: t.gronberg( bbk.ac.uk, or Helen Weston, Department of History of Art, University College London,
Gower Street, London, WC1E 6BT, email: h.weston(@ ucl.ac.uk.



http://bbk.ac.uk
http://ucl.ac.uk
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