














The paper will begin, however, with a
summary of notational and grammatic
explorations and aesthetic discussion from
the Arabic-speaking culture of the ninth-
tenth centuries around the Mediterranean.
This period witnessed the development of
innovations in writing, musical notation and
grammatology in the work of calligraphers
such as ibn al-Bawwab and the theoretical
works of the Tkwan al-Safa and Saadiah
Gaon, among others. These serve to provide
an historically and culturally distinct
counterpoint to current notational
experimentations from a period which
prized notation as an artform (the work of
ibn al-Bawwab, for example, was highly
collectable to the extent that there was a
market in forgeries of his manuscripts).
Aspects of notational theory from this time,
alongside that of the historian Oleg Grabar's
analyses of it, will be applied to the
practices in artists’ computer programming
outlined above. These will be compared and
combined with the investigations of
notation, grammatology and coding in the
writings of Nelson Goodman, Jacques
Derrida, Walter Ong and Niklas Luhmann. It
will conclude with a look at the emergence
of “bastard codes” in the programming of
web-sites and OS-X's Cocoa applications and
their relevance to current and future artistic
practice in the field. These are programmatic
media which can be produced through the
hybridisation of multiple programming
languages as opposed to the “classical”
programming paradigm of monolingual
programming environments — an analogy
being drawn with the combination of
heterogeneous musical styles in
contemperary “bastard pop”.

Sandra Mols

Centre for History of Science. University of Manchester

Numerical Aesthetics of 3-D Electronic
Mapping in 1950s Organic Crystallography

The 1950s computerisation of organic
crystallography — investigation of organic
molecular structures — is often presented as
‘inevitable’. Indeed, central practices to
crystallography are the computation and
interpretation of maps exhibiting
distributions of electrons in molecules
(similar to topographic representation of
geographic relief). These practices were
significantly altered by the 1930s-1960s
transition from the use of analogue and
‘primitive’ digital techniques (tables of
pre-calculated data) towards ‘computers’.
This transition meant more investigation of
the complexity specific 1o organic
molecules. Organic molecules are difficult
to investigate for being three- dimensional,
and, in practice, computerisation resulted
in a shift from extrapolating 2-D
projections towards computing ‘accurate’
3-D representations. This transition to
three-dimensionality is often argued to
have solved problems of obtrusive
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‘subjectivity’ in map interpretation and
made organic crystallography ‘possible’.

Yet, close examination of the 1950s
Leeds research in protein crystallography
with the Manchester Mark I challenges
discourses of ‘inevitability’ and
‘objectivity’. Feasibility of three-
dimensionality rather made computation
and interpretation of maps an expert
activity, still regularly disturbed by
accusations of ‘subjective’ interpretations.
Also, paradoxically, the emergence of this
expertise was secured by these 3-D
representations having nice ‘appearances’
and being ‘computed’.

Simon Pope

UWIC Business School, Cardiff

Self-Historicising: Artist as Curator in the
Art for Networks

The touring exhibition, "Art for
Networks' was originally devised by artist
Simon Pope as a way of making sense of,
(and moving beyond) ‘net.art’. ‘Net.Art’
typically signified a technical art of the
Internet or, more specifically, the Web. It
has been defined as a progression through
clearly defined stylistic or technical phases,
which denies wider or longer views of how
artists and their work operate. This linear art
history becomes a problem for those
implicated; pinned onto this restrictive and
arbitrary time-line, artists have their
destinies plotted for them. Consequently,
for the artist, the process recognized by
Stuart Home as ‘self-historicising” becomes
increasingly important. In this presentation,
Simon Pope reflects the Art for Networks
project as on a process of ‘self-historicising’
through:

— the exploration of more expansive
definitions of ‘network’,
— interviews and presentations conducted for

the BBC in 2000
— curation of the Art for Networks touring

exhibition.

Helen Cadwallader

The Arts Council of England
UK Electronic Media Arts Practice Landscape

This paper will explore some recent trends
in the production, distribution and
engagement of electronic media arts practice
as this has emerged and developed in the UK
over the last ten years. Here, the term new
media art is applied to practice devised for
electronic and networked media platforms and
which is digitally based and characterised by
connectivity, computability and interactivity.
The 1990s is a key period in the recent
emergence of distributed and networked
electronic media practice which arose, in part,
from the ready availability of computer

technology on the mass market in coincidence
with the emergence of the internet.

The emergence and rapid development of
electronic media arts practice in the UK
during the 1990s will be considered during
this period with reference to some of the
following areas:

— cultural context (informed engagement e.g.

curating, recent antecedents of mass media,

entertainment, gaming etc)

infrastructure and the arts funding system

(project funds e.g. the Arts Council New

Media Art Projects Fund and its

antecedents, arts capital lottery funded

scheme creating a new media centre

network, key centres, instatement of

project based organisations and agencies as

a very particular feature of the UK, key

festivals and presentation platforms such as

conference/seminar series)

— creative industries

— newworks (discursive allegiances, collectives
of shared interest)

— practice and practitioners (artist collectives

e.g. irational.org)

— archiving.

The future of electronic media art rests in
part not only on the consolidation and
further development of resources for
research, production and informed
engagement but on a solid grasp of what has
passed. Historicising this area as it has
evolved in the UK over the past ten years is
critical in order to move on in an informed
and knowledgable manner. Such a process
would also enable electronic media arts to be
aligned with other key trends in art history.
The radicality of the net for electronic media
arts practice lies in its immediacy and easy
access as a form of distribution free from
mediation. However, this conversely has led
1o electronic media arts being effectively
‘hidden’ in on-line/distributable forms.

This is further complicated by the works
themselves, activated by technologies,
software and plug-ins which are then
superceded by endless revisions or whole
new systems often resulting in technological
obsolescence. So, this early period of
electronic media arts practice is fast
disappearing and as a highly specialised arena
is not the subject of widespread study or
research within the UK academy although
notable exceptions exist in the recent work
of Josephine Berry and Charlie Gere.
However, more historical work needs to

be undertaken now.

Mike King

London Metropolitan University
The Work of the Digital Art Museum

Digital Art Museum (DAM) is a
collaborative project between London
Metropolitan University and galleries in
London and Berlin. It aims to be the world's
leading online resource for the history and
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practice of Digital Art, and already archives
nearly 3,000 images from dozens of artists. It
has been supported by a grant from the Arts
and Humanities Research Board. The work to
date has focussed on the Digital Art Pioneers,
those artists and experimenters who entered
the field berween 1956 and 1986. Many of
these pioneers have participated in DAM,
already providing at this stage a valuable
resource for a considerable portion of the
activity in that period.

The presentation will include the
philosophy of DAM and an account of its
offline activities in curating exhibitions in
the UX and Europe, followed by a guided
tour of the site. This involves a look at the
oeuvres of some of the important artists so
far archived, the site structure including its
timelines and historical landmarks, and the
essays section, a growing collection of
writings that place the work in an art-
historical and technological context.
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ion 22: Historicizing Digital Art

Edward Shanken

London College of Music and Media

Heuristic Networks

This outlines my experience with digital
art, artist led initiatives from 1982-2002
including my time in the United States
between 1983-99. It will cover my
experience as a Harkness Fellow at the
Media lab of MIT as it opened in 1984,
working alongside Negroponte, Sherry
Turkle, Joseph Weizenbaum et al and
working with high tech startups on route
128. I will then look at the digital art scene
in New York where I lived and worked
during the late 80’s and early 90's and the
landmark Digital Art shows that were part
of that time, It concludes with a project
called Purbeck light Years, due to be shown
in Digital Terrains at the Deluxe in January
2003.
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Duke University, USA
Art and Electronic Media

Although the use of emerging technologies by
artists has a long and rich history, art historical
methodology has had remarkable difficulty
identifying and seriously addressing this strain of
endeavor and locating this tradition within the
larger history of art. How then, can art critics and
historians begin to write this neglected history?
Why exactly would we want to? What might its
canon consist of? How might various sub-genres
and modes of art inquiry within this broad field
be classified and categorized? What role do
particular media or technical innovations play in
defining this history, as opposed to aesthetic or
art historical continuities? How effective are still
images at conveying works of art in a field that is
marked by time-based, interactive, and
collaborative media?
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Session 23: Just What is it that Makes Today’s Surrealism so Different, so Appealing?

Simon Baker

University College London

Neil Cox

University of Essex

This session will explore the shifting context for the study of surrealism and reflect on tensions between the unfashionableness
associated with surrealism in the visual field, and the increasing centrality of figures such as Georges RBataille and Michel Leiris. .

to contemmporary practice and debate recent trends in exhibiting surrealism in

It will also consider the relevance of surrealism

museums and galleries.

This session will be run with the support of the AHRE Centre for Studies in Surrealism and its Legacies (Essex/Manchester/ Tate)

Haim Finkelstein

Ben-Gurion University

Struggling with Dali anew; or, Whatl's New
in Daliland

Tn my book Salvador Dali’s Art and Writing
1927-1942 (Cambrdige U P 1996), as well as in
the commentaries on Dali’s texts in my edition
of Dali's writings (The Collecred Writings of
Salvador Dali, Cambridge U P 1998),
psychoanalysis plays a key role; however, it does
not serve as a psychoanalylical tool but rather as a
means of analyzing Dali's own interpretation of
his psychic silvation. 1 am alluding there ofien 1o
Freud, Rank and Lacan because they have served
as the basis for Dali’s psychoanalytical motvation
on the more conscious level. My recent research
focuses on the notion of Space in Surrealist
theory and philosophy, as well as in the various
manifestations of Surrcalist creativiry (art, wriling,
film). Surrealist theory and Swrrealist creativity
constitwte a prism of different spatializations —
representations of space both in terms of
configurations of spaual practices and as
appropriated by the imagination; in other words,
the empirical, or perceivable, aspect of space, and
the symbolic or psychological or mental space.
Considerations of relatively recent theoretical
notions relating 1o Surrealist “visuality™ that bear
upon my research have become unavoidable. 1
propose to share with the parucipants in this
session my own at rimes somewhat dissentious
reappraisal of some of the methodologies
involved, with Dali again as my main example.

Elliott H. King

University of Essex

Carrots and Cretins: Considering Dali's
Negative Appraisal of (and by) Modern An

In David Lomas' The Haunted Self, the
author introduces a chapter on Salvador Dali
with a compelling observation: that "one
would be hard pressed to think of another
major, avant-garde artist for whom there is
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such a striking correlation between their level
of popular acclaim and critical disdain’. Why,
despite (or perhaps owing 10?) popular
appeal, has Dali been banished from 'serious
academic discourse’? The issues are many and
will be opened for discussion via this
presemtation. 1 suggest that — in addition 1o
blatant commercialism, particularly following
his expulsion from Bretonian Surrealism —
part of the blame rests on Dali’s consistent
extolling of academic painung in the tradition
of the Ttalian Old Masters and Trench art
pompier artists. In the face of Greenbergian
modernism, Dali flaunted a ‘classical” affinity,
admonishing abstract art at-lengrh in his
1957 livret, Dali on Madern Art: The
Cuckolds of Antiquated Modern Art. n
exploring this text and considering irs
relevance 1o Dali's subsequent views on
Hyperrealism and Pop Art, I will argue that it
was partially Dali's self-appointed destiny 10
‘save modern art’ that has led 1o his critical
‘abjection’ and to his — particularly late —
works” general dismissal.

Susan Laxton

Columbia University. New York
The Guarantor of Chance

This paper focuses on the hisiorical
moment of the theorization of the surrealist
image (1925-1929) 10 address the role of
the game of cadavre exquis — its structure
and irs “play” - in that process. The period
in which the game rose 10 prominence in
the movemen: coincides with surrealism’s
shift away from the ineffability of early
antomatic practices — the acknowledgement
on the part of the surrealists of the
impossibility of unmediated access to the
processes of the id — toward the
establishment of a systern that would instead
signify the “real functioning of thought.”

If ‘recent’ writing on surrealism has
turned away from painting it is because
critics and historians recognized in

allernative praciices such as the cadavre
exquis issues that were to become important
to the subsequent generation of post-
structuralist theories (meaning as contingent;
intertextuality and intersubjectivity;
scepticism about authenticity and self
knowledge) and a range of postimodern
praclices. Any movement toward once again
foregrounding surrealist painting would have
1o acknowledge the historical link between
surrealism and post-structuralism or risk
being regarded as a conservative
rerrenchment on a par with the post-WWTI
“return to reason” that was anathema
surrealism ar irs inception, vr more
scriously, part of the general reification of
the movement after WW 11,

Patricia Alimer

Loughborough University

‘The True An of Painling” - Magritte and the
Ends of October

René Magritte's work presents a sustained
engagement with philosophical quesiions
explored in contemporary art theory.
However, this work has been largely
neglected by scholars of surrealism: at best
marginalised, at worst wholly omited from
the critical discourse on surrealism. Reasons
for this may reside in Magriue's
condemnation ol imterpretauon of his works,
his self-distancing from surrealism, and the
life-long disagreements with Breton which
led to his exclusion from the French
surrealist group.

The October Group has opened up arr
history to interpretative frameworks from
philosophy and theory, drawing on work by
Heidegger, Benjamin and Lacan — frameworks
often conceprualised in the inellectual debates
explored by Magritte's oeuvre. October has
succeeded in directing scholarly attention to
the margins of surrealism. Nevertheless,
October has consistently failed 1 engage with
Magritte's work.
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This paper will argue, contra October
orthodoxies, that Magritte's work should be
located at the centre of the contemporary re-
theorisation of surrealism. It will examine a
selection of Magritte's works, to consider the
philosophical and theoretical questions raised
and explored there. It will argue that any
understanding of surrealism is incomplete
without the analysis and consideration of
Magritte’s contributions to the intellectual
field of the movement.

David Cunningham

University of Westminster

A Question of Tomorrow: Writing the
Surrealist Experience

In a recent book, Colin MacCabe
fashionably opposes the writings of Bataille
to those of ‘the loathsome Leninist Breton’.
This paper seeks to question the
‘philosophical’ conceptions that underlie
this all-too-pervasive contemporary view,
partly derived from selective readings of
French post-structuralism. In doing so,
it takes its cue from two readings of
surrealism which work to displace any
straightforward, and implicitly hierachised,
opposition between these different
‘strands’ of surrealism — Benjamin’s famous
(if often misunderstood) 1929 essay and a
piece by Blanchot, entitled ‘Tomorrow at
Stake’, from the late 1960s. The fascination
of these pieces lies in the closeness of each
writer to Bataille, and, at the same time,
the evident admiration for Breton's
thought they display. Their usefulness in
a contemporary context, it is argued, lies
in their shared refusal to limit the
significance of surrealism to that of an ‘art
movement’, engaging it, instead, on a
‘philosophical’ level and in terms of what
is defined as surrealist 'experience’. In this
light, the paper considers the relationship
of surrealism to ideas stemming from
Hegel and from the legacy of German
romanticism — particularly issues of
history, time and utopianism — as a means
to a more general rethinking of surrealism
today and its connection to conceptions of
‘modernism’ and the “avant-garde’'.

David Hopkins

University of Glasgow

Barney, Gober and their Critics:
Post-Surrealism in 90s America

The suspicion has recently taken hold
among historians and critics that
significant portions of 1990s art might
productively be understood as late practices
of Surrealism. This paper examines the
extent to which art criticism in the 1990s
has indeed viewed the work of
contemporary artists -pre-eminently
Matthew Barney and Robert Gober, but

also that of other significant American
artists — through the lens of Surrealism.
At the same time, close attention will be
given to the ways in which both critics
and artists of the 1990s have drawn on
certain historiographic constructions of
Surrealism.

Barney and Gober might be seen as
corresponding to two quite different ways
in which Surrealism has recently been
conceptualised and this issue will be
examined in some detail in the course of
the paper. However, they have one very
overt theme in common; an interest in
masculinity and the way in which it is
constructed both socially and via visual
representation. Hence, taking the question
of recent artistic articulations of
masculinity as its main reference point,
this paper’s fundamental concern will be
to explore the ways in which the
contemporary art, criticism and scholarship
surrounding Surrealism has repercussions
for our current interest in re-thinking male
identity.

Angela Dimitrakaki

University of Southampton

Surrealism and the Post-feminist Unconscious:
Meaning, Loss and Ideology in Contemporary
Video Art by Women

Following theories of postmodern culture
in which ‘surrealism’ has been evoked to
describe distinct aspects of video art, this
paper asks whether such references
encompass women's video art as well,
especially with regard to women artists who
in the 1970s and in the 1980s strove to
develop a critical feminist language in their
practice and turned to video precisely
because of the control of meaning allowed
by the editing process. I will then move
on to consider the currency of the term
‘surrealism’ in relation to contemporary
video and film by women, given the
transformed political climate of today as
regards the institutional representation of
women artists, the expectations of new
audiences but also the formation of a post-
feminist ideological space. I will consider
the relationship of the latter to the
increasing application of ‘the surrealist
principle’ in contemporary women's video
and film. This is a peculiar kind of
surrealism, implying perhaps a reduction of
the term to a de-contextualised aesthetic but
possibly redeploying Surrealism’s fascination
with the feminine as a possibly transgressive
‘state of being’. Following from that, my
contention is that the ‘surrealist principle’
structures sequences of images in which
nature mediates the signifying function of
the body to propose utopian or dystopian
narratives of the feminine. What is
important however is the ideological and
political implications of this investment in
the surrealist principle.

: Just What is it that Makes Today’s Surrealism so Different, so Appealing?

Amna Malik

Slade School of Art

Mass Culture as Woman? Surrealism in the
Museum at the End of the Twentieth Century

Is surrealism today as subversive in its
celebration of sexuality or desire as it was
in the 20s, 30s, or even 1950s or has it
been neutralized by its appropriation into
mainstream culture? The Eros exhibition
of 1959 corresponded with the rise of
consumer capitalism in the postwar era
when the figure of the housewife became
essential to the lubrication of the
machinery of capitalism. But where the
1959 Eros exhibition could confidently
challenge the social mores of its era and
remain critical of capitalism the Tate
blockbuster in the late twentieth century
was too heavily compromised by the
culture industry. Surrealism: Desire
Unbound is perhaps the most heavily
designed exhibition to be shown at Tate
Modern, although it made allusions to the
earlier 1959 one, it resembled
contemporary designs for boutiques, hotels
and nightclubs that contributed to an
erosion of differences between these leisure
spaces and the museum. By appealing to a
female spectator both in its marketing and
design it created a confrontation between
women as consumers of art and consumers
of branded goods and high fashion items.
The aim of this paper is to consider,
through a comparison of the two
exhibitions, how the appeal to a female
consumer in the shopping arcade might be
understood alongside that of the female
spectator in the museum.

Krzysztof Fijalkowski

Norwich School of Art and Design

‘Ouvrez-vous?' Surrealists and their Historians
“What is Freedom?”

“A Multitude of Little Multicoloured Lights on
the Eyelid.”

‘Le Dialogue en 1928’

With surrealism’s celebrated hostility
towards academic recuperation, and curators
or historians wishing to shape surrealism in
coherent and assimilable ways, one might
consider the encounters between surrealists
and curators as a ‘surrealist dialogue’ of
mismatched expectation. This simple model of
insiders and outsiders, participants and
observers is far from adequate.

The paper proposes a consideration of
relationships between curators, art historians
and surrealist groups, notably by focusing on
key institutional exhibitions in Europe and the
United States. This will be problematised in
two directions: firstly, by exploring ways in
which surrealists themselves have engaged
with or collaborated in the institurional
presentation of surrealism, arguing that
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surrealists were often ready to break the
silence of surrealism'’s ‘occultation’: and
secondly, by examining ways in which
curators have adopted ‘surrealist’ strategies
in exhibition displays.

These comparisons will propose a view of
surrealism as a continuing, global presence
(active notably in Prague, Paris and Chicago),
and the apparent convergence they suggest
will be critically examined in order 1o argue
for surrealism’s status not as a hermetic object
of study but as a radical opening of channels
of dialogue.

Lewis Kachur

Kean University

Framing Surrealism in the 1930s: Displaying
Desire Versus the Modernist White Cube

Curator Alfred Barr's historical
contextualization in “Fantastic Art, Dada,
Surrealism” (1936) set the terms for
Surrealism'’s apolitical and aliterary definition
in the United States. Forgoing juxtaposition,
Barr created unified groupings within a

chronological narrative. His International Style
installation established MoMA’s “high
modernist” spaces. Opposition by the Parisian
Surrealist writers dissolved under the siren
song of institutional exposure and
acquisitions.

The 1938 International Surrealist exhibition
in Paris was conceived as a riposte to Barr,
Its multisensory Surrealist environment
countering the white cube with activation of
the floor and ceiling, experimental hanging
and dim lighting. Department store
mannequins recontextualized as vehicles of
erotic confrontation inscribed a narrative in
the spectator’s progress. Writers played a
greater role as exhibitors and co-creators of
a space of the marvellous.

The subsequent Manhattan exhibition
designs of gallerists Julien Levy and Peggy
Guggenheim suggest that some saw
commercial viability in this spectacle of
Surrealist display. Yet after WW 1I the
Museum of Modern Art’s white cube became
ascendant. In this context we consider the
return to the narrative of sexuality, as well
as a prominent role for the Surrealist writers,
in the recent “Desire Unbound” exhibition.

Simon Baker

Panel discussion: Exhibiting Surrealism

mainstream surrealism.

chair

Dawn Ades Haim Finkelstein
University of Essex Ben-Gurion University
Fiona Bradley Lewis Kachur
Hayward Gallery Kean University

To close the session ‘Just what is it that makes today's surrealism so different, so
appealing?’ the convenors have invited Professor Dawn Ades and Dr. Fiona Bradley to
lead a panel discussion on the subject of exhibiting surrealism. Dawn Ades will speak
briefly on what has come to be seen as a seminal moment in the history of surrealist
exhibitions in this country, the Hayward Gallery’s 1978 exhibition Dada and Surrealism
Reviewed, and discuss the changing contexts for exhibiting surrealism since 1978.
Fiona Bradley will speak about the curatorial issues involved in the forthcoming
exhibition of the journal Documents at the Hayward Gallery, and its relation to
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Session 24: Visual Intelligence

Nigel Whiteley

Lancaster University

Art history has undergone a paradigm shift in the last quarter century with the previous prioritisation of the visual and the producer

being countered by readings and audience. However, there is a danger that the contribution of the artist in terms of her or his special
skills in articulating imagery, may be undervalued. There is, rightly, a suspicion about texts that emphasise the artist’s uniqueness or
genius, or which concentrate on the formal qualities of a work as relating to some transhistorical set of qualities, but there is a pauncity
of material that qualitatively analyses the way in which an ardst has integrated the different aspects of a work in a way which achieves,
for example, expressive power or subtlety, resonance, a compelling image, sustainable impact, symbolic richness or poetic evocation,

The gain will be to reintroduce the idea of an artist’s special skills, but in a way that is inclusive. Previous models were exclusivist,
prodacing an absolute and separate form of the visual, notably Formalism. 'Visual intelligence’ encourages diversity and difference, and
re-evaluates the artist’s particular abilities in articulating form, subject matter and meanings as one of the ingredients of the creation
and reception of signs, without returning to simplistic notions of authorial creativity.

lan Heywood

Margaret MacNamidhe

Leeds Metropolitan University

Mantegna, Bonnefoy
and Intelligence

Following a line of thought developed by Yves
Bownefoy, the paper will suggest that in the work
of Mantegna we see the effort of a Classicist, or
more generally one who believes in bringing
history o full intelligibility and has a "theory’
about how 10 do so. This is nor an unconImon
view, and Mantegna's ferocious interest in
contemporary art theory is also well known.
However, Bonnefoy goes on to suggest that
Mamtegna's work is full of unease and tension, as
well as achicvements and insights, that would be
impossible if his paintings coincided fully with his
evident aspirations and theories, Thus, in one
sense, the works testify to the defeat or ar least
the qualification of one kind of visual intelligence
by other, deeper msights. Here "intelligence’,
suggesting as it does intellectual skill or
knowledge, perhaps applies better to the former
than the latter.

The paper offers an inoroductdon and
exploration of some of Bonnefoy's ideas, in
particular the nouon that the conuibution of the
artist to great works of art is not so much due o
visual intelligence — assmming that ‘intelligence’
has more or less its usual meaning — bur a
capacity to respond openly and directly to the
nature of embodied, wransitory human life, and to
the mnner contradicuons and complexity that being
human enuails, including resistance 1o the “jure” of
paintng, that is, the deep atraction offered by
art's capacity to perfeci an imaginary world. This
is not, however, 1 underplay the unportance of
‘intelligence’ in artstic practice, but to seek a
wider context 10 which it belongs.

University College, Dublin

Romantic Intelligence: Renewing Emation in
the Work of Eugene Delacroix

Nobody could paint like Delacroix, his
contemnporaries said: whether in a spirit of
sarcasm (affected by critics baffled by the
remarkahly diverse facture of his great Salon
paintings) or adoration {most famously
Baudelaire's raprurous response), viewers at the
time testified to a visual intelligence rich and
enigimatic. And yet a sense of tat intelligence has
becorme dulled in the art-historical scholarship on
this artist, which has conribured a picture of
august bul static genius as Delacroix’s
ncreasingly solidified represemtative in the canon.

My paper will reveal, or rather retrieve, the
ambition and intricacies of Delacroix’s visual’
intelligence though a close examnination not of
his grear public paintings, bur of one small
watercolour: the Mazeppa of 1824. And yet this
diffident and radical work-infused by a tacit
knowledge of the wild 1ale of equine endurance
and abandon it illustrates-sheds important hight
on the monumental and controversial Scenes
from the Massacres at Chios painted in the same
year. Precisely because Delacroix’s visual
imelligence proceeds though narratives that yield
(the quaking, vulnerable spaces of his Mazeppa;
the grantng of a rernission in the Chios's
depiction of extremity and suffering), and pamt
that floctuates (the listing slant of figures and
landscape in the Mazeppa, the sometimes
concentrated, sometimes gawey facture of the
Chios), it offers a corrective o the sweep of
a famniliar but vague Romanddsm in which
explanatory accounts of Delacroix have all
1o frequently been lodged.

Claudine Mitchell

University of Leeds

The Sculpture as Poem: Reilections on the
Concepts of Metaphor and Analogy

In the 18%0s, in the circle of Auguste
Rodin, the term ‘poem’ was applied to
sculpture with an increased degree of
precision. It referred to the relation
botween technique and meaning and the
ability to make the medium ot sculpture
signify processes of thought and mental
states. More specifically, the 1erm ‘poem’
applied to certain modalities considered 1o
expand beyond the field of representation,
critics confidently drawing on Mallarmean
poetics to conclude: “the plastic work is
in itself a metaphor that contains its
own hyperbole’.

In this paper I wish to retrieve
Mallarmé's concept of ‘the suggested’ in
Crise de Vers to re-examine the interplay
between sculptural and drawing technique
in Rodin’s larer practice. My argument
will be focussed on the use Rodin made
of his pre-existing repertory of sculptural
forms in his illustrations for Baudebaire's
Les Fleurs du Mal and the transformations
of the drawn image in one series of
drawings. If the artistic process involves
an understanding of relationships in the
pre-existing order of ‘things’ (visual as
well as verbal) that are themselves never
directly stated, are the concepts of
‘metaphor’ and ‘analogy’ adequate to
probe visual intelligence?
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Catherine Clinger

University College London

Pansophist: The Preparatory Thought of
Max Beckmann Apparent in the Jahrmarkt
Print Cycle

The paper focuses on Der Grosse Mann,
the fifth of ten drypoints in Beckmann's
print cycle, Jahrmarkt (1922). A complex
arrangement of figures is set on the
grounds of an annual fair. On a platform, a
dwarf is presenting a Tall Man to an
audience. Though it is a decisive variant on
the prototype Christ's Presentation to the
People, Beckmann utilizes the same
powerful devices of distortion and
repetition intrinsic to late medieval prints
providing a metaphysical connection to the
tradition. Within Der Grosse Mann, the
visually declared word, Panopticon, may
lead viewers down a narrow path of
deconstructive folly, unless they are aware
of the comprehensive visual literacy of
Beckmann. Bunyan's The Pilgrim’s
Progress, Thackeray’s Vanity Fair, and
Dostoevsky's The Idiot provide narrative
source material both reverent and satirical;
graphic works by Thackeray and
Grandville, together with those by early
masters of printmaking. The paper will
address how Beckmann visually mediates
between what he has seen and what he has
read in order to create visual ciphers that
are inclusive of spheres of sensation and
longing. Through his mental and visual
flexibility, Beckmann imparts the vista
known to Der Grosse Mann.

Sam Gathercole

University of Liverpool

The Dice Man Kenneth: The Use of Chance in
the Work of Kenneth Martin

In August 1968, Luke Rhinehart began
his “new life” as The Dice Man, guided
only by decisions made according to
chance and wreaking havoc as a
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consequence. The following year, the
English “Constructivist” artist Kenneth
Martin embarked on a series of paintings
and drawings that sustained him to the end
of his life in 1984. He called these works
Chance and Order. As unlikely a pairing as
the reckless Rhinehart and the ascetic
Martin might be seen to be, this paper
proposes to consider something of the
common attraction that chance, as a form-
giving factor, held for them and others in
the late-1960s.

Issues of ‘visual intelligence’ are interesting
in this case in terms of the mediation of the
‘special skills’ that the artist might personally
contribute to the creative act. The question is
how much (and why) Kenneth Martin
relinquished his own ‘visual intelligence’,
preferring to be guided by chance and
mathematical system. Martin's ‘particular
abilities in articulating form’ must be
measured against a willingness to de-
personalize production, to re-configure the
idea of the artist as now only one active
participant within a broader form-giving
process or programime.

Allen Fisher

Froebel College, University of Surrey Roehampton

Visual Intelligence Exemplified by the Drawings
of Joseph Beuys

The paper proposes that ‘visual
intelligence’ involves conceptual thought
coupled to sensitive activity in the process of
thought. This will be demonstrated through a
discussion of the relationship between facture
and function in the drawings of Joseph Beuys.

The three functions demonstrated by

Beuys’ art may be described as:

(i) Drawing in itself, zesthetic function;

(i) Drawing as a means to discover, beyond
gestalt to explore associations:
experimental function;

(iii) Drawing as memoranda or to give plans
for actions: diagrammatic or notational
function.

Many of Beuys’ drawings provide for more
than one function.

The four approaches to facture in Beuys'
practice may be summarised as:
(a) Diagrammatic, note-making;
(b) Chance-generation;
(c) Drawing with deliberate signals or
allusions to ecstatic generation;
(d) Objective or imaginative drawing from
the seen or remembered.

Many of Beuys' drawings use more than
one approach to facture. Chance-generation
participates in signals for ecstatic
generation; objective drawing often includes
elements of note-making. Using specific
examples, it becomes possible to chart a
relationship between facture and function,
leading to a frame of references for some
aspects of visual thinking.

Nigel Whiteley

Lancaster University
Visual Intelligence in an Age of Low Eye-cues

Most of the papers in this stream
examine positive aspects of visual
intelligence from a range of historical
periods. Do any of these important aspects
of visual intelligence exist today in the
work of ‘Turner Prize’ artists such as
Martin Creed and Tracy Emin?, or is the
‘big show in a fast way' (Robert
Rosenblum) that characterises much
contemporary art a denial of visual
intelligence? Does this mean the concept
of visual intelligence is no longer useful,
or could it still provide a useful critical
tool for the critic and historian?



Session 25: Articulations in Blue

Helen Glanville & Libby Sheldon

University College London

The significance of blues in colour composition will be discussed in the context of the availability, economics, characteristics and employment
of the wide range of pigments which make a blue. It also hopes to show the importance of certain types of blue and the ways in which they can
influence the balance of the whole palette. It will highlight the interest painters took in the optical properties of various pigments and the measures
artists took to achieve a colour when poverty or lack of availability, did not allow them 1o use the blue they desired. The session looks at newly
discovered blues in seventeenth-century Dutch paintings, and considers how and why they were chosen and have been employed. ¢ also will
consider whether certain blue pigments such as smalt have deteriorated, or whether they were employed for another purpose. If they have changed,
what this means for our interpretation of the paintings. We will also discuss the part played by the identification of particular blues within a
painting in matters of attribution. The second part of the session will be looking at the relativity of the colour blue. Since time immemorial blue
has been associated with the heavens, and yet the sky is not made up of blue particles, it simply APPEARS blue, The role of perception as
investigated by Aristotle, Leenardo, Newton and then Goethe, and the use painters made of these philosophical and scientific theories will be
discussed, and questions asked as to the relativity of meaning and impact of colour in general and blue in particular through the ages.

Sarah Richards

Manchester Metropolilan University

Cobalt Blues:

Their Application in Ceramics,

their Representation in
Seventeenth-century Still-life Paintings

Duich merchants and artisans were engaged
in trade with Saxony for the procurement of
cobalt oxides used in the form of smalt by
painters, and zaffer in the Delft pottery
workshops. This paper is concerned with the
availability and understanding of the raw
materials required for the production of blues
derived from cobalt. What was the significance
of international trade in promoting a specific
economic interest in the production of blue
pigments during the seventeenth century? What
were the reasons for the representation of blue
and white Chinese porcelain vessels in so many
severeenth-century still-life paintings? What
sort of chalienge did these blues derived from
cohalt ores present 1o painters who worked for
a high degree of verisimilirude?

Several artists in the Netherlands of the
seventeenth cenmury included examples of
irnported blue and white Chinese porcelains in
many of their still-life composivons; for
example Beert, Flegel, Gillis, Claesz, Kalf. They
were at pains 1o represent the character of the
blues they saw on these ceramic vessels, and
the range of blues is wide. In some cases this
reflects the different sources of cobalt ores used
by the Chinese porcelain painters, but in others
it points to the possible use of paint pigments
that were not able o render the character of
these blues accurately. What we know abow an
oxide fixed by fire in a pristine condition
under the glaze of porcelain vessels, may
provide a marker for the pigments used by
still-life painters of the seventeenth century.

Libby Shelden

University College London

Blue Pigments:
The Painter's Choice and Handling -
a Path to Attribution?

This paper looks at the cheoices which
artists made in selecting a specific pigment
for a task. The identification of blue
pigments has frequently provided the most
useful evidence about the origins and
purpose of paintings. In the sixteenth
and seventeenth-centuries, a few blues
dominated the palette — azurite, natural
ultramarine, and smalt - while lesser ones
like indigo playing supporting or minor
roles; and, whereas azurite was employed
all over Europe, vivianite (blue ochre)
seems Lo have been limited to a particular
area of Holland. So can the choice of blue
pigment, as well as some of the variables
within the appearance, preparation of, or
manncer of painting help in characterising a
particular workshop?

The focus will be on several paintings
which have been recently examined within
UCL, including those attributed o Cuyp,
Vermeer and Elsheimer. The paper goes on
1o suggest that similar variables might be
found, which would be useful in
determining the origins of pamrtings using
newer blues in the eighteenth and
nineteenth centuries.

Martha loannidou

Arisiotle University of Thessaloniki
The Blue Face of lmmortality

Lapis lazuli, amethyst the super-sacred of the
seven jewels — ulramarine and in general blue
pignents were employed from ancient times in
dressing and decking the divine God(s) and their
human representaives, Although in the course of
time there was a gradual decrease in the use of
expensive materials used for producing blue
pigmenis, contemporary artists like Yves Klein
insisted on casting or painting the divine and
generally immortal Ideas in new blues.

Through significant paradigms like the
interpretation of Nike of Samothrace in Xlein's
blue “Victory of Samothrace’, this paper aims 1o
explore the reasons of this de facto nomination of
colour blue as a manifestation of immortality and
diviinity, a spiritual element, that went beyond
the body, beyond dimensions and accomplished
what White desired or signifed.

Helen Glanville

University College London

Restoration and Authenticalion:
Articulations in Time

Colour is as much the fruit of perceplion as an
intrinsic property of a material. When discussing
authentication and therefore authenddty of colour
in paintng one must therefore refer as much 1o
authenticity of intended effect, as 1o authenticity
of the material concerned.

Blue is the most immaterial of colours and

effects — the sky contains no “blue” material, jt
is the effect of light, through moisture over the
blackness of the universe. Bhue, and the effect of
blue has fascinated artists in various epochs.
The presence of an orange-yellow discoloured
varnish effaces blue in paintings. Authenticey
of effect in restoration as well as painting will
be touched upon.
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Spike Bucklow

Hamilton Kerr Institute, University of Cambridge

Platonic Blues

The physics of light determined that there
were few blue pigments available to the
medieval artist. Each of the blues had its own
problems. Ultramarine came from overseas,
needed purifeation and had alternate uses as a
drug, so it was very expensive. Azurite was
local, easy to prepare, and so cheaper, but it
needed to be used coarse to get a rich colour.
Indigo was, well, rather grey. The best blue,
according to many artists’ treatises, was
mercury azure. Numerous recipes exist
describing the synthesis of this blue pigment
from mercury and sulphur. The problem with
this blue pigment was that it was red. Or
maybe black. So why did artists insist that this
compound was blue?
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Session 26: Articulating the Antique

David Packwood

University of Warwick

This session considers the relationship between painting and the arrangement of sculpture in pictorial space. What does the
articulation of sculptural sources in a painting reveal about the intentions of the artist, the expectations of patrons and the general
cultural situation? Such themes that might be explored include the following: the array of sculpture in religious scenes such as the
Baptism of Christ to communicate theological ideas; the use of relief sculpture such as sarcophagi by painters to convey abstract ideas
such as sleep and death; the relationship between classical literature such as Ovid and sculptural figures in paintings; the relation
between sculpture collections and figures in paintings; the creation of a tradition of articulation of the antique from the Renaissance

through to Poussin, David and beyond.

Verity Platt

Christchurch, University of Oxford

Dying 1o See: Epighanic Sarcophagi from
imperial Rome

This paper explores the problem of how
we are to view Roman sarcophagi within
their cultural context, concentrating upon
a series of mythological scenes which
represent epiphanic confrontations between
gods and mortals (such as Selene and
Endymion, Aphrodite and Adomns, Dionysus
and Ariadne). Recent scholarship has
emphasised the secular elements of Roman
funerary art, exploring the ways in which
such images refer 1o the deceased’s role in
life. And yet, in reading such sarcophagi
as forms of “analogy’ which seek 10
heroise the deceased through mythical
representation, we must not forget the role
of the image as a marker of death. Just as
death igelf is a liminal stage, in which the
soul of the deceased passes from life to the
world of the infernal manes, so the
sarcophagus mirrors this very process with
respect to the human body; it is, literally,
a ‘flesh-eater’, which transforms and
destroys, Both death and the sarcophagus
acr as agents of metamorphosis, and the
tomb thus becomes a point of
communication between the living and the
dead, the corporeal and non-corporeal.

Mythological scenes of epiphany,
connected to the sarcophagus’ role as a
marker of liminality and a destroyer of the
body, explore these notions through the
visual languages of eroticism and
classicism. Sexual abduction and dearh had
enjoyed a long association in the classical
world, as funerary images of Hades and
Persephone demonstrate, The imagery of
rape or seduction, combined with the
autractions of the naturalistic body,
emphasised the vulnerability and the beauty
of the mortal deceased: as Pindar declared,
‘Those whom the gods love die young.” Yet
on these sarcophagus reliefs, it is not just
the mortal body of the deceased which is
emphasised, but also the immortal body of
the deity. It is this confrontation berween
two different states of being, between

corporeality and non-corporeality, which
produces the meramorphic moment of
epiphany, echoing the stare of ransiton
which is performed by bath the
sarcophagus, and death itself. While
Aphrodite, Selene or Dionysus stand as the
structural opposite of death (through their
immorial status), they are simultaneously
substitutions for death, which is, by its
very nature, unrepresentable; just as
divinity, death is ‘a point lying beyond

all possible experience.’

By analysing sarcophagus reliefs in this
way, I hope to demomnstrate that Roman
funerary images were not simply secular
expressions of philhellenic social ambition,
but were an intrinsic part of the religious,
visual and literary culture of the period in
which they were created. the “Second
Sophistic.” 1In the art and literature of this
period, epiphany is repeatedly employed as
a wol 1o explore the natare of divinity, and
its representation by man. While it is
difficult, if not impossible, to exirapolate
notions of religious ‘belicf” from funerary
sculpture, we can certainly see that, in the
context of ritual inhumation, epiphany
engenders questions about the nature of
mortality which are intimately related ro
the intense religiosity and visual
sophistication of Greco-Roman culture in
this period.

Phillippa Plock

University of Leeds

Poussin, Statius and Lucretius: Articuiations
of maschio e ferning in Poussin’s ‘Mars’
and ‘Venus’ at Boston

This paper considers Poussin’s
articulation of two classical texts in the
painting ‘Mars’ and ‘"Venus' now at Boston.
In this painting Poussin seems to respond
to the description of Mars in the texts by
Lucretius and Statius, mediated through
the mythological handbook of Cartari,
as well as ancient sarcophagi reiiefs, in
order to articulate a masculine body
that simultaneously embodies female
gender characteristics.

Poussin's articulation of an imagined
structure of gender, taken from the rtexts and
representations of antiquity, can be situated
in the context of the activities of the dal
Pozzo family in the 1620s. Indeed, the
painring can be understood as an articulation
of the hopes and fears that surrounded the
marriage of Carlo Antenio dal Pozzo and
Theodora Costa that tock place around the
same time that Poussin executed the work.
This analysis highlights one function of
aniculating the antgue through visual
culure: it could be a crucial source for
visualising different constructions of
masculinity, necessary for the dal Pozzo
family to utilise in their negotiation with
their own lived experience.

Lindsey Schneider

Institute of Fine Arts, NYU

Antique Sources in Michelangelo’s ‘Battle
of Cascing’

Throughout his career, Michelangelo
struggled to learn from great antique
sculpture while at the same time developing
a style of his own that he hoped would
surpass the majesty of antiquity. This paper
will examine the antique sources in the lost
cartoon of the "Battle of Cascina™ (1504-6)
for the Palazzo Vecchio, a particularly
important work because it is the first time
Michelangelo was afforded the opportuniry
to translate his admiration for and obsession
with ancient sculpture into painting. That
the cartoon is to some extent classically
inspired has been previously acknowledged.
However, this paper will elaborate on
earlier findings and will demonstrate thag
Michelangelo did not limit himself by using
only one ancient piece as the model for his
figures, nor did he vaguely incorporate
classical elements into the scene. On the
contrary, nearly all of the twenty figures are
inspired by several of the most influentjal
pieces of ancient statuary known to
Renaissance man. The entire scene is
fundamentally classically derived and, had
the final painring been executed, would have
been the most comprehensive use of antigue
motifs in large-scale painting of his career,
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David Hemsoll

University of Birmingham
Michelangelo's Theory of Antique Imitation

This paper concerns Michelangelo’s use
of the antique in his art, focusing not so
much on which prototypes he employed
but how he actually employed them. It
will examine the seemingly contradictory
statements made by Pietro Bembo, who
claimed that Michelangelo carefully based
his work on selected ancient prototypes,
and Ascanio Condivi, who insisted that
Michelangelo was not subservient to past
art but based his works on the model of
Nature. In doing so, it will propose that
Michelangelo was drawn to different
practices of artistic imitation at different
stages of his career, and was also guided
by the types of commission and subject
he was engaged with. It will suggest in
particular that Michelangelo’s conception
af artistic imitation was informed by views
of literary imitation advocated by his early
mentor Angelo Poliziano. Such views, it
will argue, underlie Michelangelo's early
training, and are especially evident in
early commissions such as the “Bacchus’.
They then provided the basis of
Michelangelo’s method, and finally a
theoretical basis for his understanding
not only of the Antique but also of
Nature itself.

Leatrice Mendelsohn

Independent Scholar, New York

Depicting Perfection: Ancient Extremities and
Renaissance Portraits

Not only were techniques developed in
the Renaissance for translating the literary
topoi of female perfection into corporeal
form, but the visual equivalents were
adapted from specific esthetic models
enumerated in ancient literary sources.
Indeed, the search for a model “more
perfect than nature” in the sixteenth century
followed a direction Petrarch proposed in
the fourteenth: the use of ancient sculpture.
This paper will concentrate on how, why
and which antique limbs were applied to
painted figures in Renaissance portraits.
How these limbs were selected, particularly
the extremities of hands and feet, and were
added to bodies of both male and female
sitters requires investigating the background
of Renaissance attitudes to the gendered
body in relation to the meanings transferred
by attaching fragments of ancient sculpture
to presumably real persons depicted on flat
surfaces. How male or female sources for
these limbs, in light of workshop practice,
affected apparent differences in Renaissance
portrait formats and whether these fostered
the aims of their sitters will be the focus of
this talk.
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A careful analysis of surface detail, in
particular the rendering of the extremities
in sixteenth century portraits, especially
the hands, indicates that such details
function as carriers of meaning and when
viewed cumulatively, they produce an
assemblage of parts which signify. In
compiling images, Renaissance artists did
not disconnect an established repertoire of
gesture from its original sources. Instead,
they used visual cues to subtly evoke ancient
sculptural sources. In this paper, (as in the
cinquecento) the model and its signification
will be seen as inseparable, even if
sometimes disguised or transformed. The
Renaissance painter’s use of sculpture as a
model was motivated not only by a desire
to surpass the practice of ancient sculptors,
but to imitate literary descriptions in which
sculptural models were invoked as ideals of
beauty. Details of portraits by artists such
as Raphael, Bronzino, Salviati, and Battista
Franco will be examined to assess how their
referential function, operating like poetic
intertextuality, produced images of power
by proxy.

The paper will question whether the
different statues from which the parts derive
conveyed specific meanings or whether any
hand or foot would have been acceptable.
Separating the various means of conveyance
— small scale models, replicas, or drawings
after the antique — it will also consider how
these sources affected the choice of poses in
traditional portraits. In addition, T will
suggest both the practical and philosophical
reasons for reproducing extremities in
minute detail.

Tina Warnes

University of Leeds

In aedibus vulgo dictis de Zasse:

Early Modern Attitudes to Antiquity, in
Representations of the Sassi Courtyard
and its Antique Sculptures

A study of the ‘lost’ sixteenth century
courtyard of the Casa Sassi, in Rome,
is hindered by many problems and
uncertainties. The crucial image was a dated
drawing by Maarten van Heemskerck in the
Kupferstichkabinett in Berlin, but its date
will not fit into the documented chronology
of the courtyard and its collection of first
century AD Roman sculptures. Maarten
van Heemskerck is renowned for the
‘archaeological precision’ of his
representations, however in this image, the
colossal Seated Apollo famously undergoes
a sex change and becomes female. Despite
the fact that the black Apollo Citharoedus
is frequently imaged as an independent
figure in the sixteenth century, it is rarely
commented on in any literature, be it ancient
or modern. Moreover Huelsen's nineteenth
century ‘evidence’ as to the destruction of
the Sassi courtyard is never questioned.

By presenting new evidence of the
continuing existence of the architectural
‘space’ of the courtyard, this paper will
suggest that van Heemskerck.copied an
earlier image, which may itself have been
a fictitious (re-)presentation of the Sassi
sculpture collection.

Secondly, an analysis of the black Apollo
Citharoedus itself, alongside its images, will
reveal fluctuations in the (re-)presentation
of its sexuality also. These fluctuations
might illustrate changing sixteenth century
attitudes towards the articulation of the
Antique, and also towards the human body.
They might also have been instrumentally
part of that process.

Paolo Sanvito

University of Freiburg

Representation of Sculpture in Patrician
Courts in Rome in the First Decades of
the Seventeenth Century

The paper will address the question of
how specific philosophical statements could
have been expressed in and through the
collection of the Giustinianis in Rome
(ca 1600-1638, death year of Vincenzo
Giustiniani) and how sculptural subjects,
as metaphors of Antiquity, are to be
understood as coherent to such statements.

Some evidences are provided by the
presence of the person of Seneca in the
Giustiniani entourage and more generally
in Roman culture, together with some other
classicising and/or philosophical subjects
which it contained (for ex. Sandrart’s
‘Cato’s Death’, Perrier’s 'Cicero’s Death’):
first of all in an important ‘Death of Seneca’
by Sandrart, exhibited in eminent position
in a “classical or philosophical hall” (also
“stanza dei filosofi") at the Palace, the
same hall in which also Giusto Fiammingo's
Death of Socrates, Poussin's Massacre of the
Innocents were to be found. Sandrart writes
pointedly also in his ‘Academie’ that the
‘Death of Seneca’ had given impulse to
Vincenzo to invite him to work at
Palazzo Giustiniani.

Sandrart, an important member of
the Giustiniani court not only for his
responsibilities in aesthetic choices (and in
the end for the purchasing politics also) and
artistic orientation of the collectors, but also
for his enterprise of cataloguing the whole
section of antiques funds in the monumental
volumes of the Galleria Giustiniana,
represents himself in his Autobiography
or curriculum (Lebens-Lauf) and in the
Teutsche Academie as a direct follower of
the founder of Neo-Stoicism Justus Lipsius:
his birth is exemplated on that of Lipsius.
Besides, Seneca seems to particularly have
fascinated him, as he is the subject of further
three of his works.



The painter Angelo Caroselli, who worked
in this period at the court and partially
contributed to the 'Galleria’ publication, made
of the relationship of antique sculpture to
painting one of his principal concerns, as
being a theoretical problem discussed, again,
in literary and philosophical circles.

Caroselli expressed his personal position
in this field by producing some crucial
works on the subject. Besides, it seems to be
especially suggestive noticing that Caroselli was
an acquaintance of Vincenzo Giustiniani quite
in the same period in which the latter was

writing a treatise on sculpture, and
consequently was reflecting on the opposition
between the two arts. However, as I will be
trying to demonstrate, this opposition
(sculpture-painting), also seen in the general
debate or “paragone” (comparison) of the arts,
accompanies several writings by Vincenzo. This
might not wonder, if after all the antique was
represented in his palaces by not less than
2000 sculptural works. But this fact could be
only an exterior cause for such strong a
concern in this collector's as well as in other
Roman collectors’ circles. More personal or
deeper causes are to be pointed out.

Session 26: Articulating the Antique

These considerations will let me address
the problem: was sculpture, or more
generally art, used as instrument to state
ethically stoic or other philosophical positions
of the patron, and if so, in which form? The
paper will compare and collect the positions
of several protagonists of Roman culture of
the first decades of the seventeenth century
in the arts (more incisively, for their
important examples: Stomer, Honthorst,
Sweerts) as well as in criticism and theory
(Mancini, Baglione, Sandrart) in order to
offer a final answer.




Session 27: War, Community and Visual Culture

Gabrie! Koureas

Birkbeck College

Angela Weight

The Imperial War Museum, and the Group for War and Culture Studies at the University of Westminster.

In wars of the twentieth century, the ‘imagined community’ of the nation-state was often in tension with actual communities forged
in response to conflict: colonial troops within the Allied forces; occupying traops and local inhabitants; refugees of many nationalities
fleeing together; prisoners-of-war who shared no common language with their fellow inmates; the wounded of both sides in the same
hospital ward; people of all ages and all classes descending into the London underground every night of the Blitz; the drastically changed
social composition of the armed forces in wartime. While some new collective identities created by images of secial cohesion were used
as propaganda, some were censored or remained litele known. Focusing on what joined people together in war and how these new
configurations were and are represented in visual culture, this session addresses the following questions: What do wartime images and
objects reveal about attitudes to, for example, male bonding in the forces, communities that ignored peacetime divisions of class and race,
or the new prominence of women living and working together on the land, in haspitals or the munitions factories? What visnal records
exist but have been suppressed or ignored, and why? What was the role of musenms in the memory and commemoration of war? What

were the implications in the postwar period of seeing representations of new communities that transcended barriers of race, class and
gender? How have these identities and relationships heen articulated in visual culcure?

Sharon Lowenna

Simon Dell

Falmouth College of Arts

Missing in Action: the Newlyn School and
the Anglo-Boer War, 1§99-1902

Dominant discourses of the Newlyn
School emphasise Cornwall’s *pre-indusirial
remoteness’ — an idyllic respite from the
‘real’ world of global events. Then, as now,
the popularity of Newlyn Schoo! subject
matter was for the “plein air’ picturesque, and
resigned Chnstian acceptance of adversity.

This paper addresses the social contexts
of the Newlyn School corpus to reveal a
different story. Successive collapses of
Cornish un mining forced large numbers
into economic exile in South Africa. The
Zulu and Boer Wars of the 1880s were
determinants of the Cornish home
economy, also ravaged by the Imperialist
2nd Anglo-Boer War of 1899-1902, As the
Duke of Cornwall's Light Infantry fought in
the fiercest battles, Cornwall {a traditionally
Liberal stronghold) was torn between
jingoism and anti-War factions.

Langley, Garstin and Tuke had strong
South African and pro-Boer connections.
Their paintings often counterpoint their
Radical political views with the necessity
of producing subject matter for the market.
These are therefore subtly marked by
absence - communities impoverished of
fighting-age males, absence signified by
the black-edged letter etc. Overt Anglo-Boer
War subjects exist but are themselves
significanuly absent, so this paper will
explore why ‘whereabouts unknown’ has
become the art historical equivalent of
‘Missing in Action’.
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University of East Anglia
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The Popular Front in France was
inaugurated on 14 July 1935 with an cath
in which the people of France swore to
remain united tw fight fascism. This
marked the successful re-aniculation of a
‘national-popular’ culture after a series of
political crises, yet the fraternal image
established in 1935 was put under exireme
pressure by the cutbreak of the Spanish
Civil War on 18 July 1936. For the
adopuon of a French policy of non-
intervention seemed to signal a retrear
before fascism.

This paper explores this contradicuon
within the French Popular Front by
considering rhe image of the militia
organised to defend Republican Spain.
Photographs of the Spanish people taking
up arms to defend democracy were soon
circulated through the French press, and
these images could be taken o be in direct
conflict with the Popular Fromt policy of
non-intervention. This sitmation was only
exacerbated by the creatien of the
International Brigades, in which French
volunteers could demonsirate a popular
solidarity with the Spanish which could not
be reproduced at the parliameniary level.

In this situarion it seems that the new
communities created in Spain simultaneously
served to dislocate the fraternal image of the
Popular Front in France.

Veronica Davies

University of East London

This paper will examine the role of the
British occupying forces in shaping and
enforcing cultural policies linked 10 re-
establishment of the German state following
the end of Warld War 11. Focussing on ihe
crucial years 1945-51, it will investigate
the operaticns of key personnel with
responsibilities for the ‘fine arts’. Where
the visual arts were concerned, the official
British presence in Germany functioned
initially rhrough the multi-partite
Monuments, Fine Arts and Archives
organisation. By the end of 1950, some
responsibilities were transterred to the
British Council, notably supporting
travelling exhibitions and providing a focal
peint for information on modern British art.
Changing priorities of the emerging Cold
War were reflected in political shifts and
policy redefinitions.

Consequently, this paper will investigate
two main areas. First, the negotiations
between British forces and the other three
occupying powers regarding German cultural
regeneration. Second, those between British
officers and members of the German “art
world’, such as museum direciors, about
how these policies affected the visual arts
and German cultural heritage. These
interactions will be considered both at the
level of post-war international policy
making, and in relation to the efforts of
individual officers working at a local level
within the British Zone.



Jonathan Blackwood

University of Glamorgan

Local Defence Volunteer: The Painting and
Criticism of Edward Baird, 1939-45

Ruled out of active war service owing
to ill-health, the Montrose-based painter
Edward Baird (1904-49) busied himself
with the local CEMA and WEA in Montrose,
as well as participating as a commissioned
war artist from November 1942.

This interdisciplinary paper, drawing on
paradigms from Art History, Media Studies
and Political History, will seek to address
the following themes:

— The significance of ‘modern’ painting in
the ‘culture of defence’, looking at
media analysis of the CEMA exhibitions
in Montrose, 1941-42

— The gap between ‘official’
interpretations of Baird's work and the
private intent of the artist. For example,
LDV was described by the Ministry of
information as displaying * a typical
Scottish ghillie, resolute against the
enemy’, whereas for Baird it was an
intensely personal depiction of a close
friend, emblematic of a Scottish rather
than British culture.

— The suitability of Baird's methods
in capturing ‘official’ portraits of
war workers

— The ‘democratising’ effect of the war
on the art world, which became a
patchwork of 'local” art worlds during
the war, rather than centred on the
institutional spaces of London and
Edinburgh.

Chin-tao Wu

UCL and Nanhua University, Taiwan

Missing Presumed De

Remembrance in the

ad: Absence and

Work of Doris S

Very few artists have the virtuosity of
combining seemingly conventional forms of
sculpture with the kind of political potency

Session 27

with which the Columbian artist Doris
Salcedo imbues her work. Coming from a
third-world country that has for many years
been at war with itself and its own people,
Salcedo has so far based all of her work on
the first-hand evidence she has collected
during her many field trips and interviews
with the victims of Columbia’s civil war.
Employing, indeed re-cycling, personal
domestic objects used by the war victims
themselves, Salcedo makes these scraps and
fragments from everyday life speak for the
absent body and the missing person, and
articulate what might otherwise have
remained invisible and hidden, namely the
associated lived experiences of their absent
users. It is the interplay between the visible
and the invisible and the oscillation
between presence and absence that infuse
the sculpture of Salcedo with its particular
richness and power. This paper aims to
investigate the various ways in which
Salcedo represents the suffering victims of
Columbia's warring communities, and how
she gives meaning to the memory and
history of a category of people who the
West would be happier to ignore or forget.

Graham Dawson

University of Brighton

frauma, Postmemory. Place: Bloody Sunday,

Derry 1972

2003

This paper draws on Marianne Hirsch's
concept of ‘postmemory’ to investigate the
cross-generational reproduction of the cultural
memory of Bloody Sunday in Derry. The
paper addresses aspects of local memory in
the nationalist communities of the Bogside
and the Creggan. Focusing particularly on
constructions of visual memory derived from
news photographs, their reworking in the art
of local mural-painters, and the creation of a
memorial space in the killing ground of the
Bogside, it explores the relations between
commemorative practices, the traumatic
memories of survivors, and a cultural politics
aimed at ‘widening the circle of memory’ to
include a generation which ‘wasn't even born’
in 1972.

¥
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ar, Community and Visual Culture

Paul Gough

University of West of England

Creating Communities of Peace, Protest and
Intervention

After each of the world wars of the last
century, the dialectic between remembering
and forgetting has been a dominant theme
in the discourses around martial
commemoration and remembrance. In
Germany the arguments have focussed on
the status of memory as a knowable object.
A counter-monument movement, driven by
contextual fine artists such as Jochen Gerz,
has asserted that statuary and sacred spaces
induce a national amnesia, not a meaningful
memory. Through artworks and cultural
intervention artists have argued that no
memory, place or landscape can be
‘immutable’, and that it is neither possible
nor desirable to insist on a single, objective
and authoritative reading of any place or site
of memory.

The principal aim of these artists is (to
quote Michalski) ‘to register protest or
disagreement with an untenable prime object’
— the plinth-bound exalted statue — and 1o set
up a process of reflection and debate, however
uncomfortable or radical.

This paper will explore how
contemporary artists have attempted to create
new communities of non-passive participants
who are encouraged to interact with
artworks. In addition to the work of Gerz,
the paper will focus on examples of
interaction and intervention that have taken
place since 11th September 2001 in UK and
USA. These have taken actual and virtual
form, and have been encouraged by artists
such as Robert Atkins (and the 911 — The
September 11 Project). The paper will focus
on a commemorative artwork created for
display in the UK during September —
November 2001 which was serially altered —
through graffiti and other forms of
intervention — in ways that challenged the
artist’s ambitions for the piece, and extended
the work into a new community of largely
unseen and unknown participants.
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Session 28: Transformations: The Aesthetics of Replication 1800-1900

Martina Droth

Henry Moore Institute, Leeds

Patricia Mainardi

City University of New York Graduate Center

The issue of replicas and copies of works of art has been the subject of much critical debate over the last three decades. Discussions
have focused on the moral and ethical implications of replicas; the problematic status of mechanical reproduction within parameters that
define the art work as unique; the technical and practical issues of reproduction, such as the development of new techniques and changes
in stndio practice. This session aims to shift the focus of discussion into a new direction, by looking at the question of how works of art
are affected visnally and aesthetically when they are replicated and re-contexiualised. The session will explore ways of understanding and
interpreting the visnal impact on works of art when they are ‘transformed’ into other media, dimensions and contexts. It asks not only
how perceptions and meanings change when a work is transformed, but examines what the work becomes in its transformed state — what
relationships remain between the ‘new’ and ‘original’ state, and what is the role of the ‘original’ in these outcomes? Ultimately, the
session asks where we perceive the essence of a work of art to reside, and how this is retained, lost, or re-negotiated once the abject is

reframed as something else.

Heather Maclennan

University of Gloucester

Prints of Prints: The Facsimile and the
“Discovery” of the Early Renaissance Priat
in Britain, 1810-1328

The facsimile was an important feature of the
art market and publishing wade in the carly
nineteenth century, a tme of ineresting
developments in print collecting culture. Beautiful
replica prints both loose and bound were
imported. Books on engraving featured faithful
copies of rare ar significant print impressions.
British collecrors lent precious material 0 authors
for iilustration. Specially commissioned facsimiles
assisted the study of rare prims. Ouley's A
Collection of One Hundred and Twenty Five
Facsimiles of Scarce and Curicus Prints by the
Early Masters of the Italian, German and Flernish
Schools ...(Vol.1} which was published in 1826,
served both anuquarian and aesthetic interests.

The context of the facsimiile is explored in
relation 10 the collecting of early prints, the
idendfication of the peintre graveur and the
debate about the origin of engraving, drawing on
newly discovered material from colleciors’
correspondence. The value of the facsimile and its
meaning in relation 1o the original is considered,
at a tme when the engraver’s art was especially
admired and when apprediation of the original
print led 1o special demand for the faithful copy.

Satish Padiyar

University College London

Sculpture, Engraving, Photography. The
Restitution of the Truth in Replication

My paper will explore the possibilities

of reproduction of objects produced by
the sculptor Antonio Canova (1757-1822)
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in the first decades of the nineteenth
century.

In redefining the classical sculptural object
for a modern post revolutionary audience
Canova hypostasized the finish, or final
touch’; the object’s authenticity was seen to
reside in the worked space of its surface.
What happens to this authenricating Canovian
‘touch’ once sculpture is replicated in other,
quite alien, media? 1 shall examine the
translatability of the Canovian object via its
nineteenth-century engravings, and twentieth-
century photographs. If those strikingly
beautiful and highly-wrought engravings seem
fundammentally to misunderstand and undo the
significance of Canova’s ransformarive finish,
twentieth-century photography succeeds, |
will argue, in restituting its truth. By way of
Rodin and Brancusi, and their interest in the
redemptive relationship between the sculprural
object and its photographic replication, I shall
argue that mechanical reproduction results
not in diminishing the aura of the work of
art but in revealing once more immanent
properties which, through successive historical
redirections of the gaze, have becorne lost
to the viewer.

Pierre-Lin Renié

Musee Goupil

The Reproductive Print and Photograph in the
Second Half of the Ningteenth Century

In the nineteenth century, visual culture
was transformed by the emergence of new
image-making technologies, by industrialized
production of images. and by expanded
distribution to new markets in Europe and
North America. In the specific realm of
reproductions of paintings-old masters as
well as works from the Paris Salons-the
proliferation of images generated far-

reaching consequences for the nascent study
of the history of art and for the work of
living artists.

Aided and abeued by an international
network of branches and affiliates, the French
publisher Goupil succeeded in blanketing the
globe with a prodigious output of prints and
photagraphs. These images were accepted as
the urmost achievement in art merely because
they reflected the glories of the Paris Salon.
They were an irresistible commodiry:
decorative, affordable, accessible, and casy for
the novice collecior 1o understand. Whether
sold separately, or as albums, sets, or in
fascicles, (hese images inevitably exerted a
strong influence on artists, many of whom
yielded to market pressure and willingly
created paintings with reproductivity in mind.

The study of art reproductions in the
nineteenth century bears implications beyond
the history of taste and the consequent change
in attitude toward reproducticns. Al the dawn
of the owenty-first century, this historical
subject forms an essential part of the context
of today’s debate over the effects of new
media upon art and the study of art history.
The high-tech revolution may, in fact,
represent ithe most dramatic change in the
circulation of images since the image-
explosion of the second half of the
nineteenth century.

Kate Nearpass Ogden

The Richard Stockton college of New Jersey

Close Cousins: Landscape Photography
& The Plein Air Qil Sketch

The photograph and the plein air oil
sketch, pictorial innovations of the 1830s,
enriched and enlivened the discourse of
nineteenth-cenrury art production.



Photography, the result of several
technological developments that culminated
in 1839, is essentially a serial medium;
many negatives can be made with relative
ease during a given outing, and many
images can be made from each negative.
The plein air sketch, made possible by the
introduction of tube paints, allowed artists
to sketch in oils while confronting nature
directly, out-of-doors. Although not a serial
medium in itself, the plein air sketch has a
relationship to multiple image-making:

it was used, at first, to make preliminary
studies which would be utilized as source
material for larger easel compositions of the
same subjects. By the second half of the
nineteenth century, the plein air sketch was
used by the French Impressionists and others
to create finished products, rather than
studies, while working outdoors.

My purpose here is not to discuss the
innovations inspired by these forms of
nineteenth century image-making, but to
look more closely at their relationship,
which was a close one in many respects.
Art historians have traditionally compared
mammoth-plate landscape photographs —
the largest possible prints (up to 18 by 22
inches) made from glass plate negatives —
with large easel compositions of the same
scenes produced in the painter’s studio.
This is an appropriate analogy to make
when considering the panoramic scope of
the images, their high degree of detail or
finish, and the relative size of paintings and
mammoth-plate prints. Such comparisons
neglect the artists’ methods and intentions,
however, and can therefore be misleading.
With regard to purpose, approach, and
speed of execution, the nineteenth-century
landscape photograph actually has more
in common with the modest plein air oil
sketch, or even with the pencil sketch from
nature, than with the finished easel
painting. I will demonstrate this using
Albert Bierstadt's sketches and paintings
of Yosemite Valley and the photographs of
the same site taken by Carleton Watkins
and Fadweard Muybridge. Both were created
in numbers that allow them to be called
a series.

Both the plein air oil sketches and the
photographs were created on location, not
synthesized later in the studio. Both required
a matter of minutes — or, at most, hours —
o execute, as opposed to the days and
weeks needed for an easel composition.
Scope of subject matter is another point of
comparison, as the oil sketch and the
photograph could focus on a single object,
phenomenon, or detail of nature —
regardless of its merit as a composition —
and thus serve as a study from nature.
Conversely, the finished easel painting
generally had stricter and more ambitious
compositional requirements; originality was
often expected of the composition, rather
than a precise transcription of nature.
Ironically, the popularity of Bierstadt's
Yosemite paintings led to his creation of a
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series of nearly-identical landscapes in the
1860s — a case in which market demand
negated the usual requirement for
originality. Both plein air sketches and
photographs seem more true to the original
scene than easel paintings. Since the accuracy
of photography’s transcription of nature was
believed implicitly in the early years, the
medium was seen as an important handmaid
to science as well as to painting. Then, as
now, Bierstadt's plein air studies were
likewise considered truthful, while his easel
compositions were allowed more artistic
license. In terms of replication, each
photograph printed from a given negative
was as true to nature as the first, whereas
myriad changes could and did occur
between the on-site sketch and the studio-
produced easel painting. Watkins’,
Muybridge's, and Bierstadt's Yosemite
landscapes provide many examples of these
contentions.

The end of the story can perhaps be
found in recent critical responses to these
landscapes. Twenty-first-century viewers,
raised on the apparent freshness of
Impressionist handling and on the spontaneity
of more recent Abstract Expressionist
paintings, have generally admired Watkins'
and Muybridge's photographs and Bierstadt's
oil sketches, while finding easel compositions
by the latter overly theatrical and full of
artifice. In recent years, even the easel
compositions have become more widely
admired, as art historians have studied and
written about Bierstadt's work as an
interesting nexus of aesthetic, nationalistic,
and commercial issues.

Susan Siegfried

being driven or compelled to repeat it.
Deviant repetition of this kind characterized
certain modes of art production in the
nineteenth century. While Ingres took it
further than most, the tension between
copying and variation was also a generative
process for artists such as Delacroix and Degas.

Monica Kjellman Chapin

Clark University

A Dialogic Replication:
Ingres in Whistler’s Little Blue Girl

J.M. Whistler's Harmony in Blue and Gold:
The Little Blue Girl is a strange painting. Part
of its peculiarity resides in a tension between
familiarity and unfamiliarity that one can
perceive within it. This tension, or dialectic
between the familiar and the strange, stems
from Whistler’s bid to reference Ingres
through this particular pictured body. This is
an instance of replication that was to result in
the indelible inscription of Whistler in
tradition on the same level of value as the
French master of disegno. Thus, in The Little
Blue Girl the trace of Ingres was intended 1o
be quite specific, to be immediately
recognizable, so that the viewer would have
to understand this body in relation to the
bodies of Ingres, and to read the
representation in those terms. What I propose
in this paper is to elucidate the ways in which
Whistler relies on the iterability of the
Ingresque body, and the reasons motivating
that reliance; I will also consider the ways in
which this strategy fails to fulfill its function.

Amy Herman

University of Michigan, Ann Arbor
Repetition as Artistic Process

Ingres’s replication of historical subjects
has particularly intrigued scholars since the
1970s, when the primacy previously accorded
to original authorship began to be challenged.
His recensions have been differently
interpreted. This paper looks at the
hermeneutics of his repetitions as a material
process and argues that this was generative
rather than being simply a symptom of
fixation or of entrapment within commodity
culture’s logic of seriality.

I consider the dialectical tension between
the degrading effects of repetition and its
transformative potential. When Ingres
translated subjects into different media and
formats or elaborated their decor, he altered
them, perhaps because he rarely changed the
main figural motif, which reappears like a
found object. The act of replicating a subject
enabled the possibility of transformation.
Something new came out of the materiality of
the act of re-making — he grabbed an idea in
the process of the making rather than, as
others have argued, pursuing an ideal or

The Frick Collection

Constable’s Salisbury Cathedral: The Role of
Patronage and Shifting Aesthetics

Over the course of two decades, from
1811 to 1831, John Constable's visits to the
city of Salisbury produced over 20 known
paintings and at least 45 sketches of its
majestic cathedral. In Constable's images of
Salisbury Cathedral, the rustic attributes of his
earliest landscapes yield to his patron’s more
refined aesthetic, and are transformed again,
almost a decade later, when the pristine
veneer is shed for a comparatively dramatic
and elegiac view of this subject. The series of
sketches and paintungs of Salisbury Cathedral
from the Bishop's Grounds (1820-1829) was
completed under the aegis of the Bishop of
Salisbury, while Constable’s subsequent
versions of the cathedral, known collectively
as Salisbury Cathedral from the Meadows
(1829-1834) contrast forcefully with the
earlier pictures and reflect a far more
evocative style. This paper will analyze the
numerous versions of the Cathedral and
attempt to elucidate the correlations between
the artist’s political, personal, and partronal
circumstances and his shifting aesthetics.
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Session 29: Disappearance

Tamar Garb

University College London

Briony Fer

University College London

If art is rormally thought to be concerned with the appearance of things within a field of representation, this session looks at the
idea of disappearance — as that which falls away from view and puts pressure on notions of visuality and presence. We are interested in
thinking through and trying to thematise the idea of disappearance from various angles — for example, the mechanics of erasure in
processes of representation; the disappearance of the figure; uncertainties about the corporeal object in representation and implications
for subjectivity; the questions of evanescence, obsolescence, transience; the dissolution of the thing that is the art object. Rather than
assert absence as the consequence, we are interested in thinking about new configurations and how they emerge, new forms of

articulating the void.

Alex Potts

University of Michigan

Excess and Erasure: Modern Visigns
of Monumentality

My purpose here is to demonstrate that
the cult of the monument, far from being
incompatible with a modernist sensibility,
was a major feature of i1, but in a very
ambiguous way. In wlopian visions of the
modern <ity such as Le Corbusier’s, the
monumental ¢rystal tower was posited on
the disappearance or annihilauon of the
chaotic materiality of the traditional
cityscape; indeed this disappearance sustained
the excitement of the vision of a new
monumentality. T shall be focusing on the
ambiguities of projects for large scale
monumental works by artists working in the
1960s and 1970s. particularly Claes
Oldenburg. The imagined monumental
presence of these works was often excessively
5o, but at the same time cancelled ouwt by a
rhetoric of irony or impermanence or
provisionality. It was as if there existed a
constitutive tension between the work as
vividly projected. often massively inflated
intervention and as permanent presence, that
it is the purpose of this paper to explore.

Dominic Rahtz

Oxfard Brookes University

Robert Smithson's Nonphenomenal Reading
of Minimalism

Successive interpretations of Minimal
Art have rended to siart out from its
presumed literal phenomenality, that is,
from its appearance. 1 wish 10 lock at
Robert Smithson's counterinterpretation,
which defined Minimalism according to a
material textuality. My point of departure
wikl be some remarks made by Michael
Fried who, in conrtrasting his own
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meore phenomenological position

with Smithson’s, said that Smithsen held
a ‘proto-de Manian view of language,”

and referred 1o his ‘linguistic materialism.”
Paul de Man's view of language can
indeed be considered ‘materialist,’

but it has also been considered as
‘nonphencmenal,’ in the sense that he
undertook to produce readings of literary
and philosophical texts which went
against the delusive phenomenalization

of language by tropes and figures.
Smithson's interpretation of Minimal Arnt
in terms of a material textuality
corresponded in his case to a material
vision which imagined the erosion nto

an undifferentiated state of all edifices

of thought based on perception and
consciousness. The proposed paper

will argue that Smithson’s interpretarion was
meant as nonphenomenal 11 a similar way
to that atiributed 1o de Man, that is, as a
deconstruction of phenomenalized language.

Jean-Paul Martinon

Goldsmiths College
rhe Ephemeral Event

In the twentieth century, arguably for
the first time in history, artists began to
make work which was never intended 10
last. This paper focuses on works of art that
burn, explode, melt, evaporate, rust or
simply disappear over a short period of
time. These works are framed by three
themes devised for the way they present
these ephemeral events in relation to the
future: what is bound te come, what comes
and what ought to come. These three
themes expose the ephemera! art object as if
it was a subject, constantly engaged in the
process of its own coming-into-being and
as an endless call for significauon. This
approach, which evades the whole
object/space and/or object/ viewer
relationship is not aimed at positing an

essentialism of the evanescent art object in
ways that would differentiate it from more
permanent objects. The three themes
explored reveal the fact that, placed in
relanion 1o their futurity, ephemeral an
practices effectively ignore any separation
between what is presented and what is
represented. In the event, both manifest
themselves in the disseminating process of
the present and the ever malleable plasticity
of language. This paper, which also aims o
disrupt the traditional histories of the
dematerialisation of the art object usually
put forward in the analysis of land, process,
performance and conceptual art, articulates
argumenis that are based on interpretations
of particular philosophical notions by Nancy
and Derrida. The ephemeral arl projects
explored, include: Stano Filko and Alex
Mlynarcik’s "Happsoc' [1965], Allan
Kaprow’s 'Fluid’, [1967], Hans Haacke's
‘100 Bortles™ [1969], Daniel Spoerri’s
‘Repas Champétre’ [1983] and Gran Fury’s
"Wall Sureet Meney' [1988].

Marianne May

University of Sussex
Fading into the Distance

In The Past Recaptured Marcel Prousi's
unchanging conception of himself is
radically altered when he is confronted with
the appearance of old acquaintances.
Moving from a state of blindness 10 having
insight into what his future will be, he
appears 1o invert Lacan’s account of the
mirror stage in which the visnal image of
unity conflicts with the lived experience of
fragmentation, the ageing image denying
identification, precipitating the loss of the
image itself.

Articulating such absence raises issues of
memory and forgetting, mourning and loss.
and, finally, death. The complexities of
figuring this rupture in identification will be



examined through Heather Ackroyd and Dan
Harvey’s Mother and Child, a portrait of
Ackroyd and her daughter grown from grass
seed, and Marc Quinn's series of self-
portraits, Self, created from the artist’s own
blood. In their own distinctive ways, both
pieces map out the passage of time, the
work and the artists ageing together.
Through the employment of organic and
ephemeral materials they evoke, and indeed
perform, their own fragility, their temporal
existence de-materialising or held in frozen
suspension. We will consider the
implications for viewing and experiencing
such transience and disintegration.

Margaret Iversen

University of Essex

Lost and Found

The lineage of the ready-made is well
known. It is characterized by aesthetic
indifference, mass production, artistic
withdrawal and the non-aura of the
simulacral copy without an original. Yet it
has a close relative, the found object, best
exemplified by Breton's slipper spoon,
which carries quite different connotations.
Neither type of object is fabricated by the
artist, but while one is an everyday object
‘reclassified’ by an inscription, the other is
rare, strange, opaque and encountered as
if by chance. While the ready-made is
rigorously impersonal and ironic, the found
object is one destined for an encounter
with a particular subject. While the
readymade is infinitely reproducible, the
found object bears a unique relation to an
unconscious reality constituted by loss and,
for that reason, bears a peculiar relation to
vision: it calls attention to itself by creating
a hole in the fabric of normal perception.
The found object, like the related
phenomena of Lacan's anamorphic skull
and Barthes's punctum, all hesitate on the
threshold of visibility. Photographing a
found object doubles its inherent
dimension of loss. My paper sets out to
trace the lineages of the found object in
theory and practice. Among contemporary
artists whose work I will consider in these
terms are Christian Boltanski, Mary Kelly
and Gabriel Orozco.

Peg Rawes

Goldsmiths College and Bartlett School of Architecture

Abstract Janet Cardiff: Immersive Imaginaries

This paper examines the sonic works of
Janet Cardiff, proposing that her practice
manifests the virtual and immaterial qualities
of sound as a result of the disappearance of
material and sensory boundaries between the
body of the participant, the materiality of the
‘work’ and the split between ‘real’ and
‘imaginary’ events.

This immanent relationship between the
work and the ‘listener’ can therefore be
said to express the scope for disappearance
(and emergence) that the sonic spectrum
offers, and the production of alternative
states of awareness or relations that arise
between: the work and the spectator, the
subject and object, the real and the
imaginary, the virtual and the empirical.
For example, the sonorous envelope that is
created between the listener who wears
the disembodied voice of the artist in the
Miinster, Louisiana or Whitechapel walks,
or the expression of a transcendental choral
space in her reworking of Thomas Tallis’s
Forty-Part Motet.

Thus, rather than attempting to convert
the invisible into the visible or concrete,
Cardiff’s work produces an immersive field
or space of ‘simultaneous’ states of reality
within which immaterial, invisible, virtual or
absent modes of reality are in ‘themselves’
considered as ‘real’ as those concepts of
concrete and empirical materiality that
dominate discussions of visual culture
and modernism.

Gavin Parkinson

University of Manchester

‘Mallarmé and Duchamp show us the
reverse of language,” wrote Octavio Paz, ‘the
other side, the empty face of the mirror.’
This emptiness intuited by Paz manifests itself
in a variety of forms in Duchamp’s work,
as gap, blind spot, deferral, evanescence,
passage, lack, infra-mince: the fault lines
through which logical discourse slips
away and nonmeaning enters. While
acknowledging one dimension of this strategy
— in Duchamp’s disappearance from the site
of his own works through his play with
signature, pseudonym, and alter ego — his
commentators have persistently ignored its
lesson by factoring intentionality back into
the work in deference to the authorial voice.

This paper deploys tropes of
uncertainty, incompleteness, and
excrementality drawn from
deconstruction in the service of a
metacommentary on Duchamp’s work
and its reception. Firstly, it examines
the secrecy, silence, and absence which
undergird Duchamp’s ‘scriptural
economy.’ Secondly, it argues that new
readings of Duchamp’s oeuvre must take
account of the anti-epistemology that
veils many of his interventions, which
continues to deflect conventional critical
approaches. In place of the reinscription
of authorship which blights the debate
over Duchamp’s relevance, this paper
posits the notion of a mute insufficiency,
(un)written at the very vanishing point
of thought.
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Jo Applin

University College London
Lee Bontecou: Topographies of the Void

The three-dimensional objects
constructed throughout the sixties by New
York based artist Lee Bontecou, in which a
large central black void is always featured
will provide the focus point for my
presentation. I will address the way in
which these objects insist on their very
objecthood and abstract form whilst at the
same time leaking porously into a mode of
metaphoric reading that resonates with
notions of aggressivity, sexual violence,
vision and blindness, presence and absence.
How such readings engender a reading of
the surfaces and craters of these large reliefs
as various different topographies such as
bodily, bellicose, apocalyptic and psychic
will be addressed. The black veid will be
taken as metaphor for the way in which
such readings might be represented through
that very absence or representation of
‘nothingness’ that the black hole signifies.
The attendant implications for subjectivity,
and how it is put under pressure will be
examined, as the black hole both invites and
threatens the spectator. How the resolutely
abstract might slip into a rather more
phantasmatic image in which the void
might be both something and nothing
provides a productive route into Bontecou's
works, designed as they were to ‘mentally
scrape the viewer’ . I suggest that such
ambivalent, oscillatory readings of these
works is necessary for any understanding of
a work of art positing the void, that is
‘disappearance’, as its central motif.

Gill Perry

The Open University

erformance in

‘This obsessive act of reasserting my ties
with the earth is really the reactivation of
primeval beliefs...” (Ana Mendieta, 1981)
Prompted by the artist's claims, studies of
Mendieta’s Silueta Series have frequently
interpreted her earth/body art as both
instilled with primitivist fantasies of a
feminine primordial power, and as an
obsessive response to trauma and loss. This
paper will question the relative importance
of some of these claims, arguing that her
work also directly addresses some
compelling sculptural and material problems
encountered by artists forging a difficult
relationship between emerging theories of
the performative and earth art in the 1970s
and 80s. The problem of transformation
or ‘dematerialisation’, and how this might
(or might not) be enacted through
earth/body works which priviledge
absence and photographic memory, will
be central to this study.
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Writing as Making Present or,
Darboven's 'Disappearance’

In 1968, following her training at the
Hochschule fiir bildende Kunst in Hamburg
and two years of intensive production in New
York City, Hanne Darboven (b. 1941) stopped
making works of visual art in conventional
forms and began instead to produce serial
works based on various techniques of writing
and counting, most prominently the
inscription of arithmetical permutations
derived from calculations involving the
numerals that make up calendar dates, and the
hand- or typewritten transcription of literary,

historical, and philosophical texts. This paper
concerns a crux in Darboven'’s art, in which
citations from nineteenth- and twentieth-
century literature, history, and philosophy and
reproductions of well-known works of art are
embedded within a larger system of
inscription whose idiosyncrasy and
repetitiveness evoke a profoundly private
aspect of Darboven's exercises in “real
writing” (the term is the artist's own).

Central to Darboven's project is a practice
I call “writing as making present,” a concept
derived from the German
“vergegenwirtigen,” which in common
usage means “to figure, to represent, or to
visualize graphically or vividly,” and which
achieves that meaning by incorporating the
temporal and spatial language of “the

present” and “presence” [die Gegenwart].
Writing, for Darboven, materializes her sense
of immersion in the present at the same time
as it registers the effects of historical events;
using another possible translation of
“vergegenwirtigen,” we might say that
writing “actualizes” the coincidence of an
experience of the present and a making
present of the past. Fundamental to
Darboven's art, I contend, is an attempt to
render vivid, and meaningful, in aesthetic
and political terms, the difference between
making something appear or producing an
appearance [Schein] and making something
present. This paper, in other words, explores
the possibility of seeing Darboven’s writing
as a medium of “disappearance” that aims
nonetheless and indeed thereby to make
things present.
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