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Ming-Hui Chen
Loughborough University School of Art and Design

Toward A New Age
of Asian Art
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Session 19

Becoming the next dominant power in the global economy in the twenty-first century,
the Asia-Pacific region has attracted the world’s attention to its contemporary artistic
presentation. In the past twenty years, many cities in the Asia-Pacific region have been
at the centre of both economic growth and cultural re-examination. Globalisation has
brought the Asian metropolis to deconstruct its own cultural heritage, and urbanisation

has created an urgent question for its people to re-consider development, competition,
modernised cultures and values.

In recent years, there have been several biennials and triennials held in the Asia-Pacific
region, including the Busan Biennale, Fukuoka Triennial, Guangzhou Triennial, Gwangju
Biennale, Hong Kong Art Biennale, Shanghai Biennale, Singapore Biennale, Taipei
Biennale, Triennial of Chinese Contemporary Art etc, which have created a
phenomenon which was unigue to this region. During these exhibitions, the artists
have often combined their own cultural languages with high technology, re-interpreted
their traditional aesthetics and re-defined their traditional materials, by which they have
declared their national identity and represented their post-colonial discourses.

The papers selected for this session have focused on curators’ strategies and
historians’ observations which help contemporary Asian art to be understood, and
which address how the artists have hybridised their artistic language within a modern
ideology. These papers will argue how the artists and curators have found the balance
between nationalism and globalisation in the Asia-Pacific region.



Felix Schoéber
University of Westminster

From Identity to Technology - the Taiwan
Pavilion at the Venice Biennial

In 1995, the first Taiwan Pavilion opened its
gates at the Veenice Biennial. Until 1999 it was
regarded as a National Pavilion but by the tumn
of the millennium, it was downgraded to an
associated special exhibition. This change

of political and diplomatic status was
accompanied by a transformation in its
curatorial focus, that shifted from the
presentation of a socio-cultural microcosm in
the 1990s to a themed show that tried to
enter into a dialogue with global discourses
exclusively through the means of new media.

| would like to bring attention to three
phenomena: firstly, | would like to argue that
the national identity presented during the
1990s was informed by a very particular notion
of socio-cultural science, which created a
highly artificial microcosm, through a cool
modernist gaze from above. This curatorial
pattern continues to be applied even until now.
Secondly, the attempt to enter into a dialogue
with intemational art scene led to an exclusion
of traditional media such as paintings on
canvas, as well as a predilection for young
artists in favour of the father figures of the local
art scene. Thirdly, the process of entering into
a dialogue with global discourses in some
cases involved a process of (museological)
‘secularisation’ and ‘removal from the original
context’, which means that in some cases,
different meanings are forced upon

artists' works.

Li-En Chong
National University
of Singapore

There’s No Business like Show Business:
Art in the Singapore Biennale 2006

The grand exposition of the Singapore 2006:
Gilobal City, World of Opportunities opened in
September 2006, showcasing the country’s
successes as a first world economic power
and Asian Renaissance city wealthy in cultural
capital. Comprising main component events
of the International Monetary Fund and the
Singapore Biennale 2008, financial ministers
and moguls, superstar artists and curators
journeyed to this Southeast Asian island

The Singapore Biennale is curated under the
theme of Belief with the intention of providing a
‘platform for the presentation of international
art in dialogue with Singapore and Asia’.
Beyond the immediate aesthetic and
conceptual concerns of individual artworks, the
theme of Belief encourages exploration into
greater issues that delve into perceptions
about and within this young nation-state, the
acceptance of suppositions, the trusting of
presented facts as well as the relevance of
individual experiences in shaping our beliefs.
SB2006 is presented in various places of
worship that venerate religion, the state,
colonial history and cuture. By placing the
artworks in contexts of display unique to
Singapore, they are empowered with
mutti-faceted readings that offer perspectives
on Singapore’s cultural position and
positioning. In my talk, | plan to discuss a
range of artworks such as The adventures of
MocMoc and MerMer by Com and Com,

We live in a Dangerous World by Brian
Gothong Tan and Yayoi Kusama's Ascension
of Polka Dots on the Trees. | will develop my
discussion in the direction of how these
artworks are informed by their display, their
place within the curatorial framework and
relation to Singapore cuttural policy.

Elizabeth Norman
Independent Scholar, formerly
Sheffield Hallam University

‘A New Model Arts Festival’:
The Echigo-Tsumari Triennial in Japan

The Echigo-Tsumari Triennial was conceived in
the late 1990s as part of a larger social and
economic project for a rural and remote region
in Japan facing a declining economy and
decreasing population. Six municipalities in
Niigata Prefecture joined together to form a
‘necklace’ or partnership of communities and
began an art and culture-based programme of
regeneration with a triennial as its defining
feature. The Echigo-Tsumari Triennial then is an
oddity; it is not a stand-alone art event but
attached to a 10 year regional revitalization
most recent was held in the summer of 2006
and it may be the last in this form. The project
is due to end in 2007, but there can be no
total closure for the triennial. On the vast 760
sq.km, site there are now many permanent art
works (for example, Turrell's ryokan-sited sky
hole, Abramovic's Japanese Dream House),
some new on-going projects (a number of
abandoned houses and schools selected for
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reuse as ‘house-museums’ involving artists
such as Boltanski and Japanese craftsmen),
and the region re-identified by the triennial as
process and event. Nonetheless, the triennial is
vulnerable for it does require artists, Asian and
Western, to work in a very Japanese milieu,
its villages and nature. The Director asks only
for this commitment. Artists and visitors are
challenged to respond to the national and
global agendas of this sequence of triennials.
At the Echigo-Tsumari, contemporary art

is revealed in a unigue temporal and

cultural context.

Jariya Nualnirun
University of the
Thai Chamber of Commerce

Popular Thai Songs: Investigating
Thai National History in Modern Memory

This paper examines popular Thai songs as a
reflection of a historical narrative in collective
memory constructed by modern Thai people.
This lively historical narrative is resistance to
colonialism of Thai nation state in the late
nineteenth century, reshaped as Thai
nationalism later during 1940s. Thailand,
although, is undergoing into the age of
globalization, a struggle with the foreign
invaders of previous generations has
continually been appeared. Using philosophical
perspectives, ways of investigating in what
message transcended a barrier of time through
the popular songs are clarified.

In the present, Thai entertainment industries
produce popular music which has exactly
imitated melodies and styles from western
ones. Even so, the words of a song can
represent an original work of Thai artist. Most
Thai songs tell stories about love as a main
issue. Unlike the west, songs in contemporary
Thai society can hardly articulate what
problems really occur now, such as gender
and racial inequalities. Instead of namating the
current social issues, the song lyrics accurately
depict the lives of heroes and events in the last
century. In this case, the lyricists express a
sense of homogenous Thai identity, as well as
a unit of the country. Consequently, this
timeless value has permanently been recorded
in consciousness of the Thais. How does such
historical narrative constituted as a temporal
one in modermn memory? The paper tries to
respond to this question.



Beccy Kennedy
MIRIAD

Contesting Identities in
Contemporary Korean Art

The content of contemporary South Korean art
is often analyzed using binaries, such as
spiritualistic traditionalism versus ‘modernity’
and indigenous versus globalized culture. It
also tends to highlight the theme of traditional
Korean ‘Identity’ or ‘Koreanness' and
juxtapose it against the medium of new digital
installation technology. However, this paper
asks whether the understanding of
contemporary Korean art works by Korean
and non-Korean audiences could be informed
by and examined through the lens provided by
fresher observations and concepts than these.
For example, does Korean art history need to
address how the input of the artist is based
around the broader issues of 'post modern’
identity politics rather than the aforementioned
preferred readings, which select archetypical
Korean political and religious histories as their
main point of reference? Such traditional
paradigms place Korea within a backward
context and imply the continued presence of
an Orientalist, outside voice. Moreover, in
relation to Korea's distanced relationship

with Europe, how far can Korean art be
positioned within a centre/periphery, post
colonialist discourse?

To some extent, the dearth of theoretical
literature on contemporary Korean art appears
to have inhibited its trajectory, causing writers
to provide a definitive and categorical overview
of its recent developments, without thorough
analyses of particular artists and their lifestyle
choices. The traditional versus modernity
model, despite its initial relevance has
limitations as a response to contemporary
Korean lifestyles as experienced by Korean
artists in Korea and in Diaspora. Whilst
focusing this discussion on contemporary
Korean and Korean-Biritish Diasporic art works,
the paper will explore these issues and
hopefully avoid the danger of situating and
enclosing a particular national, cuttural history
into specific and possibly outdated discourses.
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Mary Ann Steggles
University of Manitoba, Canada

The Assertion of the New, of the Chinese,
in World Art Practice

The number of Chinese artists accepted to the
1999 Venice Biennale or the explosion of Asia
Pacific biennales since then has contributed to
the shift in global art world attention from
traditional to contemporary practice.
Significant, also, is that the West has been
jarred by the “sleeping dragon”, best
exemplified by Pop Zhao's Olympic Dragon
heralding Beijing’s bid for the 2008 Olympics.
As the popular media portrays China as no
more than a nation “torn between democracy
and Chinese nationalism, capitalism, and
communism, a Kantian future and a Confucian
past” it is astute to keep in mind that it is in just
such contradictions that contemporary
Chinese artists continue to draw their
inspiration just as artists in the past drew

from their contemporary political,

economic, and social contradictions

(J. So, The Daily, 8/12/99, pg. 1).

My paper argues that as young artists examine
their relationship to ideals found in Dacism and
an emerging affiuent world, we must, as
educators and curators, resist the temptation
to see only the surface, to seek out
individualism and marshal our reaction,
organization of exhibitions, and our writing
about contemporary Chinese art as merely a
plagiarism of the West. Specifically, | examine
how recent work by Pop Zhao and Zhang
Xiaogang are significant examples of how
contemporary Chinese artists are re-
interpreting traditional beliefs in Daoism and
Confucianism to reassert China’s position
within 21st century artistic discourse.

-Age“h

Victoria Lu
MoCA, Shanghai;
Shih Chien University, Taipei

The Neo-aesthetics of Heterogeneity
in Chinese Contemporary Art

Entering upon the digital environment of the
21st century, the channels for obtaining
knowledge have become more open and
diverse. Along with increasing materialism,

the more sophisticated atmosphere of living
not only manifests itself in aesthetics of forms
but more so in the increasing spiritual desire for
beauty. The contemporary art of China in the
new century inevitably steps toward
Neo-eclecticism, uniting the experiences of
Conceptual art and process of materials, and
opens up a more liberal dialogue. It not only re-
excavates and builds new perspectives and
explications, but also chooses to narrate an
individual artist's contemporary experience
through sampling the different spices between
cultures in this global meiting pot. Continuous
contemplation, assembly, unification,
re-assembly, rebirth, including even questions
of gender, have cross-pollinated to give rise

to a heterogeneity of visual forms. This
heterogeneity includes the familiar vein of
traditional art, which has become one of the
many options of the possibilities of Eclecticism.



Jiang Jiehong
UCE Birmingham Institute
of Art and Design

The Revolution Continues

The Chinese Cultural Revolution (1966-76) has
often been referred to as the ‘ten lost years’'.
Almost all the cultural products during the
decade were based on the requirements of
political campaigns, and therefore have been
considered valueless for China's cultural
development. However, the phrase ‘cultural
revolution' literally sounds rather positive. It can
be read as an urge to re-establish the
foundation of Chinese culture. This paper aims
to discuss the visual legacies of the Cultural
Revolution that have been reflected visually

by contemporary artists, contributing to the
prosperity of Chinese art today.

Four approaches are central to this
curatorial research.

1) It is to review and re-evaluate the Red
Guard movement, during which the
rebellious spirit of the Red Guard against the
existing rules and authorities had been
encouraged and fostered, and then
inherited by the Chinese avant-garde artists
in their practice.

2) The big-character poster was one
of the most popular visual instruments of
propaganda, as a non-pictorial medium,
during the Cuitural Revolution. The power
of Chinese written words has been revisited
in contemporary art.

3) The complexity of the colour red can be
achieved not only by the physical colour
itself, which was dominant in the country,
but also implied by the image of Mao as the
‘red precious portrait'. As a visual response,
red and reshaping the sacred image of
Mao subversively.

4) There were numerous mass assemblies and
parades in Mao's era, where the collective
appeared with a pair of contrasting images
either in conformity or camival. InCtmese
art today, the people’s collective identity can
be reinterprated as a visual representation of
‘Chineseness’ in an international context.

Jan Mrazek
National University
of Singapore
Discussant
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Christopher Bedford, Los Angeles County Museum of Art and the
Courtauld Institute of Art Jennifer Wulffson, Getty Research Institute,

. Los Angeles
Session 20

Beyond Recognition:

The Outer Limits of Artistic
Creation and Critical Reception
after September 11, 2001

In the wake of 9/11, a surge of art writing emphasized the democratic and expressive
qualities of art in a world defined anew by grief, uncertainty, paranoia, and anger.
James Wood of the Chicago Institute of Art, for example, affirmed in November 2001,
‘[aJrt can become our Virgil shepherding us through the labyrinth of life and death.

It reaffirms the beauty and creativity that distinguish man-made expression from raw
nature and reaffirms tolerance and embrace of diversity.” Approached as historical
documents, such statements are striking in their reliance on a conception of
art-making as an inherently redemptive, humanistic act, a quixotic intellectual
conviction that vanished long ago with the rise of post-modernism, if not before.

Yet since 2001 the critical community- while often invoking the notion that 9/11 has
altered the way we understand extant art- has been less receptive to new projects.

As Sarah Boxer noted in early 2002, ‘[tjhe events of September 11, 2001 were beyond
measure. But when the day ended, the visual limits were fixed.” Boxer’s observation is
evinced by a reinvigoration of photojournalistic images. But has our reflects on 9/117?

It appears that faith in the capacity of art to represent and interrogate our responses
does not underwrite the discourse of art criticism today, despite recent efforts by artists
such as Jenny Holzer, Thomas Ruff, and Carolee Schneeman. Has criticism,
consequently, stymied the capacity of visual art to engage such matters?
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Royce W. Smith
Wichita State University

“We are all Americans,,” but are we all
Americans?: The Cinematographic
Responses to 9/11 in Alain Brigand’s
119”01

Jean-Marie Colombani exclaimed “We are all
Americans!” in Paris’ Le Monde on 12
September 2001. Nevertheless, five years after
the 9/11 terrorist attacks, striking cognitive
reconfigurations of this statement have
surfaced—signaling pointed anti-American
sentiments, perhaps best illustrated by the
Swiss newspaper Le Temps' assertion on

12 September 2006: “We are all Hezbollah!”
While this exclamation clarifies significant
changes in global attitudes toward 9/11,

Alain Brigand's 11'9"01, produced in 2002,
underscores the need for art and film to use
the event as a catalyst for multicuttural
exchange, as opposed to a rationale for
socio-political isolationism and xenophaobia. As
a compendium of short films by eleven
directors, the project was the first to challenge
the "“you-are-either-with-us-or-against-us”
polemic that saturated post-9/11 American
political rhetoric. Delayed in its United States
release by over a year and then only screened
in selected markets, the film raised crucial,
disconcerting questions about the attack and
its subsequent politicization: Who maintains
“ownership” of the iconographies and
discourses of 9/11? How do the traumas of
9/11 compare to those experienced with
greater frequency and greater magnitude, yet
lesser visibility, in other areas of the world?
This paper examines 11'9"01 as an important
filmic gesture that transformed the visual
chronicle of 9/11 from a predictable stable of
photojournalistic images into an array of
complex cultural dialogues and visual
exchanges. By focusing particularty on the
short films of Samira Makhmalbaf, Idrissa
QOuedraogo, and Alejandro Gonzalez Indrritu,

| contend that the now-familiar images of 9/11
have triggered a movement away from the
literalness of catastrophe toward more

incompatibilities between cuitures, places, and
ideologies. | conclude that the films collectively
encourage new modes of visual criticality that
engage with 9/11 as an event whose meaning

is brokered relationally, rather than materially
or site-specifically. Given the radically different
ways of seeing that contribute to the semiotic
complexities of 9/11, these films expose

the myriad ways in which the rhetorical
ambiguities of “terror(ism)” may be artistically

represented now and historically contextualized

in the future.

Julian Stallabrass
Courtauld Institute of Art

Joel Meyerowitz's Photographic
Monument to 9/11

While it is true that many of the art works that
have sought to deal with 9/11 have had a
rough critical response, this is not so of one
art project carried out in photographs: Joel
Meyerowitz's Aftermath, published and
exhibited in 20086. It comes at a time when
9/11, for some time a zone of silence even in
much mass culture, is being addressed by
novels and movies. Meyerowitz's 9/11 work
offers a series of contrasts with much of the
photojournalism that has been published in
other memorial volumes. It conforms with the
dictates of large-scale contemporary art
photography, and in its elegiac character it is
comparable to the work of Peress, Norfolk,
Seawright and many others who have
addressed various tragedies in ‘aftermath’
mode. This paper will examine the causes

of the success of Meyerowitz's project and
offer comparisons with other art works, and
with photojournalism so as to highlight the
limits of acceptable representation in the
image of 9/11.

Rachel Wells
Courtauld Institute of Art

Beyond Resolution: Thomas Ruff's
Pixelated ‘Jpeg’ Photographs of 9/11

While it is true that many of the art works that
have sought to deal with 9/11 have had a
rough critical response, this is not so of one art
project camed out in photographs: Joel
exhibited in 2006.
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It comes at a time when 9/11, for some time

a zone of silence even in much mass culture,
is being addressed by novels and movies.
Meyerowitz's 9/11 work offers a series of
contrasts with much of the photojournalism
that has been published in other memorial
volumes. It conforms with the dictates of large-
scale contemporary art photography, and in its
elegiac character it is comparable to the work
of Peress, Norfolk, Seawright and many others
who have addressed various tragedies in
‘aftermath” mode. This paper will examine the
causes of the success of Meyerowitz's project
and offer comparisons with other art works,
and with photojournalism so as to highlight the
limits of acceptable representation in the image
of 9/11.
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Terry Smith
University of Pittsburgh

Critical Art Practice in the Age of Aftermath

There is a mismatch between the current
dominant approaches to contemporary art
criticism and the increasing thirst on the part

of artists to negotiate, through their art,
relationships to the currents that are definitive
of contemporaneity, especially when these
break intc the public sphere as “events.” While
we might not be surprised that the burgeoning
market for contemporary art tends to eschew
such challenges, it is disappointing that—with
some striking exceptions—established criticism
has become so constrained that it seems to
preclude any adequate response to the issues
involved. Events such as 9/11 seem too
internally complex to meet “1960s style"
political art criteria, too crudely materialist for
postmodern taste, too specific and implicated
to transcend neoavantgarde negativity, and too
large in implication for the low-key indirection
and small-scale communality favored by
relationalist aesthetics. For certain artists, this is
discouraging. A more robust reaction might be
to ask: what has happened to the “critical” in
criticism, and in theory? This would constitute
the first part of my paper.

Alongside and away from this cul-de-sac, a
wide range of affective and effective artwork
has emerged, as the trauma slowly unfolds,
surfaces and settles, and as the larger forces
of globalization and postcoloniality continue
their world wide contention. In the second part
of my paper | would be interested in tracking
this emergence through a set of pertinent
examples, which | would place within a larger
debate about the changing nature of ethical
and political practice in cumrent art, and in the
framework of my thinking about contemporary
art in the conditions of contemporaneity.

Beyond Recognition:

The Outer Limits of Artistic
Creation and Critical Reception
after September 11, 2001

Julia Meltzer and David Thorne

Speculative Archive:
Not a matter of if but when

How does a document say, in the same
breath, “This will happen,” “This has already
happened.” and “This must not be allowed to
happen”? We will present excerpts from recent
work—In Possession of a Picture, not a matter
of if but when, and We will live to see these
things—to consider the ways in which a given
record of the past becomes an image of a
possible future.
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3 Liam Kelly, School of Art and Design, University of Ulster
Session 21

Taking to the Streets: Art and
the Architecture of Security
and Control

The cities of Belfast and Derry in Northern Ireland have been heavily fortified and
defended and as such are where the physical apparatus of the political troubles, in
various ways, can best be experienced. Army and police vehicles and helicopters
have, over the years, daily paraded or surveyed these cities, while army and police
stations became more and more purposefully designed for long- term fortification.
These cities have been marked, segregated and intensely surveilled. Temporary
barricades between the two rival communities have been erected or dismantled over
the years or settled into permanent acceptance as necessary so-called peace lines.
A number of artists, both local and international, have responded to this legacy of the
physical and emotional environment of division, security and control in the North of
Ireland by way of painting, photography, video and installation art practices.
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Nicola Mann
University of Rochester, USA

Visual and Cultural Studies

The Extraordinary Ordinary:

A Consideration of the Phantasmagoria
in Daniel Roth's Cabrini Green Forest
(Portal) 2004, as Representative of the
‘Underground’ Characteristics of the
Chicago Housing Project

Daniel Roth's Cabrini Green Forest installation
was exhibited at the Donald Young Gallery in
Chicago during May and June of 2004 and is
part of a series entitied Zones of Dissolution.
Roth's installation includes relics of a mythic
woodland trail connecting the real urban
spaces of the Metropolitan Correctional Facility
in Chicago with the Cabrini Green housing
project. Framed by Roth's exhibition, my
paper considers the distinctly ‘underground’
characteristics of Cabrini Green, in terms of the
social, governmental and architectural factors
that have resulted in the residents’ retreat into
subculture. Entrapped within the steel mesh
galleries of the breezeblock high-rise buildings,
the residents are detached from the city as a
whole. Since the construction of the project
(1942-1968), Cabrini Green has been

plagued by gang culture, racial segregation,
unemployment, crime and concentrated
poverty. Controlled by the gangs who hold
them hostage, the Chicago Housing Authority
(CHA), the buildings in which they live, and

the surveillance and security measures that
are employed to keep the residents and
outsiders ‘safe’, the project became a
quasi-independent city. Yet, despite being
forced underground, the rhizomatic paths of
community still exist; generations of families
can live within the same building and there are
some residents who never leave their ‘world’.
The argument that | assert in my paper is that
the higher up the buildings go the further
underground the communities exist. The CHA,
under the controversial banner of the ‘Plan for
Transformation’, are currently enforcing the
displacement of 60,000 public housing
residents to make way for mixed-income
developments on housing project land. My
paper considers community agency in the
form of court challenges by residents against
the CHA and resilient tenant counterproposals.
Roth's instaliation, which includes
cartographical-framed drawings of the
underground wooded trail, reproduces the
contrary social space that is Cabrini Green.
These vestiges of Roth's surreal archaeological
path refiect the fact that the residents are
currently in a time of change, caught in the
have always known and a future that has been
forced upon them.

My paper considers this issue of displacement
and the resident’s residual determination to
fignt for their homes, in the contextual frame
of Cabrini Green Forest.

Aisling O’'Beirm
University of Ulster

Some Things About Belfast (Or So I'm Told)

For this paper | shall be giving a vermacular
tour of Belfast, which will take the form of a
story telling presentation rather than a formal
paper or a physical tour. This ‘tour’ wil
encompass unofficial, informal accounts of the
city with an emphasis on urban myths, urban
anecdotes and place nicknames. Beffast is a
city that has, in the past, been the focus of
much media attention and consequently has
often also been subject to clichéd and
simplistic representations (which one could
argue, have been politically unhelpful). The
format of this paper will attempt to engage
with contemporary Belfast and challenge
simplistic representations by giving a platform
to localised, informal and vermnacular
testimonies, as these can relay a complexity,
depth and humour that also characterises the
city. The premise of this strategy is that such
accounts can provide an insight into the
politics of place by focusing on the local, whilst
positioning it in a global context. Belfast is not
the only city to have urban myths.The ‘virtual'
(as in not physically on tour) format of the tour
also affords a possibility to consider Belfast in
relation to other cities and urban locations.
The constraints of representing a city using
virtual means, ironically, open up possibilities
to position Belfast in relation to ideas about the
nature of contemporary urban space and how
it is represented.

- Liam Kelly

School of Art and Design,
University of Ulster, Belfast

‘Seeing You/Seeing Me: Art and The
Disembodied Eye'.

Many Northern Irish artists have looked upon
the city as a ‘written’ text be engaged with
and deconstructed. The cities of Belfast and
Derry have been heavily fortified and
defended and as such are where the physical
and psychological apparatus of the political
‘troubles’ can best be experienced.

The artists considered in this paper have
responded to the formal as well as the layered
values that get laid into walls, fortifications, and
buildings - the psychic fabric of the city. Their
work is an act of continual interrogation. In this
interrogation they often deploy the strategy
used by state surveillance itself, namely the

use of the camera by stealth (the disembodied
eye) or engage with intelligence gatherings
more physical or dramatic outward display.

In either case what this artistic interrogation
has established is the corrupting nature of
difference by way of a tendency to either
include or exclude, to locate or dislocate.
Within this social construction as it applied to
Northern Ireland, the wall becomes the dividing
line between the cultured inner and the riotous
barbarous other. In relation to this, the
surveillance tower, the hovering helicopter,

the roving police vehicle allowed for the
supervision of the extra mural.

David Brett

University of Ulster

Alan Jones

Queens University, Belfast

In Contested Space: Space and Security
in Town and Country, Northern Ireland

Different concepts of space are briefly
considered; though ‘absolute’ space is where
building are realised, architecture cannot
proceed without a consideration of what we
term ‘relational’ or ‘intersubjective’ space, this
is where social reltations are conducted. This
brings with it, in all complex communities, the
secondary concepts of ‘contested’ and
‘defensive’ spaces. This has been recognised
throughout Northern Ireland in terms of the
urban ‘quarter’ (as in *‘Scotch Quarter’) or the
rural ‘townland’, and defined very largely in
sectarian terms descending from patterns of
settlement. Because space is a fundamental
category of human experience, how space is
defined and considered and spoken about
reveals something of the constitution of every
community; in the context of Northern Ireland
this reveals the fundamentally contested nature
of its social spaces.Some particular examples
The notion of the townland and pattemns of
rural settiement and the relation of this
landscape - the centre-less community and
the dispersal of authority.

The provincial agora; the case of Randalstown.
The circulation patterns of Housing Executive
estates and their unintended consequence —
the perpetuation and confiration of

The question of boundaries; how are they
conceived and how are they marked.
Attempts to overcome these

because of the fundamental character of
space and its categorisation.

The argument is conducted in reference to
ideas developed by D.H. Harvey, Kenneth
Frampton, and the authors own previous
studies and practice.









Fae Brauer, The University of New South Wales/University
of East London

Anthea Callen, University of Nottingham

Contesting the Body: Art,
Sexualities and Biogenetics
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When the Third Reich Eugenic Sterilization Law was applied, both the American and
British Eugenics Societies congratulated Hitler. He in turn acknowledged the eugenic
policies fostered in these nations as his precedent. Before eugenics was stigmatized
by the Holocaust and Western histories sanitized of its prevalence, a huge array of
eugenic associations, committees, organizations and societies, together with their
conferences, congresses, exhibitions, designs, journals and programmes flourished
from Northern Ireland to Tokyo. Synthesising Galton’s Neo-Darwinian concept of
superior races with August Weismann'’s discovery of germ plasm heredity, Race
Hygiene associations spread across Europe, particularly Germany and Scandinavia.
Drawing upon Galtonian and Mendelian eugenics, as well as race hygiene strategies,
the American Breeders Association was founded. At the same time, societies for
health, hygiene, temperance, natalism, nudism, body culture, the worship of nature,
the pursuit of sunlight and the eradication of degeneracy burgeoned across Europe.
Within these different and competing models of health, hygiene, normalcy and

eugenics, the body and its sexualities became a site of contestation, as revealed by
art and visual cultures.

This Session aims to examine these manifestations through art and visual cultures in
Britain, America, France, Germany and the Soviet Union. It will explore the dysgenic
deployment of images of infirmity in the nineteenth century produced by Théodore
Géricault and the medical photography of Hugh Diamond and Albert Londe. It will
examine the ‘cult of the sun’ in fin-de-siécle France, how it was posited as a source of
regeneration in climatotherapy and heliotherapy and became seminal to the art and
tourism of Henri Matisse, Henri Manguin and Henri-Edmond Cross. It will investigate
the form and function of the sanitoria as eugenic architecture. It will consider how
woman'’s body became a site of contestation between Lamarckian eugenicists and
Reform Feminists in ‘belle époque’ France as manifested by Modemist and ‘official’ art,
before pursuing the eugenic ramifications of representing Soviet ‘New Woman' in
Soviet Socialist visual culture as a sex object during the Nazi ‘rape of the motherland’.
Finally it will explore the relationship of eugenics and biogenetics to bioart and
transgenic practices being conducted today, in order to debate the possibilities of art
going beyond an aesthetic of genetics.



